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Abstract!

!
This thesis investigates tkecially imaginedepresentation of two areas of the global

South through the lens of contemporary. drtraceshe historicsation ofurban Latin
America and the Arab worlalongatimelineof critical lengs questioningheir
construction agnagined sitesRe-occurringtropesfrom exhibition spaces acting as
representations of the global South on a méevel arecontrasted with observations
from a local level in an ethnographistudy of nineten artist groups dbur capital cities

of Latin America and the Arab world. The research draws upon sociological
methodologies of research, arts methodologieshatdricisationto chart the scope and
function of these groups against theckdrop of the global aimstitutionOs soalled
geographic turn and itOs romanticisation of the precatitesas the new avagarde.
Moving awayfrom the traditional cartography of art and social histting, thesioffers

an expanded concept oflieztivity and social engagement through art, and the artist
group as unit of social analysis in urban space. Putting these ideas into dialogtledartist
structuresare presented @asunterpoint to collective exhibitions and to the collectivity
of natinal identityand citizenshp. An abundancef artist groups in the art scene of each
city represents an informadfrastructure in which a mirror image of inagorkings of

the city and art world become visible through this zone of discourses in comiigt.
unorthodox exploration of art, region, and eotive expression launches irthe

possibility of new constellations of meanjrigols to recapture the particulars of
everyday experience in thmfolding of large narratives. Examining the place of
collective art practices in the sogmlitical history of the citythis intervention into
current theory around the role of art from the global Strattes the currents and
countercurrents of the afinstitution and its structures of representaticemected in
places of displagnd public discourse the museum, the news, the gallery, the biennial,

thestreet and the independent sracé! !
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Introduction:

Think of the sky

And meditate on the absencecehter or limit.
Think of the sun and moon

And meditate on light without shadow.

Jetsun Milarepa, ¢.110The Hundred Thousand Songs of Milarepa.

This thesis is an investigation into thenstruction of the scalled global South, not as a
geographic place, but as a conceptual place that exists outside the mappings of the
physical world. It imagines a world not dictated by doalities ofcentres and
peripheriesspotlights and shadows, disl Milarepa several centuries ago. It proposes a
shift in the established systems for viewing, interpreting and representing art and region,
an invitation to cross boundaries along new pathways, a search for knowledges
unmitigated by theessationalism foglobal mediaArt and collective practices from San
Salvador, Mexico City, Cairo and Beimfour capital cities of the Southare the
protagonists in this project of interrogating territorialisation. Each is a city that exists in
the zone within thist degrees of the Northern Tropic meridian, each embodies the
contradictionof geographic logic, located in the Northern part of a place designated as
the South. Read as case studies in a dialogue about strategies, infrastructures, and
methodologies, theyrpsent an untraditional constellation of real places through which to
view anoverlaying of the conceptual map of the South, and the concepts of Latin

America and the Arab world.

The evidence presentedthis thesis includes library research in areliand libraries of
seven countries, oral history collection, and gathering of qualitative, ethnographic data,
through sociologicainethods. The analysis of this evidence draws from art theories and
methodologies as well as from sociological theory regardrt, image and society.



Together, these question the idea gfabal South that is being inscribed as historical
truism,the mechanisms and devices that propose to define and create this place as a site
within the global contemporary art world.

While art from the South is undoubtedly growing exponentially in presence and
popularity in the main formats for artistic representation and production (from biennials
to academic texts) it is increasingly limited by a Eurdgeirt institution and its
interpellating system, as it continuously seeks to peripheralize that which becomes more
and more visible on the world stage of art. There is also still a great lack of published
studies outside this framework that examine collective practices, urbanityt droarar

the South. That is to say, the telling of world history and art history stillrepeesents

the North and ignores the lived realities in a large datieworld outside this North.

The same phenomenon holds true when we track the Souths Wwéet\otth ad the

Norths within the South

The first partof this thesisexamines the trajeaty of art from the Global Souths it has
moved through history from the new world to the third weolthe label of the global
South from a position of margalizedoutsider tathe centre of the aihstitutionOs most
sought aftecommodity(the new avangarde in the Zicentury. How did this happeh
Whatparts of the South and iéesthetis are outside, hidden from, or even in opposition
to the large narteves about the South beietassified and commodifiettirough a multi
billion industry still controlled by a Euroentric system?

Chapters 1 through 4 explore the processes of these currents and-coust@s in
recent exhibition history, though loaig first at the recent history of the critical lens for
viewing/understanding art from the South and its place in history, the dominant curatorial
narratives and exhibition formats that have been used to incorporate art from the South
into a Northern art wrld. This includes a charting of the critical spaces efmaiing in
the global South since end of the age of colonization, from the religious institution to the
space of the internet (including the artist studio, the fine arts academyineamatianal
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press the artist group, the state institution/collection, the gallery, the exhibition, the
political movement, the streets, the wilderness, the ruins, the internet and the other virtual
networks). With the art worldOs expansion from the centre ommistéo the peripheries,

it examines the soalled geographic turn in contemporary art, and the relationship of this
process to ideas of coloniality amdtitutionalmulticulturalism. It exploresmall

narratives about region and city histories thatesi@ased in artworks and art actions, and

the transformation ahesemicro-narratives when they are placed on the large stages of

the Venice Biennial, Documenta, and other major exhibitions.

The last two chapters of this thes@ntrast the large narraéis of exhibitions and
historical lenses witn unconventional grouping of case studiefour real geographic
locations It revealsshortcomings and discrepancies between the large and small
narratives of this imagined public sphere of the Solitk.case studiefocus on a
selection ofartist groups working on longerm projects with a social or participatory
element, active in each city between 2009 and 2012, and identified as key players in the
local scene in each pladdéntified through interviewand field research witartists,
both underground and internationally known, curators, museum workers, gallerists,
critics, historians, and other cultural workersach sitg An alternative narrative
emerges from comparing the actions of artist groupking on a local level in four
capital cities of the South with the critical history of art from this regiontlaadaze of

theglobal artinstitution.

Each chapter will contrast a magpolitical history of the dynamics of theaginingof

the Southplacing those in dialogue with these four cities. The project is based upon
some unconventional pairings, though it is not intended as a compaasan,
dichotomous map of North and South. This project began as a study of Latin American
art and developkin part out of frustration with the misconceptiofgategorisations
distorted bydefinitions translatedhrough a Eurocentric art system of evaluatibmis is

a problem in art history and thedhat is present throughout the Squehen hundreds of

years after the colonial periokhstead of comparing Latin American art and creators to
7



Northern counterparts (as is the norm in currenhiatoricaland theoretical practices) |

pivot the gaze to another South, and turn to examples of art and antis$ ¢ram the so
calledArab world, a region not so different frofmetimaginary of Latin America. This

thesis is a proposal for a kind of Soi8buth contextualisatioaround the kinds of
collaborative and collective work that goes into the irnagéing ofplace, a proposal for

a new conversation built from an uncommon constellation of points on fhéAsa

conceptual move outside popular binaries wtaled 'global’ contemporary art, this
thesisproposes dialogue arourdllective artmaking in two cites from Latin America

and two citiefrom the Arab worldlt delves into the often edependant and

contradictory relationships between institutions, artist groups and the state; and their roles

in the collective representation of region and city.

On the urban street level of the global Sowthtside the walls of the local arts
infrastructure, contemporagrt does not look (or feel or sound) the way as it does within
the white walls of a biennial gallery. A few scenes from this different vantageqgbdive

city show a different art world: On their way to work on a gridlockedfic afternoon,

city bus riders hear the forgotten sounds of a revolution that took place on the same street
some forty years earlier. Inside city jails the incarcerated clieatart through a

collective marriage, questioning the history of patriarchy and the crimitiahzaf

poverty in their cityAn abandoned downtown theatre becomes a centre for theorising
Frantz Fanon through movement and performance, commemoraticity®se artistic

past. These are all scenes from twefrst century artworks from the global South,

culled from collective art practices that are concerned avithrtistic angocial

significance. Sounds, images, and phrases from local history arentiyniséang re

inserted into contemporary life by artists working togetiheiong-term urban

interventions in Beirut, Cairo, Mexico City and San Salvador. Vieagegart of local
genealogies and informal infrastructures, the histogriidt groups embeed in the

larger city and art worldistoriesrepresents a dialectical countarcuit, running both
against and in tandem with the larger biennial circuit and the radrivein rhythms of

the artinstitution. Thework of artist groupints at blindspotsin urban collective



memories, critiquing cultural narratives born of popular media and political rhetoric.

Artist groups have constructed art/activism during the past nine years through precarious
conditions in the postolonial city. Installing their heluarters in sites of crisis and
postindustrial abandon, they work against the continualirecting of artistic, economic

and cultural flows back to the established centres, countering the processes of
interpellation at work in the coloniality of powstill griping the world system. Their

actions reconvert the discourses of urban spaces; where artworks become vehicles for
intervening in the public imaginary; and education becomes an artistic medium. This
sociallyengaged aesthetic, often mistaken fothimg but art, merges contrasting worlds

in a Benjaminian sense, as boundaries blur betweeapace and capital city. How

might an understanding of the strategies and methodologies behind this kind of aesthetic

resistance speak to problems in the urbgperience of cities around the world?

On several levels, this thesis examines the roles of artworks, artists and arts workers in
the cultural representation of pathnic regions, from micrpolitical everyday art
processes to the maeeapressions obicality and territory found in international
exhibitions. Themes ofepsentation, occupation, dissidence, mestizaje, reconversion,
and critical zones of colliding discoursa® addressed in the six chapters of this thesis,
as well as an appendix on eaghist group that participated in the ethnographic study,

and a proposal for an inteegional exchange project.



Chapter 1.

From Orientalism to Pornomiseria: Evolution of the
critical lens looking South

There are many parallels in the critical len$ed have been used to understand the
trajectories of how modern and contemporary art in Latin America and the Middle East
North Africa;' simultaneously occurring with the processes of decolonialization, and
especially in the ways these two regions haveimechistoricized as spaces of
representation. The following timeline traces the evolution of the use and application of
critical lenses regarding art from the South, as this region moved from being classified as
the postcolonial third world to the glob&outh in process of decolonization. Since the
1980s, a radical shift in the telling of histories surrounding art from this region took

place, an era of revisionist history that began symbolically with Edward SaidOs
reinvention of meaning for the classipariod of art once called Orientalism, his critique
essentially turning the old definition on itOs head and revealing the false stereotypes upon
which a secalled scientific discipline had been founded during the colonial period. Since
then, thesubsequentritical period of art history of the glob8buthmaintained itOs

peripheral status, and from the margins critiquing the larger history of art, it sought to
dispute the categorizations and definitions imposed upon it by the institution of art.

The senes of lenses in this chapter focuses on the critical scholarship around art history
of the South, that sought to carry out the dual tasks-wfiteng the false assumptions of
the Eurocentric gaze/perspective that had once conquered and categorizgidhjs r

while uncovering the small narratives (minor expressions) of a history that had been
discarded, ignored and overwritten by the hegemonic large narratives (major
expressions). This counthrstory of interventions into hegemonic territory developed

into several branches of count@rratives, or a series of interventions into the larger idea
of art history. In this sense, the following evolution of the critical lens for

#I| refer to these as LA and MENA.
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viewing/understanding art from the South can be conceptualised as a history of
interventions into a system of representation that was born out of the old colonial design
(and continues to reproduce itself as the system Anibal Quijano has identified as the
coloniality of power). Three strands of this courtestory that are especiallynportant
to the development of the critical lens are as follows:

¥  The legitimizatiion of artistic expression, vision and voice from the South as it developed from the

moment of postolonization to the present
¥ The recovery of documentation, study and prtamof art and theory from the South
¥ The reading (misreading) of aesthetics from the South into the symbolic and indexical, standing in

for the region (instead of being regarded as expressions from the South, they have become
conflated with the South)

Theselocuses of interaction, creaty, and aesthetic language can be traced through the
critical debates regarding art, history, and territatyentaken place in these spates
Examiningthe presence and ddopment of these spacestimo regions of thevorld (LA

and MENA) this chapter focuses @stug of their structureeveaing parallels,

commonalities and points of convergentes

These histories have not thus far not been told together as parallel counterparts. Existing
outside the North/Southr &ast/West binary that is largely regarded as defining art

history, a SouttfSouth comparison does not yield the same validation as
perhiphery/centre pairing. There is no translation into a higher market price in exchange
for connecting cannons of the Souho large museum project is at stake (as are the
projects currently being driven through a validation of art from the South through its
liking to a Northern cannon or institution). The Se&uth lens (cultural, historical, art
historical and economidjas, for the most part, become lost since the perceived failures

of SouthSouth ideological projects originating in the 1950s and 60s, like socialism, Pan

Americanism or Pavrabism. And yet now more than ever before in the history of art,

$IThese range from physical spaces to representational spacésols, studios, newspapers, jolsna
manifestos, movements, artist groups, to name d few.

“IFocusing, as well, on the manner in which these two regions and their art forms have been historicized
through the lens of criticality since the late 1980s, when art historians began to recovibrefchadows
histories of the modern in these two Souths.

I
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the Northern arinstitution is looking to the South for new artistic proposals, new art
markets are being formed and new art cities are becoming cultural capitals, each with
their own school of art thought. The rise of the South in the North since the 1980s
provides a n& set of circumstances through which to explore the history of two Souths

like LA and MENA in triangulated conversation with a Northern history; through which

to trace the presence of geneologies that connect art, politics, and transnational practices.
Even as the artists of the South have become a strong presence in the desires of the art
institution and market, and are perhaps on the brink of dominating the imagination of the
art world centre, they have not been able to escape the label or the thefoastiealork

of the periphery. Instead, within the canonical writings of art history, art history of the
global South has most often been historicized as art and culture that derive from a
modernism believed to be native only to the North, stripped of ghyto originality and
cultural dialogue as an equal of European and-umerican art? This trend of viewing
modern and contemporary art of the South as evidence of the spread of Western
hegemonic dominance has continued as a main narrative in ary laistbart theory,

even despite the past forty years of scholary work by historians who have documented the
originality and global influence artists and art movementeefglobal South from pre

1980s’

The following timeline of spaces and encountetsvben two Souths challenges this idea

of centre/periphery and examines crucial yet overlooked elements in the telling of art and
regional histories, particularly with regards to the way art developed differently outside

of the North, the centrality of tetory and time in navigating multiple art traditions, and

the strategies artists employed to navigate both international and locapsbtical

* In OOriginality, Universality, and Other Modernist Myths,O Ming Tiampo writes, OLike the Tate Artist
Timeline, the narrative constructed by Art Since 1900 (the disciplineOs most importarpedagogical
canon) acknowledges the internationalization of art production at the end of the tewentieth century, but
leaves modernism intdetWhere the existence of modernism beyond the West is narrated, it is framed as
proof of the WestOs hegemony.CLEp)
&This persistence of the myths of an original modernism is present in the trope of the Southern artist as
copyist whose only claim to originality is through a localised OauthenticityO. It is a problem compounded
by the insistence of some curatorsl dmstorians of the South who insist on claiming validation for their
artists through connections and links to the Nbrth.

12
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landscape (the latter of which is often mistold even in contemporary readings of art
histories of the South).

Undoing History

The story of contemporary art must begin with modernism, as Oriana Baddeley and
Valerie Fraser have demonstrated in one of the key EAgligjuage historic accounts of
the relevance of Latin American art to the global art worleifThookDrawing the Line:
Art and Cultural Identity in Contemporary Latin Ameri@@®89) signaled a paradigm
shift in the conceptualizing of history of the South, as they were the first to bring up
theory of alternative modernism (Craven, 1996, 41), thiéhfollowing argument:

OEfar from repudiating modernism the muralists, together with many other Latin American

artists, have used modernism to their own ends, or have expropriated or subverted it to produce an
alternative modernism better suited to dih@merican context. One of the recurring features of
contemporary Latin American art is the way in which so many artists have experimented with the
established categories and the subjects, forms and techniques of art not simply for the sake of
novelty bu as a part of a wider challenge to the dominant cultural traditions of Europe and North
America.O (1989,-2°)

Writing in a time dominated by linear thinking that marginalized Latin America as a
backwards third world not as advanced as the modern firdd yBaddeley and FraserOs
work helped to shift the centre/periphery model to a concept of mutual exchange: in the
larger story of modernism, Latin American artists played a central role as active agents,
presenting a new theoretical frame in which calt@xchange occurred in both directions

®In "The Latin American Origins of Alternative ModernisnThird Text, 1996),American art historian

David Craven credits Baddelepd FraserOs insertion of the alternative modernism theme as an original
contribution to the field of Latin American art studies, while suggesting the need for an alternative
modernism proposal from Latin American postonial theorists (of which there haalready been many

from Ruben Dar'o to Marta Traba, many of whom are also cited by Baddeley and Fraser). While both are
integral parts of the same argument, the importance of a critical European voice cannot be underestimated
in this case; Baddeley anda@erOs criticality works to undo the very dichotomy of N/S thinking that would
otherwise predetermine theoretical perspectives according to their geographic location. Against a backdrop
of uncritical European perspectives on Latin American art, the theslrgamework presented Drawing

the Linestands out as a key voice that found a pathway out of the blinding priviledge of Eurocentrism.

13



between the South and North. They set a precedent for Efglighage texts and

thinkers in the North, challenging those who come after them to engage more critically
with Latin American art as a radical intervemtimto global art, and pushed the limited
theories of the N/S binary to go beyond the normalized tropes of centre/periphery,

original/copy, and theormnakers/imagenakers’

Baddeley and Fraser remind us that since the end of colonial times in the America
European and Indigenous art traditions were configured as opposite references for the
modern visual languages Latin American artists would create over the next hundred
years, though both heritages were often equally as foreign to the majority offientrsts

this time period, who were native born mestizos or second generation Europeans. This
dichotomy continued to weigh in on the diversity of languages, spaces and
representations of art and expression created in this third space over many generations of
artists. These same questions of the creation of a third space in the face of
marginalization that threatened visibility have also begun to be recovered in the modern
history of Arab art by contemporaries of Baddeley and Fraser like Iraqi art historian
Wijdan Ali, considered as an expert on the topic who has published and curated widely
since the 1980s. The process of recovery of this history progressed more slowly than its
Latin American counterpart, until the recent boom in Arab contemporary art thatistar

in the early 2000s. In her 2012 introduction to an entry quoting a 1996 paper on the
history of Modern Arab Art by Ibrahim Aloui, the author of @0 Artist Blogon

Modern and Contemporary Art and Artists from the Arab World summarises the key
introductory questions regarding the historicization of Arab art and its absence from the
cannon of modern art history, even in the current boom moment of Arab art in the global

contemporary cannon.

OHa\(e you ever wondered about the art historical roots éfdfeworld beyond classic Islamic
art? Estrange that there is very little in the Western canon about Modernisms from the Arab

" In their recounting of Latin American modern and contemporary art history, Baddeley and Fraser
recognize Latin Ararican artists as being at the centre of bottimaking and theorizing about culture,
against the backdrop of a common ground in Othe shared history of colonial oppression, itstwentieth
century legacy of continuing external interfiece and exploitatiof (ibid).

14
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world, almost as if history stopped at the beginning of the twentieth centuryE It is a fact that
Modernism did sweep through tAeab world, and in turn, laid the foundation for the
Contemporary art we see toddlyttps://100artistsdotorg.wordpress.com/20%.2/)

The dream of finding new art languages to express the modernity of the South as a place
lodged between diverse geographmd aemporal heritages and identities has been a

central theme in both Arab modern art history and that of Latin America, this search only
recently being uncovered and historicized through critical lenses for viewing art from the
South. Since 1989 the numbd historical accounts telling these stories have greatly
increased, as have the narratives on the shaping of European identity and art through
Orientalism and colonialisth.

After the postcolonial turn in art history, marked by the Orientalism of Etivard, this

recent historicization, the influence of the mythic figure of the South in the Northern
imagination is recognized as both catalyst and producer of identity shaping. At the same
time, historians began to explore how artists in the South wéweniproducers of their

own identity through a conceptual dialogue with Europe and AAglerica, as they

were reacted to European aesthetic traditions like of Academicism, Classicism and
Baroque religious art. In the South, the development of modeas artiscipline was

also catalysed by internationalism, in which a debate about how Northern and Southern
ideologies would be reconfigured in one sphere, a debate that ran parallel to the regional
concerns of naticbuilding as the next step after colomsat. European ideologies and
techniques first were exported as OArtO to various regions of the South, and with this new
product, Eurocentrism became commodified and consunisdartists, audiences of

wealthy art patrons, and the state, in its search tonifying visual language of

nationalism. Early on the idea of art became fused with a sense of national representation,

within the paradigm of contrasting hegemonies of contested binaries: local/international,

8 The blog continues:The Modernist movement watosely tied to emerging national identities, popular
struggles against colonialism, liberation, and-seHirching. Like their global artistic brethren, Arab artists
and cultural operators wefiest students of Modernism, and with time, masters of their own Modernist
languagesind productions that reflected something more geé@nd closer to home.O (ibid)

° Like American cultural historian Donald Malcolm Reid, they have described this te€hsearch for a
lost past, the unusual, the exotic, the OOrientalO as OWesternersO search foickeiitieaO. (Reid,
1992, 57)

15
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nationalism/universalism, foreign/nativeaditional/modern. Within these debates the
role of indigenous art and subject took on new meanings as part of the local and the
traditional, and as a signifier of both difference and national pride.

The Princess Wijdan Ali of Jordan has described Arabemodrt as developing through
three stages, across the majority of Arab countries, including both European colonies or
mandates, like Egypt and Lebanon, which Ali describes as the forerunners of modern art
in the region, and others, like Saudi Arabia, tieate never gone through colonization.

Ali understands the development of modern art in each country of the Arab world
through three conceptual stages: learning;distfovery, and the search for identity (Ali
1994, 73)"°

Y Thelearning stagedescribes a period wheirab art students learned European traditions like portraits,
landscapes anstill life, Orientalism, Renaissance styles; sometimes they found these OnewO methods
(favoured by local aristocracy) liberating from circumscribed traditions. Ieeligliscovery stage artists
discovered a disconnectedness between their artistionasid the world around them, between their

present influenced by a Western art world and their past rich with its own aesthetic and cultural traditions;
trying to bridge these gaps, they used European styles (e.g. Academic style) and local Arab sudject mat
(local landscapes, peasant women instead of society ladies or nymphs of Western paintingsdahetihe

for identity stage, culture and art began to become politicized with political independence (mostly from
Western colonization) sweeping acrossrdgion. Heritage, nationalism and cultural reawakening were
intertwined as both artists and the state sought out new visual languages to express a national identity that
would resonate locally and internationalpfli, 1994, 73)

16
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Image 1a: An example illustiaty Wijdan AliOs first stage of modern Arab art, the first exhibition of the
fcole fgyptienne des Beaurts, Cairo Automobile Club, 1910 (Collection Dr. Emad Abu Ghazi)

17
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Image 1b: Arwork illustrating AliQs selfscovery stage: Mahmoud MukhtarOs firedlel of Nadhat Misr,
1920 (collection Dr. Emad Abu Ghazi).
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Image 1cArtwork illustrating AliQs search for identity stage: Fouad KakteVesof Lust 1939.

At each stage, Ali recounts a story of contrasting systems, in which local dominant
traditions indigenous traditions, and European traditions of art wecemégured and
experimented upon by artists using different formulas of representation. AliOs proposal of
learning, seldiscovery, and search for identity are a starting point through wich t
examine the spaces developed for art and modernity across the South fhahe 24"
centuries. Rather than understanding these as a linear progression, AliOs proposal can be

applied as spheres of understanding to which new dimensions are added.

This chapter will examine how artists went through the first Olearning stage,O in which art
art education was formalised in two places, compounded by ardaitish interest in
self-discovery that branched out into new spheres for expression, perpetuaittizer
search for identity that was located in zones of learning, zones of autonomeus self
expression, and zonesiostitutionalised discoveryAn exploration of how these phases

19



are unigue to the experience of act of becoming a modern and contengrosate

global South, where each generation of artists must first come to terms with the kind of
DuBoisian double consciousness. In this act of becoming, every artist and art movement
situated in the periphery of the art world learns to see themskheegh the lens of
difference, reconciling the individual artistic identity with the artistic identity assigned by

a distant arinstitution centre. The following sections explore how AliQs stages can be
collapsible, each representing separate tempesbii artistic theory converging in

theme from various geographic planes of existence developing simultaneously across the
South.

The First of the Last Academies

To begin, education undoubtedly provided the first formalised doorway into a
Eurocentricart system, against the backdrop of-pxésting local ideas about art and
aesthetic traditions that had developed in diverse ways over thousands of years. This
occurred in two ways: the artist of the South either travelled to Europe to study fine arts
with the European masters in formalised fine arts academies, or the academies were
brought to them, when the first Beaaxts academies for native youth were established.
These actual schools of Beaarts tradition marked the beginning of the school of

moden art, which imported European artists and methods to produce the local artists who
would become the new cannons of modern artists in the South. Across the South, they
were founded almost always near the end of the colonial period. In Egypt, Mexico, and
Lebanon they appeared at the very end of the colonial period, while smaller nations like
El Salvador sent their artists to be trained in regional art schools until they formed their
own official academy in the early years after independence. In this pémbdnge,

subtle subtexts in the curriculum choices were precursors of resistance, instilled in the
schools from the very beginning and playing a role in their ability to last into the eras
after colonization (several are even still operating today). &gand its role in cultural
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expression went harid-hand with the implementation of these first schools as an
important stage for the building of the modern era.

In 1908 the twentysix year old prince Youssef Kamal, part of the local aristocracy,
openedhe first fine arts schoblin the Arab world, The fcole fgyptienne des Beaux

Arts in Cairo. For the first statgponsored institution to teach fine arts, Kamel did not
choose the education system of the British occupiers (who would remain in Egypt for the
next fifteen years until 1922). Instead he elected a curriculum from France, staffing it
with mostly French and Italian instructors who taught painting, sculpture, architecture,
design and calligraphy (fcole 6, cited in Seggerman 2). Like other memtiggy s
intellectual elite at the turn of the century who had begun to embrace nationalism, Kamel
Oadvocated independence through peaceful means, such as educating and mobilizing
masses of people in progressive action programsO (Ali 1994, 75).

The academopened against a backdrop of a city that had been undergoing

modernization processes since the previous century. Cairo cityscape had been influenced
by Baroque art and architecture in the 1800s when Oas part of the modernization process,
the Ottoman sudins and Mohammed Ali of EgyptE invited European artists to paint

their portraits and engaged architects and designers to build and decorate their new
palaces and public parks in Bausgand Rococo styles.O (Shat#f@7, 15). The Arab
renaissance (éilahdd of the late 19 and early 28 century that spread from Egypt to

the Levantine, was Oa period of revival in literature and poetry [but] a total
Westernization process in the case of the plastic artsO when Islamic asthetics in Arab art
took seconeseat athe urging of the intellectuals of-Blahda, who viewed the arts of the

Arab world as not advancing enough as European arts had developed, according to the
American art historian Nada Shabout, of Palestihiagi heritage (Shabout, 2007, 15).

Thus the asthetic system changed when Othe Western notion of Islamic art as decorative

1 Although formal and irdrmal art education existed for centuries before the founding of the fcole
fayptienne, it was the first to formalize art education using Westergssayld techniques. (Ali 1994, 75)
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artefact was accepted by Arab artists, along with other Western ideals and concepts.O
(Shabout 2007, 17Y.

KamelOs 1908 fcole fgyptienne des BeAtris in Cairo reflected therend of

Omainitaing the old cultural forms while adopting Western technologyO (Celik 57).
Despite itOs French name, the academy differed from the art societies, salons, and
educational institutions of Orientalist style that had been established in thevéurial

for Europeans, largely excluding Arab artists (Shabout 20018).7The change marked

a new period in which Arab artists would voice the desires of independence and
newfound national identity and its configurations of the local and foregin. $@orilee

first students began to graduate from the beatscacademy, Ali provided grants to

continue their studies in Europe, like many aristocracy funded grants of the time (Shabout
2007, 21). The founding of the academy formed part of a larger irstglisation of the

arts and culture that had begun a few years earlier. Cairo had just undergone a massive
urbanisation project in the late 1800s by Khedive (viceroy) IsmaQil Pasha, who is credited
with modernizing the country under Ottoman rule througgnemic, industrial and urban
developments. IsmaQilOs remaking of Cairo was inspired by his visit to Paris for the 1867
worldOs fair, and included Europestyle palaces, an opera house, public gardens and

large radiating boulevards around town squaredding the site known today as Tahrir
Square, the site of historic political demonstrations like the Bread Riots of 1977, the 2003
protests agains the US war in Iraqg, and the Eyptiamlugon of 2011 (Vatikiotis 1986

194). CairoOs major museums wese aking established in this period: New sites for the
Egyptian Museum and Museum of Arab art were built in 1903; The Coptic Museum was
established in 1908 (Reid 1997, 62).

'21n this search for cultural identity that took place durindlatia inthe MENA, historian Zeynib ,elik
identifies these three architectural representations as belonging to a trend that was part of an ongoing
discussion of identity between the Ottoman and Egyptian governments of the time:OEthe definition of
cultural identitywas much debated among the Westernizing Turks and Egyptians during this intense period
of sociocultural transformation. Some called for maintaining the old cultural forms while adopting Western
technology; others wanted either to incorporate new elemaotthie local culture, thereby creating a
rupture between the old and the new, or to evaluate and redefine th&lesétly according to Western
views. ( 57)
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In Latin America, a similar process of educational communities in Euregigken

academies, a process into which historians have also read subtle texts of resistaace o
part of the local eliteshe first major Europeastyle art academy in the continent was
established as an engraving school in 1781 in Mexico City, just thirtg pefore the

end of the 30 year colonial Spanish rul€he San Carlos Academy, sponsored by the
Spanish crown and private patrons, was directed by Spanish Jer—nimo Antonio Gil, an
Academic realist and Neoclassist engraver, who had petitioned the vicer®@ate a

formal academy after Gil experienced a strong interest from students who he tutored in
the evenings while he was employed at the Royal Mint to engrave coins (Denahue
Wallace 225). From the beginning, the school had the vision of fomentindfiaialOo

art,0 as Gil modelled it Oon the French AcadZmie Royale de Peinture et de Sculpture, a
statesponsored art school and manufacturing center established in 1648, which aimed to
improve manufacturing skills, promote an official art, and wrest praaluetivay from

the guildsO (ibid)®

Because the school endorsed neoclassicism over baroque style, it was able to survive the
Mexican War of Independence (181821) that ended colonial rule. After the war, it was
reopened as the National Academy of SaridSdry a national government that viewed

the baroque as symbolic of colonialism. In 1913 a student and teacher strike led to a
change from classic European training to a modernist approach (Gali¥d). 7though

San Carlos drew students from all over 8panishspeaking Americas as one of the most
prominent art schools in the region, other fine arts academies sprung up in neighbouring
countries as well. Once such academy was founded in 1876 in San Salvador, some thirty
eight years after independence, unithe presidency of Francisco Due—as. It was led by

two French immigrants who distinguished the school through employing a French model

3 The same model had been used for the royal academies already functioning in Madrid acid,\¢zilen
which Gil was a member. He first hired local teachers, but soon replaced them with Spanish artists to
promote Spanish over local tastes, as part of the centralisation endorsed by the Spanish King Carlos lll.
The neoclassic curriculum of the schoeflected the trend that had spread across Europe during'the 17
century, with the neoclassic style inspired by the OclassicO art and culture of Greece and Rome, as the
dominant school of art that functioned in counter to the baroque style from theysreentury that had
lost popularity (Conaculta website).
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in the curriculum, leaving behind what local historians Bahamond and Janowski describe
as, @ ense—anza artisanal copascolonial, fomentada por los espa—oles hasta (876
(Bahamond and Janowski 2Q(B). Salvadoran art historian Astrid Bahamond describes

a nationalist feeling shortly after independence that rejected the baroque visual language
expressed through the calal architecture of Salvadoran churches and monestaries, and
favoured neoclassicism as an art of reason that put itself Oat the service of a new society
of equality, fraterity and liberty.O (Bahamond 2QR8).

Around the same period when Islamic aasvbeing categorized as decorative artefact,

the indigenous aesthetic traditions of Latin America were behetpssified from a

religious to an ethnic art. European trade developed new markets for the art of various
American indiengous groups, art traalits that had previously been made only for an
indigenous public for ritual and religious purposes became categorized as ethnic art and
craft towards the end of colonization, as European invaders took an interest in their
artistry. It was labelled and theommodified through a Europeatyle system that

promoted certain craftspeople by name and created new markets for their art (Scott 1999,
190)*° Unlike other American republics, Bahamond Panamt notes that in San Salvador
there was not a strong symbiosissyncretism that occurred between-podombian art

and Spanish baroque style (as evidenced for example, in the image of the Mexican Virgin
of Guadalupe whoOs style of dress and symbolic imagery are coded with indigenous

signs)*®

#10the colonial copyist artisan style of teaching reinforced by the Spanish until 18760 (authorOs translation).
51n Latin American Art (1999), John F. Scott describes the incorporation of indige®sthetic practices
into a Eurocentric art system: OIndigenous groups in Latin America continued artistic production for their
own purposes into this century, when those crafts became appreciated for their artistry. At that point they
can be consideregthnic art: an art which is recognizably distinct from that of the dominant culture and
prized for this distinctiveness. Traders developed markets for these products, and outstanding craftspersons
were identified and promoted by name, their uniquenessjaality stressed. In this way, a more Western
marketing strategy was applied to traditional crafts, causing them to respond to market presé9s.O (
¥ However, in El Salvador and across the Americas, the like in the rest of the continent, steartly aft
independence, the institution of the Catholic church was seen as a representation of colonial rule. This was
signified visually by the baroque art of the church, which had already become part of the landscape.
Bahamond recounts the rejection of the hamlandscape as a rejection of colonial rule, implicit in the
implementation of a new visual architecture and aesthetic: OSi durante la Zpoca colonial, el arte barroco
sirvi— como veh’'culo pedag—gico para la conversion religiosa, resulta obvio el edisdroch’'a de las
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The style of ne@lassicism was not only expressed in the art curriculum of the first
schools, but, as Bahamond describes, it was also implemented in new buildings that
sprung up around Southern capital cities in Latin America (p.14), creating a neoclassic
physical space in wth new artists not only studied but lived. The role of education
changed from a Opedagogic vehicle for religious conversionO to a vehicle for a new state

identity, and the first fine art schools were a prime example of this in Latin America.

Two religious traditions- the baroque of Catholic church art and the geometric
abstraction of Islamic art fell out of popularity in the push for modern aesthetics that
looked to Orientalism, Neolassicism, Beaux Arts, and other European styles as a
pathway inb the future of both urban landscape and local painters. Religion had played a
central role in the formation of artistic and national identity. Just like in El Salvador,
Mexico and Egypt, in Lebanon the artistic currents of the West were first introduced
through the baroque painting taught by missionaries to the Christian population (Shabout
2007, 19). In Lebanon, this was especially influential since the first fine arts academy
was not started until 1937 by Lebanese artist CZsar Gemayel and engineeBduénds

(just six years before independence from its previous status as a mandate of France).
These case studies from four settings demonstrate the continuity of several themes that
greatly affected what it meant to become an artist from the South let¢hE800/early

1900s. The first generations of artists in modern times in the South learned European
aesthetics through the art communities that grew around the first formalized modern
academies, which were fundamentally informed by the early transriatidhaal

exchanges between teacher and student, and students who would go on to study abroad
funded by local aristocracy and later government grants.

nuevas edificaciones arquitect—nicas y las artes plisticas exentas, que dignifican las recientes ciudades
capitals y principals de los pa’ses independizadps %)
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Modernismo and the New Nation State

A period of seHdiscovery for artists in Latin America bagunder the spirit of national
independenc¥’. One of the earliest theories of modernism in the Americas is credited to
RubZn Dar’o (1861916), a young Nicaraguan poet of indigneous, African and Spanish
descent selpublished his first collection of poertided AzulE in 1888 in Valparaiso,

Chile. His work reconfigured concepts of time, cultural difference and was facilitated by

a new internationalism that fomented a Latin American identity through regional and
transcontinental cultural exchange. Drawimpgu native legend, Gredgdoman

mythology, French symbolism, Western history and culture, itOs widely credited as
representative of the new era of art from the Americas, a Ohybrid fusion of European and
nonEuropean styles, the use of {£#elumbian sourcesind an awareness of historical

time.O (RojaSotelo 31). In the short stories and poem&aflE,*® Dar'oOs protagonists

are fairies, princesses and artists searching for an aesthetic ideal, an Oideal of beauty that
would restore to the world itOs losttyrind harmonyO (Gonztlez Echevarr'a 31). But

this ideal is not always reachable, and the artists Oare constantly frustrated in their efforts
by mindless, decadent aristocrats,O (ibid). The allegory he provided resounded with many
artists and writers of thtime, whose artistic community was in many ways defined and
confined by the desires of the rich. In 1900s San Salvador, the coffee plantation wealth
created an elite patronage with dreams of Europe and a majority of dispossessed
indigenous and mestizosw were robbed of their land, plunged into poverty as

labourers in the coffee plantations. This was a deeply divided new country after
independence, an experience which marked the development of an intellectual
infrastructure created by figures like Dagind Gavidia in the sphere of the literary group

and magazinea Juventud(the youth) as argued by American historian E. Bradford

Burns:

#(lIIn many sites of the South this took place during the end of theeeigh century and first twenty years
of the nineteenth centuty.
8 BlueE
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Through the meetings of La Juventud, Modernism entered El Salvador, introduced principally by
the young Francisco Galia (18631955) and his even younger Nicaraguan friend RubZn Dar'o
(18671916)E Modernism played a fascinating role in the intellectual history of El Salvador. It
illustrates, at least for the period under study in this essay, how the economic and pettiioz
shaped literature. (59"

Burns describes this decidedly secular Latin American modernism as accepting of the
doctrines of positivism and modernism, with a longing for the exotic and distant places
and lack of social critique that would latdgvelop as a part of the same Modernism that
had produced the oppression of the landless masses by a few elite farndies.
modernistaaesthetics pioneered by Dar’o AzulE and his other works became an
international hit in great part due to the international circulation of text enabled by

steamboat, transatlantic cable, and international newspapers (Gonztlez EcBetfarra

The modernista aesthetics of Dar'oOs work were ones historians have argued later
appeared in the Latin American cannon of classic literature, in worksef 8hrpentier,
GarciaMarquez Neruda and even Borges (Gonzflez Echevarr'aNgddernisman

literature across Latin America informed the new wave of modernism that was to follow
in the visual arts (Bahamond 24). Artists like engraver Julio Ruatdigenist&* painter
Saturnino Herrfn and impressionist painter Joaquin Clausell (all of Mexmi)qed
artwork that moved away from visual realism, much like the way their literary

9 Burns continues, OEconomic modernization activated cultural Modernism. Outwardly Modernism
seemed to be a reaction against Romanticism. It signalled a break with the Spaniglphtgrdt
attempted to destroy previous literary influences and models. It subverted traditional thought. Modernism
broke traditionlIn its inception, though, Modernism has little or nothing to do with Salvadorn reality.
Modernis, like previous literary avements, was derivative, owing much to French models, even though,
eventually, it would be respahed and redefined into a more Latin American mold, particularly by RubZn
Dari— [sic].O (ibid)
20 Because of these new modes of communication, Spanish lieiégyes hotly debatedzulE and Latin
American authors and artists became inspired by it. Dar’oOs writing and his critique of Latin American
contemporaries that he described e®dernism® has been used by art historians to put a name to the
movement tht ensued in both Latin American art and literature as Oaocdmial and preColumbian
tradition using some Western artistic values.O (R®gaslo, 1). Dar'oOs modernismo aesthetic was akin to
the ONuesta AmZricaO the Cuban poet JosZ Mart’ wrot86ilj calling for an antiolonial, Omulti
ethnical and cultural resistanceO during the fight for Cuban independence from Sptd,igrad98
(RojasSotelo, 1).
L An artist whose style represents or incorporates indigenous aesthetic and cultiiehsrad
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contemporaries were moving Oaway from long realist novels and towards poetic,

sonorous words and rich imagesO (Scott 1999,200).

Printed text became defined as a neWwese for artistic and intellectual development

during this period, with the growing circulation of literary magazinesl&duventudas

well as newspapers, novels, other kinds of print. The heart of the artistic community
began to migrate away from teehool as the focus of artistic production. La Quincena,
another cultural journal collaboration by Gavidia and Dar’o, featured art Nouveau and
other French styles influenced the writers of the new literature, visually and textually.
Dar'o served as the mazineOs correspondant in Paris for a time, and Gavidia was both
founder and contributer. In one issue of the late 1800s, Gavidia published a proposal for
El SalvadorOs new national palace; encoded in his description is the formula for a new
visual languag that fused past and present witbhdernismaesthetics:

Nuestro suelo es Americano, y el maya, as’ como el frabe, entran a formar en la poblaci—n el
z—calo m¥s alto que un hombre del Palacio Nacional deber’a tomar. Grader’'as, z—ealos maya
frabes, inteolumnios griegos, fticos de estatuas, rotunda y detallesmg@emos creemos que
traduciran bien lo que somos y lo que queremog(lsarQuincena. Il Zpoca, Imprenta Nacional,

56 cited in Bahamond 288) %

GavidiaOs proposal for the national palaas never realised, and the fusion of Arabic
Mayan architecture did not become part of the visual language he had envisioned for the
future. Instead, the nedassical palace that still stands today was erected between 1905
and 1911, decorated with gremmman columns and statues of Herntn CortZs and Isabel
la Cat—lica (Bahamond 20p28-29). Here is evidence that the Southern artists of the
early 1900s were not always in agreement with the structures of their period or with the
aristocracy or wealthy aven the state whidbrought a new era into beinglthough

part of an elite, as Burns and others have signaled, the young writeoslefnismavere

interested in an expanded vision of art and culture, even after coming into contact with

$$IRuelas, Herrtn and Clausell employed techniques inspired by Art Nouveau and Impressionism; and post
impressionism, often portraying local cultural traditions and scenes (ibid).
23 (nto our American soil, add the Maya as well as the Arab, to foe highest cultural base that a man
of the National Palace should take. Tiered seating, Mdyah plinths, Greek columns, lofty statues,
rotunda and GreecRoman detaile®we believe these [elements] would best translate who we are are and
what we wanto be.O (authorOs translation).
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the Eurocentrissystem of art and cultural history that was interested in just the opposite
Drepressing other art histories to maintain its centrality. As museums, salons, galleries,
and auction houses were added to the local art infrastructure, a need for loeal artist
protagonists in these new spaces arose (Constantini 130). As the fine arts academies
began to produce more graduates and many local artists returned from study abroad in
Europe, they banded together and began to form autonomous collectives, discussion
groyos and associations like the Asociacion de Pintores y Escultores Mexicanos
establishe in 1910, Mexico City.

Artists who received grants by local aristocracy or governments were often expected to
return to contribute to the building of national art infrasture as part of their national

duty. In 1912, Prince Kamel wrote a letter to the sculptor Mahmoud Mukhtar, a graduate
of the fcole fgyptienne who was studying in Paris at the fcole des Badsion a

grant from Kamel, outlining a national responstiifor artists of his generation:

You are Egyptian, and you must return to us Egyptian. You must work consciously in Paris,
because we place all our hopes in you. We wait impatiently for the results of your hard work to
prove that Egyptians do not lackigeas and are not capable of succeeding in the domain of Art,
which is a manifestation of civilization (Abu Ghazi and Boctor 46 cited in Seggerman 3).

KamelOs letter reveals a kind of bargain; writing to Mukhtar after his Parisian classmates
associate@®him with the ancient Egyptian sculptural heritage, parading him around the
studio as ORamsesO as part of his hazingO (Scheid 3). The generations of artists sent
abroad during the period of modernisation were expected to represent their cultural
competencabroad and at home, as transnational agents who were meant to prove the
competence and modernity of their homeland, in exchange for the patronage and
international stardom required te bn artist in the modern erccording to Ali, Arab

artists who rettned from Europe continued to search for a way to reconcile these two
identities by using European trends like impressionism andipgséessionism to depict
local scenes, while Latin American impressionist artists like Colombian AndrZs de
Santamaria and ®kican Joaqu’'n Claussell went throwggimilar processes (Ali 74,
Constantin461).
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KamelOs plea for Mukhtar to be conscious of his national origin as he worked towards the
goal of Omanifesting civilization® on behalf of his countrymen, also reflddtsitbé

double consciousness W.E.B. DuBois theorized through African American history. Just a
few years earlier, DuBois wrote, Olt is a peculiar sensation, this emirisleiousness, the
sense of always looking at oneQOs self through the eyes of otmeessofring oneOs soul

by the tape of a world that looks on in amused contempt and pity.O (DuBois 1903). In
many Southern capitals, artists developed this decdmdsciousness first in local Fine

Arts academies (or private tutelage), that was then stremggithrough transnational

studies in Europe, and again through the arts and culture magazines that served as
exhibition and critique spaces across the ocean. Dar'o and Gavidia collaborated on the
creation of La Quincena magazine, published between 19D3H8B in San Salvador, a
harbinger of hundreds of literary arts magazines published in Latin America that
maintained connections with Eurépwhile playing a central role in the development of

an intercontinental cultural scene. These kind of publicabpesed up a third spheie

making possible a regional art community in which transnational communication

between the South and North was expanded in a way that supported the development of a
regional intellectual consciousness in the case of Latin Am@rieagrowing circulation

of newspapers between neighbouring countries also helped to develop and widen this
regional consciousness, creating a third space, or mirror, in which artists saw their own

reality and double consciousness reflected.

Towards theend of the first decade of the 1900s, the exhibition space also became a
politicized sphere for an attitude of dowglensciousness to develop as a form of
resistance to the dominant art, culture and politics of the previous céhiing.case of

% Dar'o reported on the latest artistic trends as the Parisian correspondent for a time, and in 1909 La
Quincena was connected to French cultural magazineklikeuvelle Revue FrancaisandLa Revue de
Deuz Mondesf Brussels, with which it shared aotls and collaborators (Bahamond 35).

% By this time,Mexican art was already a site of political, cultural and social class critique developed by
artists like the printmaker engraver JosZ Guadalupe Posadal@83pand wa reaching new wider
audiences in spaces like political cartoons of newspapers. See for exadgdeDawnArt in Latin

America: The Modern Er#.354110-123.
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Dr. Atl (the artistic name of Mexican artist Gerardo Murillo) illustrates the phenomenon
of the transformation of central art spaces in the Americas, with the arts academy as first
site of art community was transformed, all the way through to autonomizationartshe

and use of exhibitions as a site of third space resistance. Like many of the famous artists
of his generation, Atl was a product of the San Carlos academy in Mexico City,
subsequently receiving a government grant to study art in Europe in 1897 from

president/dictator Porfirio D'a?.

Upon his return to Mexico, Atl became part of what American historian Robert Patterson
called a Odouble curriculum, one academic, the other politicalO(1964, 377). Organizing
from within San Carlos, the Society of Mexidaainters and Sculptors joined forces with
the Centro Artistico, and under the direction of Atl led a protest exhibition against the
Porfirio D’az governmentOs official exhibition of Spanish paintings (the latter intended to
celebrate the centennial of Mean independence from Spanish rule). Occuring just a

few months before the Mexican revolution began, AtlOs 1910 caxhiition in San

Carlos constituted an expression of nationalism and protest, with its indigenous and
folkloric themes expressed in m@atal landscapes, symbolism and locatigpired color
schemes by Mexicaborn artists (Charlot 1962). These would all be themes that were
exemplified in the Mexican muralist movement that followed (from the 1920s to 1970s),
and was later historicized asamdmark exhibition in the history of Mexican art (Charlot
1962). The counteexhibition as a form of political protest format and site of nationalism
would also influence Mexican muralists and 1meoralist movements in Chicano art over
the next centuryJackson 2009, 37).

% |n Paris and Rome he earned medals for his painting, and became politicized, collabdtiating w
Italian Socialist Party anthe magazine Avanti (Patterson 19880-381). Atl was also influenced by Neo
Impressionism and Futurism he encountered there. He returned to Mexico and launched to the forefront of
an artistic revolution, writing a mafeisto in 1906 and organising an artistsO uratiaccCentro Art’stico
(Charlot1962). Atl remained connected to San Carlos as it became a site of contested pedagogies; a
dialectic nationalist sentiment began to brew in the early 1900s, both resistihgilaimy upon European
art and cultural intellectual trends, making the school a microcosm that began to Omirror the internal
tensions of Meican societyO (Patterson 198%8). Atl undertook an inventory of ancient paintings in the
academyOs storage whiaching and lecturing on the new art trends he had experienced in Europe (the
three great muralists, Diego Rivera, JosZ Clemente Orozco and David Alfaro Siquieros weréhamong t
students whom he mentored).
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In the 1920s the search to reconcile national representation with the latest trends from of
European art continued in a variety of forms: the agantle movement spread across

the Americas and the muralist movement developed aroustb@rtonsiderations of the
popular and the indigenous arts and performing traditions. In 1924 the concept of
anthropophagy emerged as a theoretical rendering of the cannabilistic consumption of
European culture in the Americas in Oswald de AndradeOsdgtanife Poesia Pau

Brasil. Latin American artists also mixed Cubism with indigenous elements in the works
of the artists who travelled and worked tratantically like Cuban Wilfredo Lam,
Argentinian Xul Solar (nZ&scar Agust'n Alejandro Schulz SolaaiydUruguayan

Joaqgu’n Torres Garc’a (the travel of the later two facilitated by familial connections in
Europe). Likewise, in Egypt many new artist groupings and associations began to form,
borrowing names from Europe like La ChimZre (1927), Salon du (8i28), The

Society of Fine Arts (1921) (Karnouk 1988, 51).

Across the South, the 1920s marked the beginning of an era of state interest and
patronage of a new nationalism expressed through the plastic arts. In 1921, the Mexican
government began to funpiblic commissions for murals (at the instigation of artists like

Dr. Atl), and the Ministry of Education in Egypt began to collect Egypt art (1925),
including many works by female artists. The new arts movements became spaces for
feminist narratives ancbllaborations flourished with the protagonists of new womenOs
right movements like the nationalist Huda ShaOarawi who founded the Egyptian Feminist
Union in 1923. Even though women were not accepted at KamelOs Ecole de Beaux Arts,
the modern artist Marguée Nakhlah (1908.977) studied art privately and abroad, like
other upperclass Egyptian women of her generation, later returning to teach at the Cairo
Institute of Fine Arts for Girls (Badran 1996, 156). Some of NakhlahOs female colleagues
were also gnatees of the Ministry of Education who were sent abroad to study in Europe.
(Ali 74).
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Like Nakhlah, after study abroad in Europe, the Lebanese modernist painter Moustapha
Farroukh (19041957), returned home in 1927 to perform Oa duty in his natioA Gl
guoted in Scheid, 210). Farroukh, a Muslim Scout member, had left Lebanon to pursue
degrees of the School of Ornament and the Royal Academy of Fine Arts in Italy, what he
referred to as Othe cradle of art,O where his work was recognized, earniaglaat tve
Roman Bienale (Scheid 2010, 2220). Upon his return the exhibition of his paintings in
private homes and public galleries reflected the changing tides of nationalism and

modernism in his countr/.

Farroukh employed the nude not as a reftectf prescribed Eurocentric modernity but

as a way of producing a universal modernity that analysed the relationship between local
and foreign conditions, as American anthropologist Kristen Shied argues (2010, 208
209). As an index of modernity, this waart of the phenomenon of the leagliartists of
FarroukhOs generation who Ofelt compelled to paint Nudes and display them as part of a
culturing process they called tathq!f (disciplining or enculturing)O (Schied 2010, 203).
This process of a restructuring of social norms was Oan impelgargnt of the

nationalist painters® membership in@dt ahad!thO (the modern era)O (ibid). Scheid
contends Farroukh and his contemporaries used the nude as a kind of code for Othe
importance of the paintersO physical and aesthetic experiencesinmy fiveremergent
meaning of modernity® This hybrid embedded in the paintings of Farroukh and his

contemporaries was given a welcome homecoming by both local press and Muslim scout

%" The image of the female nude played an eisfigcsymbolic role in this story. Farroukhtie Two
Prisoners(1929), was one such painting, which used academic representational style to depiatuwdsemi
woman gazing at a caged parakeet as she smokes from a water pipe in an affluent home, plagtey up
European tradition of using the odalisque to represent the Orient and use of the caged canary to represent
female imprisonment (a symbol borrowed from academic painting). Farrouk employed these metaphors as
way to describe a woman addicted to theuaculation of wealth and luxury; visually and physically the
woman and her surroundings appear to be somewhere irdsefivab and European identity.
28| ike Farroukh, who used the nude as a signifier of his participation in the European movement, and
tathdf to show his commitment to Lebanon as a progressive, Muslim artist, the first graduates of Prince
KamelOs school embedded this search for Ricérnational in the styles they developed. OThey tried to
combine their ancient artistic traditions withntemporary techniques and teachings, reshaping them with a
distinct Egyptian individuality that emerged out of the countryOs pharaonic and Mediterranean past.
Depicting local subjects, the first graduates of the School of Fine Arts expressedahaligtit fervor
building in thei country, basing this sentiment on Egygtaraonic legacy.O (Seggerman 75).
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patrons and leadefScontrary to Othe common assumption [in the artrig&ation of

the region] that paintings of nude women posed a threat to Lebanese and Arab viewers
but also to the notion that those viewers posed an obstacle to the development of fine arts
in the Arab world,O (p. 208). The well known Lebanese scholaetorcher Butrus al

Bustani, a major figure in al Nahda (renaissance) of the I&teer@ury described in the
previous sectior’ described the attitude of the times regarding local debates about
modernity as Oneither rejection of nor submission to Weistieoduced concepts,

acquiescence to no cultural givensMakdisi referenced iShied 2010212).

Widely regarded as one of LebanonOs forerunning painters of'tber20ry, Farroukh
contributed to the local art infrastructure upon his return t@heb, establishing a
permanent exhibiton of his work, participating in al Nahda gatherings with philosophers
and artists, writing five books and teaching art at the American University of Beirut
(Reynolds, 197). His modernist contemporaries from distamth®m capitals, Wifredo

Lamm (Cuba, 1902982}, Joaquin Garcidorres (Uruguay 1874949), were also part

of European art movements and groups during years of living abroad, and upon returning
home helped build the local art infrastructure through tmgigounger artists, forming

part of local intellectual groups and leaving legacies of art centres -ameereged

schools.

2 5cheid quotes the Scoutmaster MukDat al-Nusli as praising FarroukhOs paintings featuring the
female nude in beawarts style, in a speech tosHellow believers in Islam and dutiful citizens in favor of
accepting new forms of art: OShall we cling to old, antiquated, intolerant traditions or shall we walk with
life, live, and give life to the art that we honor on the evening of the first dée dew Year? We, the
sons of the era of the new [Oagadid)], encourage art and are accepting of(f. Q1y).
%0 Called aiNahda or Othe awakeningO or OrenaissanceO, this movement of intellectual modernization and
reform began in Cairo in the late 180&nd moved to surrounding Arab states under Ottoman rule,
protagonized by intellectuals like-Bustani who were Oplanting the roots of modernity through their
experiments in language, rhetoric, and literatureO (Sheehi, intro). Stephen SheehiOs Boofndati@nn
Arab Identity (2004) argues against the structuralist historicization of this event as primarily a reaction to
Western invasion (NapoleanOs invasion) by exploring how intellectual elitesBikstahi Oactively
produced indigenous ideologieEmodernity while struggling against the overwhelming powers of
Westen colonialism.O (Volk, 132)
31 Lam famously said in 19 OMy painting is an act of decolonization (un acto de désamtn)O
(Baakmann and Craven 2010, 1).
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In each case of the four Southern cities, artist networks, along with manifestos,
associations and groups began to grow in numdbé#rar activities expanded with their

scope of transnationalism. Even though there is evidence of artists from a variety of
sociceconomic backgrounds who rose to fame during this era, as Dar’'o and Celik allude
to, the art sphere was undoubtedly dominated small wealthy elite in many Souths,

and among whom there was still a preference for European culture and tradition even as
colonization was either ending or nearly over. Europe no longer reigned over the
geography of the land, but its influence renea king over the desires of the ruling elite,
whose ties to the old continent meant privilege, cultural capital, and sometimes economic

advantage.

Artist Groups, Movements and the fusion of Art & Politics

The end of the 1920s and 1930s marked #ggrimings of a new role for art and a period
of new theorizing by artists about itOs purpose and methods for expressing ideologies
about identity, history and territory through art. Artist associations, lectures, and groups
were fast becoming politicized @ites of new inspiration for a kind of-anking that
reacted critically to larger international cultural trends and local concerns. Mustafa
Farroukh and his contemporaries Saliba Douaihy, CZsar Gemayel and Omar Onsi formed
a movement in Lebanese arthvthe development of their own visual language based
upon Lebanese folklore and landscapes (Corm 2002, 1). Simdadymbrist&

movements throughout LA formed around local culture@ashjismo nacional These
collective groupings of artists inhemt@n intereste in the role of local aesthetics and
culture from their predecesors, and thus began to create independent spaces where
transnational debates about the reconfiguring of the local and international underwent
serious change, most markedly frobjextbased to ideabased way of understanding

art, nation and territory. In 1930s EIl Salvador, groups like the Sociedad de los Amigos

% Traditionalist
% National landscapes
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del Arte created autonomous spaces for theorizing art outside the institutions that had
previously dominated these dedsfor the past century, with the creation and expansion
of artistrun spaces: exhibitions, conferences, tertulias, talks, magazines and manifestos
(Bahamond 2012). The large museums of the North were also beginning to take interest
in the art of the Soutlthe Museum of Modern Art in New York City began a Latin
American art collection in 1935, and many of the Mexican muralists began to take
commissions in other Northern cities. Even as these institutional spaces grew in size and
clout with the onset of imeased structuralism and institutionalization of culture that

would take hold in the 1940s and 50s, the autonomous artist spaces were also fast
becoming an influential component to local arts infrastructures. Informal education
continued to grow as well.dh of these factors set the scene for a radicalization of art,

politics and national ideologies that was to take place across the South in the 1930s.

One of the widest spread collective practice trends in this era can be found in the case of
the internéional Surrealism, a movement that included a constellation of groups between
Northern and Southern capitals, whom saw their own struggles mirrored in each otherOs
politicized responses to local and international crises. The way surrealism was adapted
andintervened upon by artist working in different local contexts is one of the most
documented in the history of modern art, and both Arab and Latin Amerian artists
protagonized these movements by bringing to the forefront issues of cultural and gender
difference, hybrid identities, and radical education, embedding in their art a politicized
critique of the state and its hegemonies embedded if art.

341n 1938, the International Federation of Independent Revolutionary Art (called FIARI after its French
acronym) was created as an international collective of artists and intellectuals who were dedicated to
Oemancipating the imagination frany and all constraintsO (DaC@s). Chapters of the group were
formed in Cairo, Santiago (Chile), Fate-France (Martinique), Paris, Brussels London, and New York
City. The artists in each chapter used revoluntionary rhetoric to simultaneously asklressn the local
art scene and other issues in international politics, fusing new political ideals and a rhetoric of resistance
into the new aesthetic languages they were creating. FIARI was conceived of in 1938 in Mexico City, at the
house of Diego Riera and Frida Kahlo, where Trotsky was in exile, in a manifesto originally signed only
by Breton and Rivera. Rivera was subsequently referenced in the manifestos and writings of the FIARI
chapters. Later Breton revealed in a private letter that Riveraityaeld in place of Trotsky at his request,
for Otactical reasons,O and declared Trotsky anorBieebe the true authors (Chipp and Selz 1968,
486457). Though by this time, Rivera and Mexico City had already been indentified by other surrealist
groups a an important point on the surrealist conatadh of thinkers and contexts.
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The work of many historians who have described the Surrealist movement reveals two
kinds of internationalist &and politics paradigms at work; one developed by a global
South perspective (as evidenced in the work of the Egyptian surrealists and LA members
of Northern Surrealist movements like Roberto Matta and Lam), and the other envisioned
by European surrealsstike Breton, Antonin Artaud and Louis Aragon, who started the
movement in France. Even before the dialogue and exchange with artists from the global
South (especially in LA and North Africa), the French surrealistsO who had begun to form
in the 1920s, lhimagined the political, social and cultural causes of the South to be an
outlet for their resistance, mostly through their vision of Orientalist ways of viewing
everything South of Europ8The surrealists looked for the mythical magical inspiration

to free their imagination in the streets and rural roads of the South in their travels, which
bordered on tourism in places like Meaj Egypt, and Native Americihey also saw

the intuitive magic in migrants they knew in France like Baya Mehieddine ,-taaglfit
Algerian artist who showed work in the same galleries. Breton categorized her as a
natural surrealist (a label he also bestowed somewhat condescendingly upon Frida Kahlo,
as Baddeley and Fraser point out) does not go beyond the Orientalist myéschbesb

her as a Olifting a corner of the veilO and her aesthetics as Osecretly tak[ing] part in
extracts of perfumes frothe Thousand and One Night§Bdeton cited in Antle 2006,

11). In both their own country and abroad, the French surrealistsQofisieir Southern
contemporaries were strongly influenced by typecasts fixed in their imagination by the
anthropological myth of Orientalism, as Antle has argued.

But as the French surrealists began to become involved with the global South, a shift in
their thinking occurred, and they evovled from an official discourse of a mythic

%&Their counterculture ethos envisioned this Othered part of the world through a romanticized gaze,
searching for the antidote to reason and Western rationalism in the mgthmagit of the South, from
North Africa to Latin America, even declaring their affinity with the South in the North they found in
African American poetry and Native American Hopi traditions. Awtiionalist Breton and Artaud
proclaimed the death of Westerationalism, believing the intuitive culture of Othe otherO to be the opposite
of rational Western logic. Founding member Louis Aragon wrote in 1931, OYou, West, are condemned to
die. We have been victorious in Europe. Let the Orient, your terror yfiaasiwer our hopes!O
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romanticized Orient to actual engagement with the Orient that led to Oa dialogue or
exchange with the OtherO (Antle 2006°°5)nstead of seeing their Southern colleagues

as @uals with their own struggles and diverse needs/concerns, there is much evidence
indicating the French surrealists saw the South as a tool for their own expression of
rebellion against European rationalism and the state. Because they held this rordanticise
view of the South as cite of their desires, it was necessary for them to compress their
ideas of aesthetics of the South into fixed essentialised symbols (or stereotypes, like the
Scheherazade or intuitive innately nasve popular art of Mexico). Whileested in

diverse internationalist aesthetics, their view of internationalism was one that compressed
large regions into limited truisms, rather than opening up new modes of theorizing

through art.

In the case of the Egyptian surrealists, however, tBeeidence of an international

theory that finds new avenues for theorizing the modern and the ancient together.
Inspired by the surrealistOs fusion of art andfastist politics and rejection of past art
trends, poet journalist Henein started thestigroupArt et LibertZafter returning to

Cairo in 1937. In 1938, the group became a FIARI chapter, inspired by what they
understood aa kind of surrealist endorsement of socialist pluralism that contradicted the
Soviet socialist realism (Baackmann aéven 2009, iii)Like the other chapters and
contexts in which surrealism developed, they were interested in blending new ideologies
with art (liberatarian, anttapitalism, the philosophical subconscious), and studying the
boundaries between the everydat of the popular classes and elite art of the gallery.

But unlike the groups of the North, the Cairene Surrealists were also concerned with the
legacy of hybrid identity they had inherited from the artists and poets beforeAhesh.
LibertZwanted o find a common ground between the new codes they encountered in

European visuality and the poetics of Egyptian aesthetic heritages, from local Cairene

3% Breton got involved directly in struggles and contexts of the South, most notably in Haiti, Mexico and
Egypt (for example, in the Haitian revolution and in 1936 started a friendship with the Georges Henein, a
young Egyptian of Copttltalian heritage who was studying abroad in Paris. Still, as Antle and several
other historians argue, the French surrealists engagement with international discourse and the South was
never able to surpass the limits of cultural appropriation that doweidaheir perspeiste (DaCoss,

Antle, Seggerman).
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street culture to indigenous popular traditions of groups like the Berber to the traditions
of Islamic at and new usages of Ancient Egyptian signs and symbols. They spoke out
against the popularlity of Academic art and Oconservative pharaonicismO that was still
being taught in the Fine Arts Academy, as well as the colonial presence of British troupes
in Egypt, the Egyptian aristocracy, Muslim nationalism, the local bourgeoisie, and the
oppression of women and the working class poor (LaCoss 2009, 28). The group was
concerned with cultural difference, not just between the elite art world and the people on
thestreet but also between South and North, East and West. Mexico City and Diego
Rivera often showed up in their writings as a reference point for paraltekponse to

the Nazi crusade against degeneratefattet LibertZmembersvrote their own

declardion against the idea of modern art following a Ofanatical racialist, religious and

nationalistic path®.

The members oArt et LibertZAwere concerned with the political possibilities of art for
understanding their positioning both locally and internatilgnand they found

inspiration in comparing their own struggles to those of other Souths. The way they
appropriated and intervened into the realms of journalism and education were drastically
more theoretical and conceptual than their forerunners whgedtat the Ecole de Beaux
Arts in the 191082 In the 2010s, historians began to historicize the actions of the
Egyptian Surrealists through a radical critical lens of art and ideology. Their appearance
as an academic subject for study reveals a kindstdincization, which rather than

consider the Egyptian surrealists as a derivative or imitation of their European
counterparts, focuses instead upon the interventions they brought to both international
and local theorizing about nation, art, and politiczne traces a kind of Souttorth-

37 Full quote: @ is well known that modern society looks with aversion on any innovative creation in art
and literature which threatens the cultural system on which that society is based, whethenitthe fr

point of view of thought or of meaningEWe believe that the fanatical racialist, religious and nationalistic
path which certain individuals wish modern art to follow is simply contemptible and ridicultnasm€ated

in Rosemont and Kelley 148, ditén Seggermanl).

3 American Middle Eastern Studies scholar Patrick Kane writ@spfge HeneinOs initiatives and the
beginnings of Egyptian Surrealism in 1937 drew upon the legacy and importance of journalism in Egyptain
discourse. The roots of this fiadl movement stemmed from a criticial line of social inquiry and critique of
elite daminiation and influence.O (201012).
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South theorizing the membersAit et LibertZdeveloped that included parallel struggles

from other countries as mirrors in which they say reflected the universality of the issues
that were at the heart of their localugfgles, or at the very least a common currency of

ideas between aesthetic languages of resistence against dominant hegemonies of the state
that marked lines between gender, social class, and left overs from colofalidmes

which the Egyptian surrésts crossed in their writings, art practices and political

endeavourg®

The counter discourse envisionedAy et LibertZmarked a new kind of ideological art

that they initiated in the 1930s and 40s, in stark contrast to the Egyptian art of the
previous decades which had been centred around the sphere of the European fine arts
academy and reflected the taste of local aristocratic patrons (Seggerman). It was a leap
from transnationalism coded in paintings to transnationalism coded in ideologicaltart th
was not limited to objects (but included a range of expressions and conceptual modes).
The members of the group declared themselves against Oappalling wave of academic
painting,O as well as an affinity with childhood curiousity, and the internatioraflism
larger Surrealist movement (Antle 7). In many texts published by Henien, as well as the
writer and painter Kamel Efelmissany, and other members of the group, they delineate
a map that consistently makes visible the role of the Southern arbimadind artists,

and its importance to the global art scene, as equals of European art traditions (and often
this narrative mapping includes Mexico, Egypt, and other Souths in thematic dialogue

39 &From the late 1930s to the late 1940s, the Surrealists Ramsis Yunan, Georges HeFibimisaxhi,
Anwar Kamil, and FuOad Karoidmpared their reading of Freud and Marxixt criticism with other
contemporary crisééthe Spanish Civil War and the Mexican Revolubioms external modes of struggle.
The Egyptian labor movement was an archetype for the internal experience and applidatson of
experience. The surrealist injection in the arts was also in part a response from an increasing rise in the
ranks of artists from wider social strata, particulary from the emergence of art teachers in public education,
who applied their art educatida spur the arts into social advocacyagainst the intended role of this
pedagogyOs founders. The surrealists formed a subculture in the arts, in which artists from both genders and
various social classes and religious and national backgrounds organi#gtsexhthe Surrealist discourse
of the psychological torment of the individual and collective body. YunanOs drawings of contorted
minotaurs were emblematic of a critique of state torture. Surrealism provided a useful counter discourse in
the arts that gpealed to a rising generation of artists and art teachers in postwar Egypt, and while the most
prominent of the Surrealists remained aloof and distant from the subject of the masses, their critique of the
bourgeois, liberal direction of the art academied mstitutions dominated by the aristocratic landholding
class was a major contribution and remained a continuing counterdiscourse as a new language in the arts
well into the1960s.0 (Kane 112)
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with artists from various European countries, all of whontigpated in a universal
counterculture movement). In theords of Telmissany and Younane we can see a kind

of internationalism that went beyond the oppression of Eurocentrism that had been taught
through colonial models, and envisioned artists and ctsteom both South and North

as equally important in a common struggle of ideas.

OArt does not belong to a territory. Chirico is not more Italian than Delvaux is Belgian than Diego
Rivera is Mexican than Tanguy is French than Max Ernst is German thais3aty is Egyptian.

All these men participate in the same fraternal struggle against the logic of the bell tower and of
the miniaretEQ (Telmissany, in the Freremguage journal Don Quichotte, published in Cairo,
1940, cited in Alexandrian 29).

(Eintegrating the activity of EgyptOs young artists into the expansive circuit of modern art,
passionate and vibrant, which rebels against any police, religious, or commercial instruction, the
art whose pulse is felt in New York, London, and Mexico City, in eviagepwhere the Diego
Rivieras [sic], Paalens, Tanguys, and Henry Moores fight, everywhere that men have yet to
despair of the total freedom of the human consciousness.O (OLa desagregation des mythes,O in
Passages, recueil de textes en homage a Ramsesnépnnapaginated. (Cairo: Ministere de la
Culture 1998, cited in Antle 7).

From TelmissanyOs fraternity of artists who defy territorial boundaries and hierarchies in
their resistance to Othe logic of the belltower and minaretO (a reference to religious
dominance as symbolised by the architecture of the Catholic church bell tower and the
mosqueOs minaret), to YounanOsresitiutional stance on freedom, Mexico City and

Cairo appear together with Northern territory on the same level of importance @ans th
usual hierarchy that was present in the French surrealist writings and thought). Keeping
in line with this thinking that included the South as equals in art and political endeavours,
Younan described his position of refusing to accept dominance andecaasuart of the

post colonial legacy as Ocultural resonanceO rather than Ocultural iffasionO.

Instead, Younan recognizes a theoretical stance of influence and flows between North
and South that would later be picked upon by historians like Baddeldyraser in the
1980s and 90s. The references drawn out in these narrative mappings of art and the

“0Qlt is often said that modern art became internationalessit of colonialism, which culturally as well
as militarily invades the colonized countries, thus destroying their traditions and their arts. However, we
should realize that modern European art has been influenced by Eastern and African arts bEastany
or African artist was influenced by European art. Therefore, cultural invasion is not the issue. It is rather
cultural resonanceEO Ramses YounanOs text from 1986 ,aqtioted in KarnouR005, 35).
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system expanded from Surrealism are unique in that they offer some of the first
documented renderings of this So@buth art map in a modern context. Unfostley,

for whatever reasons, this map was narrowed to the point of excluding the Egyptian
surrealists in a global narrative of modern art that took the West as its centre. While
French surrealists declared allegiances with many Souths and culturesaigypti
surrealists went further in laying a claim to the movement and their interventions into it.
Kamel Al-Telmissany argued that Surrealism was not a Ospecifically French movementE
rather it is a movement that is primarily defined by the globalism ofirtkitly and its
actionsE O (Telmissany quoted in Seggerman 11). The Egyptian surrealists founded the
bilingual ArabicFrench magazine ATatawwur (evolution) in 1940, dubbing it Othe first
avantgarde literary and artistic review in the Arabic language®éafdrian 30 quoted in
Seggerman 13). Henein described the importance of language and bilingualism in the
movement, outlining a key way that Egyptian surrealists different from their French
counterparts as a Odual cultural belongthg.O

Thus Egyptian surréiam also intervened in the larger surrealist movement through their
emphasis on two key elements: cultural difference and bilingualism (Antle 9, Shabout
26-27, Seggerman 201). In Egypt, they implemented a new structure for art making that
conceptualiseé difference and aesthetics through ideological and political means, leaving
a legacy that historians have argued can still be seen in the visual culture of today.
Alexandra Dika Seggerman describes their role in the paradigm shift from-bagext

to ideological art, and from school to artist greb@ased locus of artistic production and
thought:

Where earlier artists, such as Mahmoud Mukhtar and Mahmoud Said, employed clear visual
references to both ancient Egypt and local culture, artists after tlealg@is incorporated
Egyptian identity into their art in a more theoretical way. (201%, 1)

*1We are expecting two simultaneous movementscivcannot be considered absolutely contradictory.

On the one hand, the Arabic language is resurfacing and affirming itself as a passionate connection and

instrument of independence; on the other, the need of modernity gives rise to a dual culturaid#&iang

forces [these writers] to rely on a foreign langea(Henein, LOesprit frappeur 142, cited in A9itle

2 Whereas art production from the opening of the Cairo School of Fine Arts in 1908 through the 1930s

was based on the community of artistsurd around the school, the Egyptian surrealists introduced a way

of artmaking organized around sétfentified art groups and articulated manifestos of artistic ideologies
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Through the development of these political and ideological spaces for art outside
institutional art education the surrealists in Egypt Ofundamentally changeaythetiats
made, exhibited, and circulated art.O (2013, 24) After the surrealism, other collective
practices in Egypt developed in their wake, like the Contemporary Art Group and the
Modern Art Group which also developed around shared philosophies butaneerned

with Oa national Egyptian identity, at times in support of the stateO. Seggerman links
these to the aesthetic representations of the 2011 Egyptian revolution and to their
surrealist predecessors, as both movements included two fundamentatspioynthe
surrealists: Oa more sustained dialogue with politics, and many artists saw their artwork
as a vehicle for social change.O (2@43,Henein and his collaborators were not only
forerunners in the development of an international arts movenariirtiught cultural
difference to the parallel European movements, they left a marked legacy in the
establishment of independent aesthetic spaces for thinking through art and politics in their
own national and Ia art scenes, a spaet necessarily diated nor dominated by

institutionalism.

Though often unrecognized in the history of Western art, the Egyptian surrealists made
significant interventions into both international surrealism and the local methodology of
art making in the modern era. Like l&an artist Wifredo Lam, who established a new

visual language combining African art imagery with cubism and surrealism that reckoned
with the issues of postolonialism after years spent in Europe as PicassoOs protZgZ, the
Egyptian surrealists were bothlidated by their engagement with the cannon of

European artists from Surrealist times, but also were at times overshadowed By them.

rather than solely around painted or sculpted objects. Theibised art and wings also allowed
Egyptian artists of subsequent generations to engage with the local identity and heritage through more

subtle means than their pegessors.O (Seggerman 2013, 1).

“3Baddeley and FraserOs reading of the intervention of LamOs workagteaBuSurrealism, particularly

into PicassoOs aesthetic which often went unnoticed by traditional readings: OAs an archetype of

revolutionary modernism, [Picasso] continues to represent the exclusively colonial characteristics of

modernity itself. In paiterly terms Picasso was often a beneficent colonial explorer, proudly parading the

spoils of his conquests. Lam wryly inverts such practices, revealing the cultural politics at the heart of the

languages of art. At the same time as traditional appraishnaOs work frequently see no further than the
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Lam likened his own subversion of both the art world and largergodstial hierarchies

to that of a Trojan horse strgie* Like Lam, many Latin American artists forged their

way through this liminal space where they had to contend with the popular interpretations
of their culture by other cultures and where their own authenticity and originality was
guestioned. Baddeleyd Fraser describe the position of many artists of the same period
in their relationship to surrealism as a symbolic mapping of their past and present
necessary to asserting their own aesthetic idefitity.

Artists like Lam were also concerned with the tielaship of art to both an elite and

everyday public, a strong current described by Wijdan Ali as part of thdisetivery

period she found as a commonality across the art histories of the Arab world. In 1941, the
same year Lam described his Trojan sggtin the above interview except, the Egyptian
surrealist Kamel ETelmissany described a similar concern, with his interest in the

dividing lines that separated art and class: OIn these crucial days of difficulty, the artists
in this country live in talbristocratic towers... For this peasant has an art of his own that
sustains him, and it is not that art of the educated class.O (cited in Kane 2010, 95).

There is much evidence that through their words, art, and actions, Surrealist artists of the
South lvought to the forefront the cultural differences between Ancient art traditions and
modern European ones, as they did between publics of different social classes, as they
pondered their position within these worlds. But as they entered into the wordtarhs

of European domain, they faced a dilemma between the simultaneous erasure and

exotic, the problems addressed by his paintings are masked by an unshakable faith in the unique
authenticity of PicassoOs arpQ@5).

*4 0l decided that my painting would never be the equivalent of thatgg€eiban music for nightclubs. |

refused to paint chehacha. | wanted with all my heart to paint the drama of my country, but by

thoroughly expressing the negro spirit, the beauty of the plastic art of the blacks. In this way | could act as a
Trojan hose that would spew forth hallucinating figures with the power to surprise, to disturb the dreams

of the exploiters. | knew | was running the risk of not being understood either by the man in the street or by
the others. But a true picture has the powesetcthe imagination to work, even if it takes time.O (Fouchet,
1976, 1889)

5 OThe preonquest past, though often just as alien to their contemporary life as it was to a Parisian avant
garde, constantly served to differentiate Latin American culture fnatnof Europe. Reference to that past
carried with it the implicit awareness of the colonial conflict. Interest in the art of the continentOs ancient
inhabitants was not a simple rejection of accepted traditions of representation as it was for @rtésts su
Picasso; it was also an assertion of the special identity of their own culfur&d)
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exaggeration of their own expression, in which even their own authority to speak through
aesthetics was questioned.

On the one hand there was a certain validation timédeom a serious engagement with
European art® Onthe other hand, the artists of this generation like Lam and the Chilean
Roberto Matta were nonetheless limited by the same hegemoeiofyzstern culture
thatrecognzed their talent while oppressingeir autonomypby continually seeking to e
organize their position into seconalte artistdehind the European canndnstead of

being recognized for their innovations and critique of European visual languages, they
were accused of copying or their aswconsidered to be a derivative of the great
masters instead of a dialogue or critique or expansion of European tectiques.

The 1930s and 40s proved to be a time artist groups left their indelible mark on the art
scenes and movements of the South,wag that fused ideas about building modern

politics, art and nation. Several important models for collective practice were developed
by autonomous groups of artists working at the crossroads of these issues. FIARI
presented a political art movement moci@nplete with manifesto, platform, and
international ideology of aesthetic resistance. Atteet LibertZgroup expanded this

model to include a count&urocentric model of collectivism that employed radical
education and radical art ideology as a lensugh which to see the limits and divisions

of modern society (especially those configured around class, gender and culture, and to a
less extent around race). During this time, the muralist movement in Mexico developed a

OmuralistaO model of collectivactice: murals of political nature would be created by a

) 1As Baddeley and Fraser point out, OSurrealism offered the Latin American artist a place at the high table,
welcoming proof of the movementOs internationasiptrations.O (p. 10R).
" perhaps like the BretonOs Orientalist essentialising reading of Baya Mehedienne, both Lam and Matta
have been said to have Oembodied those aspects of their native culture most admired by the European
exponents of Surrealism,O lastart historians have demonstrated, the voices of these artists of the South
problematized the colonial gaze present even in the Surrealist imagination. Writing about Lam and MattaOs
role as artists who worked within the European Surrealist scenes wddling a legacy for future Latin
American artists, Baddeley and Fraser describe this enigma of their accomplishments in the North: Olt is
ironic that the vey process of their acceptanaed into that movement simultaneously defused the most
explosive corponents of the two artists® work, absorbing the specific into the general, transforming the
original in the derivative.((102)
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team of people (craftsworkers and artists of various fame levels) and signed bgione m
superstar author (Gallo 2007

A third model of politics, art and collectivism came about from art grokpghieTaller

de Grafica Populaf®of Mexico (est. 1937), which like the literary groups of Franciso
Gavidia and Dar’o from the previous century, were formations of friendship and
professional alliances which joined together to jointly theorize the ra@ed ahd politics

while maintaining separate practices. All of these had in common one element that future
generations of collective art practitioners would inherit: the creation of a third space
(incorporating local and international traditions and idézes) was politicized in its
aesthetics, yet could change the location of its inspiration for theorization, from school to
institution to artist studio, and increasingly in later generations, in the. $ia@et

Henein, and their contemporaries marked dund of third space with tharctions and
artworks, creating new art langauges that offered critiques of European and local
ideologies through using translation and representation as theoretical tools for aesthetics.
The center of theorizing through -ambking could now not only be located in the
academies of fine arts but also into new spaces defined by the first generations of
graduates in those schools in the South, who carved out new spheres for theorizing
through independent magazines and artist grolibis generation of artists helped make

the autonomous artist space a force to be reckoned with, expressed through collective
practices that produced exhibitions, magazines and their own visual languages. Through
this collective process artists found ayto meld their desires and histories with local

and international politics and ideas about national represensation and the forces that
divided national identity from within. Many in this generation would go on to develop
their own schools that were inspd from the linkage of radical aesthetic politics with
radical educatio®these schools were both literal and metaphorical, like Joaquin Torres
GarciaOs School of the South described in his 1935 Manifesto.-Ganea wrote the
manifesto a year afteeturning to his native Montevideo after years spent abroad

creating art in European scenes. His constructive universalism became his trademark

“8 public graphic arts workshop
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aesthetic between two worlds. A few years later he drew a map, a rough sketch of an
inverted South America, (tHfgouth pole at the top of the page) that would come to
represent/symbolize the idea of a radical Latin American aesthetic of the South in

generations to come, with one particularly interesting turn in its rebirth in the 1990s.

Image 1dand leJoaqu’n Torres Garc’albserted Americd1943) and Mohammed-&drisiOs map from
his atlasTabula Rogeriang1154).

Torres Garc’aOs map is hauntingly like the atlas drawtohgmmed aldrisiOs mam
1154, one of the earliest maps to appear in theemmodorld, which also appears upside

down to a contemporary audience: Africa is shown directly above Etftope.

The critiques and counteliscourses proposed by the artist groups of the 1930s and 40s
had a lasting effect on the art of future generationgjhich there is much evidence of art

as an ideological, political expression. Kane describes how this legacy unfolded in the
Egypt of the 1950s and 60s, even with the end of the surrealist practices, with the Orevival
of liberalism as a path for the artstl a Orecentering of the everyday as the

preoccupation of artO by a collective called Art Group (2010,°112).

* lal-IdrisiOs map has been resurrected in 2000s art exhibitions on the aesthetics of ehEadidd|

0 OFrom the late 1930s through the 1h@%0s, Surrealists engaged in a critique of the basis of the older,
classical, romantic view that dominated the production of elite arts. After the repositioning of the state
through the Egyptian Revolution 952, the position of the arts shifts to a neorealism combining a
rhetorical art for the masses along the lines of modified social realism, and private arts for a new elite that
could embrace a more reflective combination of realism and abstractionoltitiersfor this combination
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The masses and the str@etqual sites of danger and inspiratdwould develop into

central themes in the art practices of the 1940s, ®@sa®gd 70s, not only in Egypt as

Kane describes, but in many other Souths around the world. American artist Gregory
Sholette and cauthor Stimson propose a periodization of collective practices between
1945 and 1989 characterized by a counterculture tdaveen socialist and capitalist
tendencies, that was directly informed by artist groups of the 1930s and 40s like the
Surrealists?! Stimson and Sholette ask what the power of such a ghost, or spector, like
the one Denning proposes, can impact, inspickiateract with the broader social

landscape. Even though many of the Egyptian surrealists were eventually jailed and
forgotten, and for the large part written out of both international and local history (as
Seggerman documents), their actions and arsyatbcumented in journals, manifestos

and other texts, was part of a hidden and later recovered legacy of ideological art practice
that connected collectivity with a broadened conception of how art can represent not only
a single identity, but a terrain ofultiple identies and affilations; a theoretical location
symbolized by this third space.

The first period examined in this chapter begins with Dar'oOs modernismo in the 1890s
and Al Nahda, or Arab renaissance, which began in the late 1800s in Cairo and
eventually spreading to the nearby capitals of Beirut and Damascus. Within this period,
we can see Wijdan AliOs three stages of modern art unfold (learnistisselfery and
search for identity) across the spaces central to art in the South (theussiiigatitution,

was a revival of liberalism as a path for the arts. After 1952, Surrealism lost its luster and favour but
remained in the discourse of its adherents and an influence on a succeeding generation of artists. In Egypt,
the Surreafit quest and critique of the arts remained in active practice through #i96dd, when a
number of key artists died and others faced imprisonment. The Surrealist critique was surpassed by the
innovations of the Contemporary Art Group, with its recentedf the everyday as the preoccupation of
art.0 (Kane 2010, 112)
1 Between 1945 and 1989 culture took on a definite political heft in the undeclared war between capitalism
and socialism. And reciprocally, politics took on a cultural cast of its own. HErerstruggle for civil rights
graphically captured in Life magazine, to the surrealist inspired slogans of May 1968, to the emergence of
the New Left itself, entwined as it was with an emerging, youthful counterculture, the range of
transformations and otraditions making up the presence of the cultural turn was reshaping the everyday
lives and struggles of the subaltern classes, and OAs a result, the cultural turn raised the specter of a cultural
politics, a cultural radicalism, a cultural revolutiontQyas a specter, Denning adds, that hauntsetieg
of the cold war.O (2007, 9. citing Micheal Denning@ulture in the Age of Three Worl@@004).
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the fine arts academy, the museum, the cultural journal, the artist movement and
collective). This unfolding and juxtaposing of differing aesthetic traditions occurred in

ways that did not occur in the North, where multiple art traditiach®0t contend with

each other in the same struggle for territory and dominance. But rather than developing in
a linear fashion, these stages and spaces grew like concentric circles, each previous stage
and central space giving way to the development anttality of a new one, but while
remaining in the same arts infrastructure. Such that even after religious spaces were not
the main admaking centres, they remained part of the larger art scene and continued as
arts educational sources without disappeadgompletely. In a similar fashion, each new

stage that Ali describes remained a backdrop that would continue to be refigured with
each new generation, as seen in the case of learning European and other art techniques, or
the self discovery which Mexicaartists went through at each stage of their modern

history, from incorporating local landscapes into Academic paintings, to adopting-an anti
Spanish position and using Nahuatl symbolism to signify that struggle, to appropriating
popular culture traditionas a tool for government critique within murals, while engaging

political with international movements like the Surrealists of FIARI.
Art after false night, 1945-1989

False night of war, false night of frenzied provocations that end up ruining aligetede and all
culture in avolkishand folkloric chauvinism. False night of slavery and flayed susceptibilities, oh,
the time lost in Onational hostilities!O False night for real and numerous brigands at all points on
the horizon. False nigiathe ultimde negation of poetry, of thiéght of poetry, of thepoetic
sensibilitythat humankind has evolved. False night that must be swept away once and for all, so
that we shall awaken one morning to find the very air we breath flowering with freedom, this
otherocean.

Ikbal EI Alailly, (translated in Rosemont 1956, quoted in Seggerman 2013, 17)

Ikbal EI Alailly wrote this text in 1945, at the end of World War 11, looking ahead to the
cultural revelations she hoped would be brought about in this new erthaftgorm of

fascism and Nazi Germany. But for El Alailly and her fellow Surrealists in the Egyptian
movement, the ensuing years would become a time of danger and disillusionment, during
which many of her contemporaries were jailed. Ties would be cuRMRI and the

French Surrealists, in part due to their disagreement over the creation of Israel and the

ensuing AraHdsraeli War. Henein and his contemporaries found it Ocontradictory for
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surrealism, having always fought against the state, might nowidreipa new oneO
(Alexandrian quoted in Seggerman 2013, 21). This engagement with the concept of the
state would become key, defining the next era and setting into motion a new sphere as
centre for admaking. 1945 and the ensuing years marked not onlgrttief a global
catastrophe but a new period of civil unrest and a struggle for new sovereignty, a time in
which democracy would become institutionalized through a series of coupes, and
authoritarian rule along with the creation of democratic partieshald remain in

powe for prolonged periods of tinté.

The Egyptian surrealists fought against the state mechanisms of organized power, but the
next generations of artists who created groups like CairoOs Contemporary Art Group and
Modern Art Group, wouldmbrace collaboration with the state in the creation of a new
idealistic nationalisni® As the locus of new art production moved from object to

ideology, artists reacted to the intense stasking projects that consumed many nations
across the globe. Thesa of the new state would become a main catalyst for artistic and
national production for this era, and with it would come a new-btatked engagement

with national arts and identity expressed through the arts. In addition to the spheres
established foartmaking in previous decades (the academy, the artist movement, the
manifesto, the journal, the artist group), the stateOs interest in art would usher in a new
focus on the public arena as a site and inspiration as a new art territory (aAthetne

LibertZ had already begun to explore in 1930s Egypt). Within this new paradigm of the

new state, new public and new street, artists would come to play an increasingly central

&3IFor example, in 1946 the Partido Revolucionario Institutional began a 50 year rule in Mexico; in the
same year Lebanon was liberated of British and French troupes signifiying an end to colonial rule that
would give way to a period of stameaking marked by sectarian civil unrest; in 1952 EgyptOs Nasserism
period began spawning a series of assasinatimhs@bsceccions by vice presidents that would last for 58
years, all the way through to the end of the Mubarak period in 2010; and in El Salvador one of the bloodiest
dictatorships would give way to a series of coupes beginning in 1944, followed by g-ywantule of the
National Coalition Partyl .
&% n contrast to the universalism of their predecessors, these new groups were concerned with the
visualizing of a national identity even as they inherited the methodology of Art et Liberte and itOs desire for
artmaking that fused aesthetics with art ideologies and local politics (a much more ideological search for
the combination of local Southern context and international Northern art trends that was expressed through
objectmaking in the previous generationfsartists whose locus of activity was the fine arts academy)
(Seggerman 24).
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role in the development and institutionalistion of the new visual languages tcergpres

these new spaces. Whart et LibertZdisbanded, its members became their successors.
Groups like the Contemporary Art Group and their contemporaries became the
protagonists of these everpanding spheres, even as therembers ofrt et LibertZ

becane enemies of the state during this period, jailed or forced into exile for their

political work; no longer supported due to their daficist stance but instead persecuted

them towards the end of WWII. This was a changing tide not unique to Cairolalibne,

one felt by artists across many Southern cities responding to the stateOs increased interest
in funding and natiomaking through public art that artists in the years after 1944,
Throughout the 1940s and 50s the increasing new institutionalism weatio dominate

the public consciousness through itOs visualisation of nationalism in théJatitts

were increasingly provided with government grants to study abroad in Europe, and they
continued the tradition of transnational art methodology byngixiternational avant

garde movements with a new quest to represent Salvadoran memory (Bahamond 171). As
this quest became incorporated into the institutionalizing processes of the new state (as

did almost every area of the arts and culture), the asgsicaations of the 1930s became

>4 Jessica Winegar presents some findings on Egyptian artist collectives of the 1940s and 1950s, placing
them within a geneology of Egyptian art and an era in which collectivighe arts was used to explore
the tradition/modernity axis, and within in that issues like-Reab nationalism in the Nasser era, or the
incorporation of Islamic calligraphy into modern art. One example is the Group of Art and Life, with its
mission toconnect art with the local mileux, including craftd spirituality.
%5 |n Mexico this happened through the mestizaje movement of la raza cosmica, and took place among
differing and competing definitions of mestizaje, its purpose and the role of indigerthe fashioning of
a new official version of national history and itOs necessarily arbitrargrking of time>® For many
countries in Latin America, like El Salvador, the political and public nature of the Mexican mural program
became a national rdel of engagement with the arts. Like many other Souths in this period, El Salvador
entered a tumultuous quest for democracy and newlstiditéing, after a series of military coupes and
yearnings for democracy that went hanehand with aesthetic idengibuilding projects. The end of the
General Herntndez Mart’'nez dictatorship in 1944, a caudillo who carried out one of the bloodiest national
tragedies with the massacre of 30,000 rural Salvadorans in 1932 during his @deeale, murdering
and instiling fear of genocide as retaliation against an uprising of indigenous farmers led by communist
guerrilla leader Farabundo Mart’ (who was later commemorated in the main leftist political party,
Farabundo Mart’ National Liberation Front (FMLN) that isl stilexistence today and was in power at the
time of the field research | conducted for this thesis with artist collectives in San Salvador). The fall of the
Mart'nez dictatorship was followed by a series of coupes and an unstable political historywdicimg
time, nonetheless, the state began identity building projects, some of them modelled dfteravextOs
public art scheme.
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governmenfunded cultural agencies of the 1950and the government became a

curator of artists who were put on the state payroll to create public works translating into
public visual consciousness the stateOs searclefoony and national time.

The state encouraged national pride through art that incorporated ancient symbols and
local culture unique to the region, and funded many artworks and schools that promoted
this view of art as a instrument that could be useth®construction of a nationalist

state in the popular imagination, around unifying concepts likeApabism of NasserOs
Egypt, for example, or the 19268s Mexican governmentOs version of mestizaje and the
Oraza cosmicaO. Indeed, the state becamey#se pmtron of the arts during the Nasser

era that began in 1954 (Seggerman 22). Often, the two forces of the state and the wealthy
private art patrons were not in direct opposition; members of elite families who were
interested in art often worked in ganction with the state, as representatives, lobbists

and funders. These nationalist projects had negative and positive implications for
indigenous traditions and histories, which remained largely marginalized as relics
relegated to the past, even if madkable (either ignored or managed by national
ideologies and policy). In Latin America, the reality of a huge indigenous presence in
modern national life was rendered invisible, as blood, exploitation and fear flowed
through the countryside even as peasiuals and native symbols from the ruins were
eulogized in urban public spaces. In the Arab world, as the socialism of the Nasser period
gained currency with its message of gemabism, artists pondered the new role art might
play in crossing the growanrifts between social classes at the end of the monarchical
rule and colonial occupation; they pondered the modernization of the new state art in
relation to Islamic and Ancient art traditions as they dialogued with aesthetic trends from
their European nghborhs in the North.

*% For example, th@930s artistOs association Associacion de Amigos del Arte in San Salvador became
nationalised and institionalised as the governmefninded Casa d€ultura in the 1950s (Bahamod1l),
signifying a deepening national perspective of the arts as cultural patrimony and containor of national
memory, a kind of national cultural resource that proved lucrativetht ensuing boom of Saldoran
war art in the 1980s.
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The willing engagement of artists with the institutionalization processes ohsékiag

of the 1940s and 50s was followed by a period of critical movements that swept across
the globe in the late 1950s and 1960s, desiring to ehthregstateOs conception of its
subject, the citizen, with platforms that focused on working towards equality for diverse
citizens, especially those ignored or rendered invisible by laws that accorded full rights to
only one profile of citizen (which waa most cases male, wealthy, heterosexual and
light-skinned). Separate movements in both the South and North rallied around the
concept of the personal as political, and sought to carve out a space for diverse citizens
within a national legislation that witd take into account the diverse personal experiences
of the majority of the citizens who did not fit the stateOs profile. Unlike the Surrealists,
the artistactivists of this period were not totally opposed to the &atstead, they

believed that chage was possible, and continued engaging with national politics and
identities through from a more critical stance than the artists of the 1940s and 50s who
were preoccupied with presenting a national language in somewhat accordance with the
ideology of thestate. Many of the themes that were central to the Egyptian surrealist
groups were taken up by artists working collectively in almost every city affected by the
events of the late 1960s: a need for radical education as an art form, concern with class
division and the masses, and an aversion to Eurocentric elitism. The7D36@ere at

time of upheaval, activism & art, citizen building instead of nalaulding, and this
politicization led to an influx of social interest in art, that led to social peati art,

social activism and citizen building or citizenship through art. The jump from modernity
to contemporaneity in the history of art in both Latin America and the Arab world were
defined by a politicization and greater concern for the relatiomstapists to the general
public, and ran parallel to local political and social contexts that, like almost everywhere
in the world were going through revolution. Artworks of this peBadnceptual, social,
activist, political, collective and often mogrranslocally between the inside space of

the gallery and outside public space of the sB&eintain within them a registry of the
events that led to a deep transformation of contemporary national history as experienced

from diverse perspectives.
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Between 1967 and 1968, a series of politicized events occurred around the world,
bringing activism to the forefront of the public sphere and influencing the collective
formations art would adopt in the 1970s. These separate revolutionary events reveal a
large systemic critique: Oone of the great formative events in the history of our modern
world-system,O according to American sociologist Immanuel Wallerstein (1989, p.431).
At the heart of the 1968 resistance movements was a questioning of Othe fundamental
strategy of social transformationO which was manifested in protests and rebellions
organized around four common axes: Oprotest of US hegemony in the world, a critique of
the ineffectiveness of Oold LeftO movements, countercultural sensibilities, an eophasis
the centrality of OminorityO groups and womenO(McCaughan 6). By this reading, 1968
can be seen as a symbolic beginning point for radieadmneeptualizing of the worid

wide social structures that would become globalization, and the beginning of the de
centering of the North and its US/Eurocentrism, at least conceptually if not practically.
The fusion of art and politics (in social movements, cultural expression, and collective
consciousness) flourished after 1968 in many sites around the world, dodlgdytin

the large cities of the South. In Mexico City, the 1970s (and to some extent the 80s) was a
very politicized time to be making art; many artists who had become politicized in the
1968 student movement developed theorepaditical collectivepractices as part of the
gruposmovement- artist groups who fused conceptual art and other new -Géylee
expressions with activism and salacritique (McCaughan 7; Rodiez2013, 10. The

1970s across Latin America have been characterized by a coemhitvith Oartists
investment in networking was an alternative to local forms of state and military
repression that also sought to circumvent the triumphalism of the official Western

account of artistic individualism and subjectivityO (KeWielch aml Frere 4).

Collectivism & Los Grupos (1970s Mexico City)

A new kind of political art collectivism developed across the large cities of the South,

notably in Mexico City with the development of a series of collectives who were later
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referred to asl®s Gupos®’ Like generations of collectives before them, many were
interested in merging art, transnational ideologies, and local-potitecal concerns.

Art scholar RubZn Gallo traces the story of collectivism in Mexican art through the
countryQOs politichlistory from just before the 1910 Mexican revolution (revolution,
dictatorships, rebels, governmdahded murals, artist collectives), focusing his

argument on the tension between the collective and the individual, with the author as the
main protagonisin this story?® His discussion of the 1930s group TGP (Taller de Grifica
Popular) locates in the past the kind of artist group in which individual artists get together
to discuss politics and art, but author their works separately. He contrasts tho$ kind
collectivity with the great muralists (who signed works as an individual artist, although
they were actually collaborations between many craftspeople and artists) and with the
1970s Mexico City based collectives known as Olos gruposO, who colleathaigc

many pieces, often using performance, installation and other new art genres. He posits
that groups like SUMA, Tetraedro, and Taller de Arte e Ideolog’a (T/sid Proceso
Penttgono (among the dozens of other groups), used collectivism as bathcalpand
political strategy?® Often using the street as their gallery and stage, they paired art and

activism as part of the larger vision of a new, more equal society.

Focusing his analysis on one gro@poceso Penttgont and its famous protagonjst

artist Felipe Ehrenberg, Gallo extrapolates three themes from the groupOs collective
practice: Othe celebration of the street, the focus on information, and thehnsjan
strategy of institutional critique (@id, 187).He explains this preoccupatiwith the

street (and itOs panorama of audiences, objects and rhythms) as a generational
phenemonon expressed by all of the artists collectives of this generation in the Mexican

>’ The groups
*8 RubZn Gallo, OThe Mexican Pentagon: Adventures in Collectivism during the 1970s,0 in Collectivism
After Modernism: The Art of Social Imagination After 1945, ed. Blake Stimson and Gr&holete (U of
Minnesota Press, 2007).
%9 Art and Ideology Workshop
®ibid, 167.
®1 pentagon Process
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capital. In opposition to the silence of the empty museum gallery, thisopasgiwas a

way for artists to collectively express political and social desires. He also reads their
movement between inside and outside, (i.e., from museum to street and back again), as a
backandforth transmovement in direct response to the urbanisihiglexico City,

which began in the 1940s and led to social isolation felt in the 1970s. By this time a large
portion of the cityOs social public spaces had been replaced witpkigt highways

and high rise panopticeike housing project® Here, Galb brings up two interesting

points in his analysis dAroceso Pentfgondle describes the direction of this particular
collectiveOs action as opposite to those of the majority of art activists around the world
who felt they had to leave the museum andrettrn®® Penttgono instead returned back

to the museum with information they had gained from the street (e.g. human rights
abuses, documents of corrupt government practices), anserted this information

back into the Arinstitution in covert Trojathorse style. They managed this through
politicised artworks and actions of dissidence (in biennials, museums, and state

sponsored festivals).

GalloOs analysis is ripe with resistance narratives like these, (e.g., the government against
the people, thergups against the state and the art establishment), although these are
complicated by his desire to tie the relevance of the groups actions to the larger
Eurocentric canon of contemporary art thinking, which comes across as though they
needed somehow to kied to the canon to be valid expressions of art worthy of inclusion

in a larger global art history. The story Gallo tells of art history reflecting the tension of

%2 Gallo compares this process, which began in the 1950s, of Mexico City becoming a Ogeneric cityO by
Rem KoolhaasOs definition: neighborhoods isolatédgiways and characterized by the deatthef t
public space of the street {73), citing the work of architect Mario Pani whose projects played sobg
in this transformation.
8 While applying this idea to a Mexican context, Gallo cites ideas abbetiism and social practice
from Gregory Sholette and Lucy Lippa@allo cites Gregory SholetteOs essay ONews from Nowhere:
Activist Art and After, A Report from New York City,O Third Text 45 (198§: 4562, in which he
writes: OThe only avenue perea to be open to those who would pursue a politically engaged art was one
that led directly out of the museum.O
® Lucy Lippard uses the idea of the Trojan horse to speak about activist.ayiR. Lippard, OTrojan
Horses: Activist Art and Power,O imtAAfter Modernism: Rethinking Representation, ed. Brian Wallis and
Marcia Tucker, Reprint edition (New YorBoston: David R Godine, 1992).
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collectivity vs. individuality from a national, political, and urban history is strikingly

male; void of any lens of gender anywhere in his study of los Grupos. Not a single female
artist is mentioned in his recounting of the organising of Mexican artists from 1910 to
1980, although many women existed and organised collectively during thigeimod.

Gallo does not mention the female members of Proceso Pentfgono, not even Lourdes
Grobet$® who is often cited as an important member of the group by other art historians
and male members of the same gr&uhis undeniably male perspective of ented art

and city history, though unexamined as such by Gallo, reveals the power historians still
hold in the ability to write certain characters out of history and leave them in the margins

of invisibility (even, as in this case, when creating a margihimvé margin).

The collective actions and artworks of Los Grupos created conceptual wrinkles in the
logic of the stateOs version of time, a hegemonic version of national time that had been
orchestrated to smooth over the inequalities of its citizenshamddiverse histories, with

the dissemination of Vasconcelos la raza and itOs cosmos, largely through art (public
murals) and education (standardised across the state). This refashioning of national time
occurred in the period of democralyilding throwghout the countries described in this
thesis. In many cases, indigenous identity became relegated to the past, and despite the
movements of the 1960s and 70s, the state preferred to ignore the activism, art and social
change occurring among the contemppradigenous populations. Those dealing with

the most extreme poverty in each South were also treated with indifference by state
policy, and remained largely invisible even after brief moments of visibility through
protest and riot& In the field of art Fstory, artists of these Souths were also curiously

% Lourdes Grobet is mentioned in GalloOs essay, but not as a member of Proceso Pentfgono. Instead, her
name appean small font as the photographer of several images of the groupOs perform&cesse).
 M—nica Mayer, Rosa Chillante, Mujeres Y Performance En Mexico (Mexico City: Corfemudia,

2004), 19; Universidad Nacional Aut—noma de MZxico Museo UniviersiégaCiencias y Arte, La era de

la discrepancia: The Age of descrepancies (@yr&diciones S.A., 2006), 220.

®7Victor Mu—oz, OLourdes Grobet. Photography and Environment.,O Artist Website, Lourdes Grobet,
accessed November 13, 20h#p://www.lourdesgrobet.com/lourdes grobet victor en.htm

% What would soon be referred to at the OsubalternO in the developing field of post colonial studies was
cemented in the 60s and 70s as theitke the least access to power, who were rendering invisible, and as
Gayatri Spivak would point out, left without a voice in the natiomid anternational public sphere.

57




included in this groueven the most priviledged elite who were renowned in local
scenes and capital cities of the South, as were Henein and Julia Alverez, among
thousands of others, were not recogniasaontributers to a modern or even

contemporary art. Time was also reordered in this version of art history, which chose
only to see the ancient traditions of the South as part of art history, erasing from the
cannon and even from the margins the decaflassthetic languages developed by

artists across the South. It was only fifty or sixty years later that historians began to
recover the details of these stories, often even forgotten on a local or natiofial [Evel
example, during many years the read artist from Egypt and Lebanon was rendered
invisible by formal art history that was taught as universal, through the publication of
widely circulating texts, curriculum, (and these continue to be taught continues to be
taught in many places as univdjsahere is a passage about the aesthetic choices of
Egyptian afists included E.H. Gombrich@sll-known introductory classid;he Story of

Art, first published in 1950 and last revised and expanded in 1989. Olt is obvious that an
Egyptian artist,O he itgs, Ohad little opportunity of expressing his personality. The rules
and conventions of his style were so strict that there was very little scope for choice.O
Gombrich does not elaborate further, but later in his sections on Egyptian art, it becomes
clea that he is speaking of the ancient Egyptian artist, an image of Arab identity, as Said
has pointed out, that is frozen in time from hundreds of years prior. This vantage point
that does not see the modern Egyptian artist, and cannot even conceivexiéteace
through the decades, is a perspective still alive in art curriculums and art history of the
North that still is promoted as universal. Artists from many Souths had to deal with the
threat of erasure from a history that either did not see thewught to illegitimize their
vision and style as imposters, accusing them of imitiating the European cannon and

incapable of designing theinm visual languages (Baddeley dfcser).

1978 to 1989: The New Orientalism of Post Colonial Times

%9 1n one example of many, Seggerman writes that the Egyptian surrealists and pbeiame were still
barely acknowledged on a local level in statgtitutions, even in the 2000s.
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Edward Sal published a new radical paradigm of Orientalism almost a decade after the
revolutionary actions which took place in many sites around the world in 1968. In 1978,

he famously proposed the move from physical borders to Oimaginary geography,O just as
a widespread wreckoning with the politics of representation that was to occupy the next
several decades of critical thought. It flipped the notion of Eurocentric Orientalist

painting and culture, heretofore considered a legitimate academic field and founding
element of the first fine arts academies in the Middle East. With one essay, Said
discredited the entire field of Orientalism, revealing the underlying fantasy of self and
other that was so necessary in the development pssiglttific European colonial

thought.

SaidOs critical art theorizing brought radical epistemological change to disciplines across
the humanities and social sciences, from art history to anthrop@oigyntalism(1978)

caused a revolution within academic thought and the culture worltgroing the

othering that took place through the projection of European fears and fantasies onto an
imaginary cultural other, an Arab other whose scientific development challenged that of
Europe as an intellectual equal to be feared, and therefore peditroopposition to

European rationalism and relegated to the past, as was indigenous time, science and logic
in Latin America. A genre of works that was once seen as an accurate depiction of Arab
culture, with its fantasy world of harems, slaves, andjéeous, virile rulers, became

widely recognized as an exaggerated, distorted, even imagined view of the other. This
invented image coded with regional stereotypes came out of a particular moment in the
history of colonization and European fear of the O&nrimpire, but long after that

moment ended, it became a generalized way of seeing contemporary Arab cultures
through the lens of exoticism, limiting them to a perspective that fixed Arab culture in an

ancient world outside of modernity.

Said publishedhe first version of Orientalism while he was teaching at Columbia
University in 1978, writing from the position of exile and diaspora, two concepts that
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would become central to the development of identity politics and the idea of post
colonialism’® Thesein turn would become two of the most salient issues in
contemporary art writing of the South in the 1980s and 90s, and SaidOs suceessful re
branding of Orientalism would become the cornerstone of a paradigm shift which would

continue to define a fhinking of world geography through the following century.

In 1985, as a young comparative literature scholar from India who had become an
academic in the United States, published OCan the Subaltern Speak?0. Gayatri
Chakravorty Spivak emphasized the sound pfagentation (or lack of it), bridging the
concepts of voice and indigeneity. In her interventiehlatxist-feminist mediation into
European theory and the wider academic sphere in general, she critiqued Deleuze and
Foucault for limiting the knowable swdgt to a Western European context, while
suggesting ways Derridian theory could be used to imagine a subject through a
philosophical perspective rather than one limited by spoldical, cultural and historical
contexts. In her foundational essay, whildveloped into a lens for the indigenous in
contemporary scholarship that influenced thousands of scholars across the disciplines
(Morris 11), Spivak illustrated the saltern position with a diagrart.showed a cultural
hierarchy in India, in which theubaltern is represented by a woman "removed from all
lines of social mobilityO; she is blocked from having a voice in the public, political, social
or cultural realm by virtue of her position at the bottom of a secamomic and racial
hierarchy, below th dominant indigenous groups at regional, local, and national levels,
and below the dominant foreign groups (many of which claim to speak for her). The main
point of her argument was built around the concept of silence created by respresenation.
Just as th Orientalist painters had rendered the real everyday voices of the Arab world
mute to European audiences when they claimed to speak for the Arab world, Spivak
demonstrated how generations of academics tried to make the subaltern visible by
speaking for he Even though both academics and humanitarian aide efforts have tried

to do so, Oyou canOt simply make the subaltern visible or lend her a voice.O (Spivak

Y said has said that this critique was also grounded in his experiences growing up as the son of Palestinian
parents, educated in elite British and Amerisahools in Jerusalenna Cairo.
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2010). Instead, Spivak proposes that only infrastructural change can allow the subaltern
access twoice in the public sphere, or inversely, such systemic change could allow
academia to hear the voice of the subaltern.

The multidisciplinary evolution of the idea of post colonialism in the 1980s focused
particularly on the body, idehy, history, feninism, agencypand on how these operated
within two contexts outside the national containors of territory and identity: the border
and the diasporaAQheory in the flesh means one where the physical realities of our
livesN our skin color, the land ooacrete we grew up on, our sexual longifgsll

fuse to create a politic born of necessity,O Cherr’e Moraga wrote, inhabiting this kind of
personal and political border theorizingTihis Bridge Called My Back: Writings by

Radical Women of Coldp. 23). Theclaiming of terrain of the body and nation were
undoubtedly central in many practices across the 1980s global. So&dn Salvador the
trend of Owar artO dominated the 1980s, a time when commercial galleries flourished with
the demand for Osouverirfby a foreign audience who wanted to buy the paintings of
Salvadoran artists who used red and black to express existential inconformity and
spiritual alienation in response to the countryOs bloody internal conflict of almost thirty
years. The long civilvar in Beirut during the same period has been described by
historians as producing an opposite affect with a durge of art production artists were
either fleeing or coping ith the terrors of war (Karnou¥). In Mexico, a predilection for
postmodern kitsb arose, sometimes called ONexicanismO. The concept of kitsch

also found currency with Egyptian art historians like Lilane Karnouk, who described this
era as a Okitsch waveO in which religidupopular symbolism and masgduced

cultural objects layed a role in the imagery of visual culture of the capital and many
kinds of art produced in this era.
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From Cage to Archive: Critiquing the system from 1989 2000

Like the momentous events of 198/the year 1989 was a year of radical ¢eaim the
sociopolitical system, and of artOs role in that system. In El SalVahar Lebanoff, it

was the beginning of the end of a long civil war and an entrance into a postwar period of
mirrored violence, a time when artists from each place becagreatipnally recognized

for their uncommon reflections upon the persistence of conflict even after-tadesb

end of the war. As the pestar period developed, artists in El Salvador developed an
aesthetic language that included conceptual artworkemdspy to social issues and
problems that arose in this era, and with the absence of color, an asthetic they named Oel
blanco violento.O Meanwhile, a core group of internationally recognized artists
developed, violence and a security crisis continuedupt@long the dividing lines of the

city as control was transferred from the hands of warring paramilitary groups to warring
gangs, after the peace accords were signed in 1992. The country remained divided by
both violent gang territories and the seemmomic class divide; by 1989, so widespread
was the theft of countryside land belonging to the poor rural population, that the
oligarchy (1% of the population) had usedd41% of the farmeable lar@D% of the

countryside residents were left without lanaystly poor and indigenous farmers.

11989 waghe first year of the Cristiani presidency of theenal political party, a landmark in a timeline
thatwould set offthe events that led to the end of the iReacting to the possibility @ rigged election
that had puCristiani in power, the rival political party FMLBtarteda campaign that brought the violence
of war to the elite Salvadoran populatidar the first time not only affecting the poofhe attack brought
assasinations and violenak the wayto high ranking political andhilitary officials. At the start 0f.990,
UN Peace negociations begaventually leading to th&gning of an agreement between Arenal and
FMLN that then developed into ti®92 peace accordsat finally markedhe officialend of the war.
(Montgomery 1995).
21n 1989 the Taif Agreement was signed in Lebanon as the first step to ending the civil war. Religious,
sectarian, and state militias continued fighting until 1990 when the Taif agreement was put into effect, and
finally in 1992, the first parliamentary elections to be held in twenty years took place. For an outline and
detailed explanation of the war timeline, see http://www.ghazi.de/civwar.html

62
I



In Beirut, artists who experienced the violent civil war and mass exodus of close to a
million, began to develop new conceptual art tendencies that dealt critically with the
insuffiency of state and international stwets to document and memorialize a war that
never seemed to end. After the peace accords that were put into action in 1990, the
assassinains, assaults, and on occasmmmbings continued, as did the divided factions

of secular and religious communiti@$e Lebanese oligarcByapproximately 1% of the

total population and 1,000 famili&wvas reorganized after the war to increase wealth to

an even smaller group, and openly conduct business through a familial model. The new
system of the elite, called theo®sortium of familiesO by economist Fawwaz Traboulsi,
was based around holding companies as the new form of capital ownership that permitted
the wealthiest families to diversify their businesses into different sectors of the economy,
while operating opeglas compnies of a familial nature amdstricting membership into

the countryOs rulirgite (Traboulsi 1994, 337). In Lebanon, as in El Salvador, artists

who were finding new ways to speak about the war and the ongoing violence of poverty

were largelyfrom this elite upper class.

During the time between 1989 and 2015 there were also a series of art booms in the cities
and art regions of this study. Latin American art experienced a boom in the 1980s global
art marketing, with the foreign interestprimitive-inspired art, magical realisrhand

kitsch. The work of the late Mexican artist Fridala broke sales records, and she

became a global art icon even bigten her husband, Diego Rivera. The Owar artO boom

3 The term magical realism (used to refer to Latin American literatur@58 by Puerto Rican literary

critic Angel Flores), like primitivism, emphasized indigenous traditions and mythology while maintaining
their belonging to the primitive, cute or nasve art category, the kind of primitive conception of the OtherOs
imagination,used to describe Mahieddirle.his 1955 essayMagical Realism in Spanish American

Fiction", Flores used the term to describe a fusion of two previously suggested®@masvelous realismO
and Omag|c realismO (the latter used to describe a genrk aftoid literature related to surrealism and
Ouncanny realismO from Venezuela, Germany and the US). For a discussion on the roots and early use of
this term, see Maggie Ann BowersOs bdagic(al) RealismNew York: Routledge (2004%erardo

Mosquera wote of the critical responses to these movements offered by Latin American and Latino
historians and critics, in books like Beyond the Fantastic (1995). Making reference to the Spanish
Colombian art historian Marta Traba, in the introduction to this aoglyphe describes a coundmrrrent of
theorizing against the linearity of modernity, the idea of the third world, the primitive, the magical realism,
and kitsch interpretations of contemporary art made in Latin America.
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in El Salvador occurred on a much mtoeal levelDeven though many of the buyers
were international, they purchased Salvadoran art in the country as a souvenir from the
war-time period. In the 1990s, a generation of Mexican artists, many whom lived and
worked in Mexico City, became intermatal stars, of the first were Gabriel Orozco,
Damian Ortega, and Francis Alys, and Teresa Margolles, though many more followed.
They captivated the world with their poetic conceptual pieces that many commented did
not Olook MexicanO or evoke the Mexidantity of the 1980katin American art boom.
CuahtZnoc Medina described the new 1990s art as a Omove away from identity politics
whether it be counched withi the language of nationalist rhetoric or the more palpable
anthropological discourses of recenaggO as Colombian art historiichele Faguet
noted (Faguet 200126). Medina described a tendency of Mexico City art practices as
related to the social positioning of the artists, who moves ways from the role of Osomeone
who expresses something to stamay,O and instead takes on a new role, Oin favor of the
contrary notion of the artist as someone who signals his astonishment at the circulation of
mearings.O (Medina quoted in Fagae01, 126). And while the 1990s Mexican
generation of artists continugéal bring in large sales and garner international acclaim
with exhibitions and European gallery represention, the undoubted new stars of 2000s
would come from Lebanon. The generation nicknamed the new OBeirut school of artO
would captivate the art world Wi their parafictional takes on archive, ethnography and
collective practices, most famously inaugurated into the global art world by the Walid
RaadOs, Atlas Group project would travel the world in such big name exhibitions as
Documenta and X, eventuallpming to represent the rise of the postonial global
South on the world stage. Akram Zaatddana Hadjithomas & Khalil Joreige, Lamia
Joreige and Rabih MrouZ, also made art world headlines with-tieeueing themes in
their work that revolved arourdcoming to terms with the aftermath of the Civil War and
an interest in individual and collective history, memory and amnesia, the archival, and the
politics of representatn (after disaster).O (Mullgf14). By 2010, another wave of
international interst in Central American contemporary art had brought about the rise of
several Salvadoran art stars, following the first time Central American artists began to be
included and recognized in the Venice iiBiale with the Gold Lion Award for Young
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Artist: Fecerico Herrero of Costa Rica (2001), An’bal L—pez of Guatemala (2001) and
Regina JosZ Galindo, also of Guatemala (2005). According to some historians, these wins
marked an important legitimization of art from the Central American Isthmilgidi

Fiengo 204, 131).

The artists of these boom periods have been included in other historicizations of art, most
commonly by historians working from a Northern perspective, who see their work and
role in the larger story of art in radically different ways. For examiplher book on
participatory art British art historian Claire Bishop calculates that the current of a Osocial
turn® in the global art world can be tracked to 1917, 1968 and 1989. Some of the themes
she outlines in the changing nature of social artinaleed, very relevant to the concerns

of the art stars of this period, and played a role in shaping the currents surrounding their

practices’*

Bishop sees participatory art practice in direct relation to the rise and fall of socio
political movements, plcing the idea of social art informed by political upheaval and
social movements as having arisen in the time period discussed in this chapter. She
defends her opinion by recognizing that her expertise is limited to a Western European
position, for which Be gives a political and social context, but ironically she includes and
evaluates many artworks from the global South from the very first example in her text
(Alfredo JaarG8amera Lucidal996, in Caracas), and throughout the remaining chapters
of the bod. She includes many Latin American case studies, with examples of artists
working in Venezuela, Chile, Argentina, Brazil, and Cuba (the latter which she
mistakenly includes as part of her description and evidence on the area she names South
America,p. 1-2). Following a Eurocentric perspective engrained in art history, she does

"4 OFrom a Western European perspecthe social turn in contemporary art can be contextualized by two
previous historical moments, both synonymous with political upheaval and movements for social change:
the historic avangarde in Europe circa 1917, and thecatied OneoO avagatde eading to 1968. The
conspicuous resurgence of participatory art in the 1990s leads me to posit the fall of communism in 1989 as
a third point of transformation. Triangulated, these three dates form a narrative of the triumph, heroic last
stand and collapsef a collectivist vision of society. Each phase has been accompanied by a utopian
rethinking of artOs relationship to the social and of its political potBmtiahifested in a reconsideration of

the ways in which art is produced, consunaed] debated.@ishop 2012, 3).
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not attempt any walepth or critical examination of theory, sogolitico context or

history from the South to accompany a description of the artworks from these contexts.
Instead she fits them into a timeline based upon a Western European view of world
politics and art thinking from Europe and North America. Thizutncal view of artists

and movements from the South, as necessarily fitting into the centre Art History as
peripheal side notes and examples of the expansion of European art tendencies, reflects
the unabashed Eurcentrism of art history narratives from the previous century, dating
back at least to Orientalism. It is against this grain that both critical art theoneshe

South developed, as well as critical artworks by artists from both the South in the North
and the Global South of the 1990s. They address the need for a deeper system change
both in the way art is viewed, interpreted and related to region.

The 1990s: Inside the Cage

In the spring of 1992, in LondonOs Covent Gardens, artists Coco Fusco and Guillermo
G—mePe-a put their own bodies on display inside a large metal cage. They disguised
themselves in sunglasses and-mahgenous costumes (Mexicanmastler mask, plastic

grass skirt, face paint, shiny Aztec dancer-disth and headdress, braided wigt was

part of a performance piece they callegio Undiscovered Amerindiarape they would

take around the world to present in museums and pulaieeshe guards hired by the
artists to watch over the cage announced to the public that these were two people from
the lost island of Guatinaui, on view as part of a O500 year tradition of displaying
indigenous people in cages started by Christophem@nis.OHered’a and Fusco 1997
Touring Europe and the Americas with the work from 1992 to 1994, they chose sites like
Covent Gardens where indigenous people had been exhibited 200 years earlier (from the

> The neeindigenous was a defining theme in the 1990s, addressed in diverse artistic practices by artists
with roots in the South, though few expressions were as radical and controversial as this one. Other
examples includan artistrun organisation from 1990s Cairo called the Asala Collective for Heritage Arts
and Contemporary Arts, which employed the strategy of combining knowledges from local art traditions
with those from foreign art traditions, mainly modsmifrom Europe (Wineg&006).
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17" century and early fcentury (Johnsot993, 2).”® Their intent was to Ocreate a
satirical commentary on Western concepts of the exoticO in the form oflangar
performance they title¥ear of the White Beain which they voiced an alternative
perspective on colonialisation against the backdifdpe Columbus Quincentennial
celebrations in the US and Europe, which celebrated Colombus@ikedddiscoveryO of
America and the resulting 500 years of oppression of native people.

Through the metal bars, the guards fed Fusco and GRenabananaand put them on
leashes to take them out of the cage to use the toilet. The Guatinauis OperformedO for the
crowd for a small fee: posing for pictures, telling stories in a nonsensical language,
dancing and even displaying the genitals of the Omale QuiatpecimenO. And the
audience OperformedO for the artists: tourists, mugeers, and passeby were

interviewed for a documentary produced by the artists, in which they revealed their
reflections and opinions upon viewing this couple in the cage. $mred, others asked

if it was a farce, but to the surprise of the artists, a large number believed the Guatinauis
real.Fusco noted, many Owhite Americans and Europeans spent hours speculating in
front of us about how we could possibly run a computer, snrglasses and sneakers,

and smoke cigarettes.O Witnessing these ordinary objects of everyday modern life, they
must have felt what Michele Faguet calls a Osédsitioal estrangementO (2001, p.

124), akin to James CliffordOs concept of the ethnagrapireal, Owhereby the familiar

is made to appear strange, thus revealing the Oatrtificial codesE [and)] ideological
identitiesO through which identities aotivaely constructed.O (Clifford 1988 cited in
Faguetl25).

What Fusco and G—rriee—a did notxpect is that their art world peers would criticize

® The performance was titled OThe Couple in the Cage: Two Undiscovered Amerindianst®929@hd

the yeaflong series of repeated performances of this work was TithedY ear of the White Be@r991

1992). The tour included Covent Garde@sange County, California; Walker Art Center; Whitney

Biennial, NYC; and the grand rotunda of the National Museum of Natural History, Smithsonian Institution,
in Washington, D.C. A documentary of the workhe Couple in the Cag&993) was directed by Paula
Heredia and c@roduced by Fusco and G—riez-a.
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them for Omisinforming the public,O with an artwork that quickly broadened from a
historical critique of Eurocentrism into an institutional critique of theratitution and

Opublic faith in museums bastions of truth@r(sco 14% In a 1994 academic essay on
performance, OThe Other History of Intercultural Performance,O Fusco reflected on the
crisis of viewing reflected in the various audiences who either took offefi$e &ouple

in the Cageor behaed offensively. She drew a connection between the myth and history
of primitivism, and contemporary identity politics from the 90s, drawing from KafkaOs
depiction of the racialized other. Fusco is not using the formulaic model of ©North
theory/SouthexampeO, rather, she references Kafka as a way to talk about a European
phenomena of anthropological othering that turned people into animals; her critique is an
intervention similar to the critiques of whiteness which emerged in the 1990s as well. She
invitesher readers to consider her performance in the cage through Othe irony of having
to demonstrate oneOs humanity,O in the context of a systemic and violent European
tradition, illuminated through KafkaOs 1900s story of Othe testimony of a man from the
Gold Coast of Africa who had lived for several years on display in Germany as a
primate.Qp.161)"”

Fusco and G—mez Pe—a0s work engendered several themes that concerned many artists
from the Global South during the 1990s: an engagement with critical race, tteo

legacy of anthropology and the critical paradigm of otherness encapsulated in the work of
Kafka (which inspired the use of the term Ominor litez&tin Deluez and GuattariOs

essay on Kafkaa term that would become widespread in Latin Americaargicism in

7 An the early 1900s, Franz Kafka wrote a story that began, OHonored members of the Academy! You
have done me the honor of inviting me to give your Academy an account of the life | formerly led as an
ape01979: 245). Entitled OA Report to an Academy,O it was presented as the testimony of a man from the
Gold Coast of Africa who had lived for several years on display in Germany as a primate. That account was
fictitious and created by a European writer whested the irony of having to demonstrate oneOs
humanity; yet it is one of many literary allusions to the real history of ethnographic exhibition of human
beings that has taken place in the West over the past five centuries. While the experiences ofhaay of
who were exhibited is the stuff of legend, it is the accounts by observers and impresarios that comprise the
historical and literary record of this practice in the West. My collaborator Guillermo GResmaand |
were intrigued by this legacy of germing the identity of an Other for a white audience, sensing its
implications for us as performance artists dealing with cultural identity in the present. Had things changed,
we wondered? How would we know, if not by unleashing those ghosts from & lifstbcould be said to
be ours?0 (Fusco 274).
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the next decades). A key element that artists like Fusco introduced into the art world was
the sense of agency that an artist could play in the role of social production of race and
identity. In the Couple in the Cage, the artists produasglhasubject both inside and
outside the hegemonic structure of race and indigeneity, of region and power. The
Guatinaui characters were both reifying and subverting the European gaze on the
indigenous body. They presented their audience with an invepse@xce of the man

forced to live as an ape in KafkaOs fiction, through ritualizing a violent history of
oppression, and inserting it into their present vernacular of visual culture, which had
already commodified indigenous identity from the past. At §tance, the two people in

the performance were encaged, subjected thsulan treatment. But as some of the
viewers in the documentary picked up on, a deeper understanding of the artwork and
artist as political agent revealed a dialectic at work, irclwboth the commaodification

and deconstruction of identity were present. The encaged person could also be read as a
shaman whose ritual performance linked present and past, whose alchemy of power
dynamics reversed social roles and presented an invertguepgve of world history.

Like the nahuakhamarguerrero described by Carlos Casta—eda in Don Juan Matus, the
shamarnwarlock chooses to inhabit the body of a crow in order to see the world
backwards. In her essay Fusco produces a timeline of the ethiiindigenous

American and African people who were exhibited in Europe and the US between 1493
and 1992, a timeline which she introduced by stating that OPerformance Art in the West
did not begin with Dadaist Oevents.O Since the early days of thestobqboriginal
samplesO were brought to Europe for aesthetic contemplation, scientific analysis, and
entertainmen‘?.(p. 146-7). FuscoOs intervention into the history of Northern
representation and exploitation of people indigenous to the South issegthsough

performance, text and interventions into the telling of this history.

By visibilizing a contemporary indigenous identity with two symbolic representatives

from a lost tribe, they confronted viewers with the impossibility of a Eurocentric togi
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see indigenous people outside the frame of the arl€iBytreversing the gaze, the artists
produced a subject that enacted the logic of Eurocentric violence, by either accepting the
mistreatment of the couple in the cage or actively participatitigein public debasing as

a tourist attraction. Their reactions revealed a middle class art public still under the spell
of Eurocentric world view and its limitations, following the behavioural protocols for the
institutionally-produced subject that was lesfted in the profile of the museum goer and

art public of the timé?

The Couple in the Cage was produced around the same time of the crisis of
representation that radically altered the paradigms of representation across the academic
world, from anthroplogy to art history. In the 1990s, feminist and postcolonial critiques
left their mark upon the field of anthropology, along with the Writing Cultures debate,

both leading to the crisis of representation that marked the paradigm shift that has been
calledOcultureastext to cultue-asembodimentO (Westmoreland 726) around within the
field. James Clifford, one of the writing cultures protagonists, offered a strategy for

tracking the categorization dfon-Westerncultural and art objects in a 18®&o0k

8 The Guatinaui installation also questioned the association of folk art with indigeneity of the South, with a
cage filled with mass produced objects like tomahawks and feathereditesses alongside OWester

objects: a laptop, tv, weights. A stylized folk art influenced by indigenous motifs and fantastical mythology
and labelled Onasve® was encouraged by Western curators of art from many Souths from the 1940s through
the 1980®as Nada Shabout has documeriteher recounting of the history of modern Arab art.

Describing an art trend of incorporating local mythology or local scenes and traditions inspired by Islamic
art, which developed during a period of national struggles in North Africa, Shabout ostimething akin

to the label of magical realism: OArtists working in this style aimed at transforming folk stories and legends
into imagery. In North Africa Western art critics encouraged what they labeled Onasve painting,O [also
based on fanstasy] whicheth considered a natural stylistic development for an underdeveloped peoples
lacking in imagination.O (Shabout 18). She cites the work of Baya Mahieddine,-taegtfAlegerian

artist surrealist AndrZ Breton declared a child prodigy, and whose wosknsit bluechip galleries in

France alongside Picasso, has been described as combining Omysticism, paganism, and Islamic
ornamentationO (Ali cited in Shabout).

¥ Some of these subjects also saw themselves reflected in the cage. One man from El Salladdr d

that a rubber heart hanging inside the cage was also his heart (Documentary). Ol could see my own
grandchildren in that cageEO another man in the audience said, reflecting on the experience of indigenous
people in the Americas and their exploitati@bjectification and commaodification as a cultural object that
could be appropriated in much the same way the Orientalist painters appropriated and exaggerated elements
from Middle Eastern culture (building invented definitions and terrorities arousd tygpropriations). He
echoed Fusco and G—nez-a0s initial question of wanting to know how much, if anything had changed
since colonial times when he said: OE | think it portrays and really brings home to me exactly how our
people were treated andE | d@1 know that weOre any betterafaiy.O (Heredia and Fusco 19%7is

guestion speaks to the ability of artworks to function as litmus test for historical and social change.
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written in the period shortly after he began to engage theoretically with the woek of
Black British theorists oBirmingham tradition. In his analysie offersa diagram

illustrating the categorization and value of indigenous objects (and their blociége a
validation through a Eurocentric system) in what he termed Othétare system: a
machine fomaking authenticity@he diagram contrasted high value objects from the art
market and museums (zone 1) with low value objects of tourist art (commodified
reprodeions, and curio items; zone;4&Jaiming there could be no direct movement
between these two zones, although much traffic occurred of objects moving between the
other 3 zones ([225). These were precisely the kind of objects and routes Fusco and
G—mePe-a presented to the public as part of the Couple in the Cage installation. They
produced a kind of alchemy around the-atigenous object commaodified into kitsch
souvenirs and costumes, transporting them, if only momentarily, into the realen of th

museum.

Critical theorist Arjun Appadarai warned that even this kind of resistence was in fact
futile, with the impossibility of not participating in the system, a system that would in
turn commodify the resistance to commodification and the deconstrgdtracial
hierarchies. Using a term popular in 1990s critical theory, he describes the cultural
system that is Oalways alreadyO there: OThere is no cultural ideological praxis that is not
always already produced by the movements of the transnatiorital capich is to say,

we are all factors of the global system, even if and when our actions misunderstand
themselves as égystematizing ones. So called oppositional discourse runs the most
unfortunate risk of all: that of remaining blind to its own cdinds of production as yet
another kind of systemic discourseXpradarai 1993, 198t is difficult to deny
AppadaraiOs point of the omnipotent systemefaching tentatcles, always reproducing
and interpelating back into its own centers, however, raasts of the 1990s began to
make work in ways that changed one of the most basic foundation of the system: they
ceased to become invisible in the global system which had heretofor rendered their

contemporaneity an impossibility.

71



Soon after the Guatinauhad left LondonOs Covent Garden to travel to other European
stages, Mona Hatoum transformed a sunny room in the Serpentine gallery in LondonOs
Kensington Gardens into a shadowy cage for the bodies of her viewers, in her installation
work OLight Senten€e(1992§° Visitors enter the confines of a large metal structure lite
by a single naked light bulb slowly raised and lowered, creatigeey gridliike

shadows that ripple on the walls, destabilizing the roomOs materiality and security by
simulating areathquakelike tremor.O (Mikdad2008).Inside the cage, visitors
immediately feel overcome by Otension inspired by those forms and shébgsesO

2010) and &visceral response of confinement and instabilityO (Mikdadi 2P68).

Edward Said it was G#rangely awry room she introduces us intoO. (Said 2008, 291).
Art historian Salwa Mikdadi sees this work (and its related series ofikgigtructures

made of everyday objects) as informed by the experience of the PalestiniarfNakba
(OcatastropheON6#8, when HatoumOs parents fled Palestine along with thousands of
other Palestinians who were displaced from their homeland. For Hatoum, the work is
informed by the details of her personal history but it is also about many other issues.
Light Sentencesi about institutional violence, an issue Hatoum speaks about through a
visceral instability in OLight SentenceO, a piece she conceived of shortly after switching
from making work with her own body to work for the viewerOs Body.

Hatoum describes the prielm between being forced into essentialism (being asked the
same question in interviews over and over again what is OArab® about f&amwrk)

8 QOLight SentenceO, like HatoumOs other work, did not follow the tropgwirtiee. She was asked

continuously what exactly was OArabO about herBWidstern critics could not apply the same formulaic

reading of identifying an indigenous aesthetic or tradition as had been done with the work of Mahieddine

(and othersvho worked in the same vein).

8. Nakba means OcatastrofeO in Arabic

82 By the late O80s | wanted to take my body, the body of the performer, out of the work. | wanted the

viewerOs body to replace mine by interacting directly with the work. My work always comstwithténe

viewer in mind. The viewer is somehow implicated or even visually or psychologically entrapped in some

of the installations.@anine Antoni, OMona HatounBOMB Magazing1998,

http://bombmagazine.org/article/2130/mematoum.

8 (Hatoum | dislike interviews. IOm often asked the same question: What in your work comes from your

own culture? As if | have a rigge and | can actually isolate the Arab ingredient, the woman ingredient, the

Palestinian ingredient. People often expect tidy definitions of otherness, as if identity is something fixed
72

I



making work that is inspired by an experience (or context) but not limited to one

explanation, one feeling or ennterpretatior:

Like Fusco and GomeRe—a, Hatoum creates a kind of open system in her work, where
she meets the viewer with an experience and institutional critique, where things are not
what they appear at first glance, where the even the ordiraphebjects cannot be

taken for granted and where Othe knownO is questioned. Metal bars of pet cages, light
bulbs, converse sneakers, grass skirts, commercialized indigenous costumes all become
implicit to a critique of a system that produces and normslizem. This method of
theorizing through art, operates on many levels but especially on the border of thoughts,
belief systems and national frontiers. It offers a site for theorizing through play, through
dialogue, where the severity of violence is jpdsed with the irrepressibility of

playfulness; where the internalized logic of hegemony becomes unraveled as its own
limits and borders become visibEdward Said has described HatoumOs work as
operating both within and outside the logfacultural defiitions: ONo one has put the

Palestinian experience in visual terms so austerely and yet so playfully, so compellingly

and easily definableEif you come from an embattled background tiseéién an expectation that your

work should somehow articulate the struggle or represent the voice of the people. ThatOs a tall order really.
| find myself often wanting to contradict those expectatio@snini 1998)

8 OtOs more the inconsistencieatthother me, like when people refer to me as Lebanese when | am not.
Although | was born in Lebanon, my family is Palestinian. And like the majority of Palestinians who
became exiles in Lebanon after 1948, they were never able to obtain Lebaneseddeititit was one

way of discouraging them from integrating into the Lebanese situation. Instead, and for reasons that | wonOt
go into, my family became naturalized British, so IOve had a British passport since | was born. | grew up in
Beirut in a family bat had suffered a tremendous loss and existed with a sense of dislocation. When | went
to London in 1975 for what was meant to be a brief visit, | got stranded there because the war broke out in
Lebanon, and that created another kind of dislocation. Hatnhanifests itself in my work is as a sense of
disjunction. For instance, in a work likéght Sentencehe movement of the light bulb causes the shadows

of the wire mesh lockers to be in perpetual motion, which creates a very unsettling feeling.oWleetey

the space you have the impression that the whole room is swaying and you have the disturbing feeling that
the ground is shifting under your feet. This is an environment in constait flassingle point of view, no

solid frame of reference. Therea sense of instability and restlessness in the work. This is the way in

which the work is informed by my background. On the other hand, | have now spent half of my life living

in the West, so when | speak of works llkght SentenceQuartersandCurrert Disturbanceas making a
reference to some kind of institutional violence, | am speaking of encountering architectural and
institutional structures in Western urban environments that are about the regimentation of individuals,
fixing them in space and pgirtg them under surveillance. What | am trying to say here is that the concerns

in my work are as much about the facts of my origins as they are a reflection on or an insight into the
Western institutional and power structures | have found myself existiiog the last 26dd years.O

(Antoni 1998)
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and at the same moment so allusively,O describing how her work is able to speak to a
regional experience while functioning outside thénfy or sereotyping of Orientalism
(Said 20011).

Hatoum envisions her own development as an artist through the process of moving from
the didactic to a dialogue with the viewer and the viewerOs assumptions, in what she calls
an open system where theliical and the aesthetic meet:

When my work shifted from the obviously political, rhetorical attitude into bringing political ideas
to bear through the formal and the aesthetic, the work became more of an open system. Since then
| have been resistingtampts by institutions to fix the meaning in my work by wanting to include

it in very narrowly defined theme shoit3

In this description of her approach, Hatoum maps her method of resisting the limits of the
artinstitution, in which she is a major playaith solo exhibitions in welknown cannon
museums and has held a high art market value for more than three decades. She questions
the viewers attitudes and belief systems through involving them in a bodily, visceral
experience that necessitates confranthe boundry between fiction and truthiVriting

about a very different group of artakers during the same time period (1991), Amalia
MesaBains posited that the art created by Chicana artists Odoes not simply reflect
ideology, it constructs ideolody. This construction of an alternative way of
being/thinking/experiencing/making is the key ingredient to HatoumOs process, as she
moves from her own bodily experience to those of her audf8&meaking to this kind

of intervention into ideology that antssof color were making through their art in the

8 She continues,I®a very general sense | want to create a situation where reality itself becomes a
guestionable point. Where one has to reassess their assumptions and their relationship to things around
them A kind of selfexamination and an examination of the power structures that control us: Am | the
jailed or the jailer? The oppressed or the oppressor? Or both. | want the work to complicate these positions
and offer an ambiguity and ambivalence rathen ttancrete and sure answers. An object from a distance
might look like a carpet made out of lush velvet, but when you approach it you realize itOs made out of
stainless steel pinghich turns it into a threatening and cold object rather than an invitiagls not what
it promises to be. So it makes you question the solidity of the ground you walk on, which is also the basis
on which your attitudes and beliefs lieO. (Antoni 1998).
% n her approach to the body, especially in work predating Light Senteateum developed a certain
kind of feminism that responded to the occupation of Palestine, among other issues. This vein of her work
reflects similar concepts developed by Chela Sandoval in her 1991 foundational essay OUS Third World
Feminism:The Theoryand Method of Oppositional Consciousness in the Postmodern Wavkich laid
the base for the interseccionality of the 2000s.
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1980s and 90s, within the diasporic context of the South within the North, Stuart Hall
identified the active role in subjentaking as present in art that was Onot a seoafet
mirror held up to reflect wdt already exists, but as that form of representation which is
able to constitute us as new kinds of subjeictss reading of contemporary Carribean
and Black British cineméHall 1990,560672).8” In HatoumOs cage she remakes her
viewerQOs reality into hewn, inverting the gaze of othering; in the GuatinauiOs cage the
artists invert the gaze of the neolonialist on the subaltern, offering the audience a
confrontation with their own participation in the history of violence and the process that

commodifes or feeds upon the spectacle of indigeneity.

Both pieces can also be viewed in opposition to the trend of primitivism, one of the most
pervasive hegemonic trends in the art wéfldnd its successor, magical realism, a term
imposed by Northern scholaasd rejected by many Latin American scholars and artists
that nonetheless haunted the area of Latin American studies and art criticism for much of
the 80s and 90%.Like GayatriOs subalterhetperformance of symbolic visuals and

sounds by two artists iin a cage reflects the thesis of the lack of voice of the subaltern,

87 Edward McCaughan (2012) places these two concepts in dialogue within his review of the role art and
artists have played in siat movements, and cultural theorizing around politicaliyarged artwork, sge

3-5.

8 This theme of primitivism was especially present in the 1980s when many major museums of the North
were producing exhibitions about primitivist art from the Soutlei$trategy was to feature unauthored
pieces by indigenous artists and artisans, to show how they influenced the aesthetic language of the

canonicalrtists of modern European art.

8 After widespread popularity through movies, art and classics by G&aiela Mfrquez, Salman

Rushdie, Toni Morrison, and Ben Okri, the term Omagical realism® became recognized both positively as a
Odiscourse for a kind of international literary diaspora, iarfiat cosmopolitanismO (Faris 2002, JLand
negatively as prowicializing stereotype applied to all Latin American works (Fuentes) and Oanother one of
those words that covered up what was going onO (Morrison cited in Faris 109). Magical realism is also
related in some ways to pestlonialism, declared by some to ligelratory even while mirroring the

othering found in primitivism that rendered the indigenous and the life of poor commoners exotic and
childlike (Taussig), was also related by some to-po#tnial discoursé’ In his essay OMagical Realism as
PostcoloniaDiscourseO (1988) Canadian literary scholar Stephan Slemon proposes an interstitial space
brought into being in magical realist narratives which mirrors what he imagines as the clashing of two
Ooppositional® systems in{ootdnial existence, which remmaDsuspended, locked in a continuous

dialectic with the Oother,0 a situation which creates disjunction within each of the separate discursive
systems, rending them with gaps, absences, and sileéesién also cites Maria TakolanderOs assertion

that maggal realism implies a necessary Ofakery(hpypf@senting the lives of Latin Americans in

fantastical terms and playing the fantasy off as somehow truer to their lives. Takolander notes that this isn't
necessarily a criticism of magical realism so mucthase who attempt to use it to understand real Latin
American cultures.O
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as well as the translation and displacement of diaspora, and the resistancetessardr
stereotypes of the West, which would locate authentic indigeneity in the past, far from the
sound of the television or the clicking of finger buttons on a laptop keyboard. The
problem with inserting these two works into the larger system of the art institution was
that some art historians and critics read them to be representative of the sobaltern

whole regions, simply because they represented new voices in the art world that were
previously ignored or made to be invisible. This essentialising view is something Hatoum
especially resisted in her consistent attempt not to be comply with laistartcal

perspective that tried to explain her work as an expression of culture, as if her work could
be understood by merely reading her biography (which was in many cases misinterpreted
as it did not fit neatly into the multiculturalist categoriesawfer, culture and ethnicity).

Hatoum, Fusco and Gom&z—a proposed radical changes Hthiaking of the
hegemonic systems against the backdrop of the paradigm of multiculturalism and itOs
erasing, essentialising version ofcaled equality. In the stteh between the 80s and
90s, the theoretical move away from the colonial crystalised into two main branches. The
first group, which sprung out of Spivak and SaidOs writings in the late 1970s/early 1980s
is often called the OSubaltern Studies Group,GedemirOrientalism and studies from
India, informed by the lens of being a part of the theorists of colour in the North, a
marginalised position. Shortly after, developing in the 1990s, came another group of
theorists on the South. Nicknamed OGrupo Modadfizecolonialidad,O this school of
mostly white male scholars from South America centers on the work of Walter Mignolo
and An’bal Quijano (Enrique Dussell, Nestor Garc’a Canclini, and other members, many
of whom deny the existence such an actual grougd)k&Baid and Spivak, this group of
scholars were part of a priviledged group in Latin America, while marginalised on the
global stage of academia, educated and born outside of the North. The Decolonial group
took issue with the idea of linearoaternity thatexcluded the South, which they viewed
as a continuation of Ocoloniality®. While the Subaltern group was deeply influenced by
class and gender, thetse indexesvere largely ignored by the Decolonial group, who
instead focused on race and geographyQiierO in indigenous and black identity and
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the exploitation that had enabled tredemarks of global capitalisnextreme wealth

and extreme poverty organized tagial hierarchies® Models from each tradition have
been informed by aesthetics and visudture, and in turn, have been incorporated into
art criticism on the South. The move from the 1990s idea of entering a OpostO colonial
condition to the 2000s act of moving away from coloniality pivoted on the inclusion of
the transnational and a contien between colonialism and global capitalism. Both terms
emphasize the condition of the colonial, rather than the other aspects/conditions of the
South beyond and outside the imposition of colonialism, minimizing the importance of

all other systems anddtories that predate and postdate colonialism.

Postcolonial narratives on territorialisation, inside and outside of the metaphoric cage,
developed into lasting themes of the 1990s Southern art Wolldsal scenes were

radically affected by the new pergce of foreign cultural centres which have been
identified as point of neoolonial machinery, operating as filters which control the
production, exportation and (often covertly) the sale of contemporary art from the South,
like the Centro Cultural EspaH#aSan Salvador, founded in 1997, or the Townhouse
Gallery in Cairo, founded in 19981n one of the few ethnographies focusing on the

1990s urban contemporary art scene in Cairo, American anthropologist Jessica Winegar

0 Black diaspora theorizing played an ianfant role in both genres and their viewstioa effects of
colonialism on the worléystem.
1 OLight SentenceO and OThe Couple in thedCsigealled a larger trend of resistance operating from
within and against popular postcolonial and decolonial ideas about art from the South (primitivism, folk art,
magical realism, etc.) In the 1980s, large institutions of the North featured blockdustdtions
depicting how the cannons of modern art from the North had been influenced by primitive indigenous art
from Africa, Latin America, and the Pacific Islands that was deemed anonymous. Fusco andRe—amez
refused to give their fictitious charaename®choosing the anonymous label Otwo Undiscovered
Amerindians®and mirroring this trend of crediting indigenous artists by culture but not by name, thus
denying them human agency or artist status while dehumanizing their position to beinghmeromal
world. This is a common exhibition practice from the WorldOs Fairs that continues today in museums of
Natural History, where indigenous people of colour are displayed alongside flora, fausairaal
kingdoms of the world.
2 As documented in @ative Reckonings (2006) the Townhouse Gallery played an increasingly far
reaching role after itOs founding in the late 1990s, controlling much of the outside funding threugh a re
grant system and implementing a curatorial selection strategy of vettistg #vat would become
international stars. The intentions and actions of the Canagiard and Ford Foundation funded Quartz
Gallery (a pseudonym for the Townhouse Gallery) have been describede@slar@alist. In a similar way,
the Centro Cultural E@—a in El Salvador began to act as an influential filter in the selection, promotion
and fundimy of local Salvadoran artists.
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locates artists as the intermedésrbetween the systems of the North and South,
OinterlocutersO in a state of perpetual Oreckoning with genealogies of the modernO with
Othe histories of ancient Egypt, European modernisng@lotiial nationalism, and state
socialismall in the context o& growing neoliberal economy marked by American global
dominance.(®006, p.2). She uses the term to Oexplore how they created meaning and
value in a period of social, economic, and political transformation,O (getting at the agency
of artists within thes larger processe¥)Most importantly, the concept of reckoning has
qualities of agency and being procéssed. The Egyptian arts interlocutersO maintained
an active, creative, and @oing engagement with the many different values, forms,
ideologies, ad histories associated with the modern. Against the curatorial narratives that
accuse Egyptians of imitating Western artists, it resists the totalizing aspects of the

OprogressO narratigieid) *

This time period has been described by €haio Wu as OQgeriod of privatization of
everything, including what was once outside of or against the reach of capitalism
including avanigarde and radical artShplette andtimsonxiv). Building upon this

notion, Stimson and Sholette declared the necessdinynkeng of collective practices of

the period after modernism through the frame of Marxism, to Otheorize it as form of
production and intervention that raises fundamental questions about the nature of creative
labour and how history is recorded and trantadjfor whom, and to what endiid,

xvii). They categorized the new kind of collectivism developed after the cold war period
as a kind of Ospector that haunts capitalismOs globalization,® borrowing Michael
DenningOs term (ibid, 4). Using this concept, tlesgribe models and examples of

global collectivism in the public domain such as the collectivism of the internet (ebay,
amazon, cloud sharing music sites from napster to spotify, blogs, listservs) and the kind
of offline collectivism Oof public opinionsing and falling on the Arab street or

3 Of we think of Egyptian arts interlocuters as navigating their way through the major social
transformations of postold WarEgypt by creatively calculating their positions and dealing with the
exigencies and problematics put forward by various genealogies of the modern, we arrive at a much more
accurate and dynamic understanding of postcolonial cultural production than thllt feind in Western

art writing about itG{Winegar 1995).
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ricocheting across Al JazeeraOs or Al QaidaOs networks or whispering in this or that
secret, selisolated cell gathered together in a cave in the Pakistani countryside, or in an

apartment in metro Toronto.O (ibid). xi

Like the internet, the new globalization of capital and culture all lead back to one place:
the Europearnlominated US and its model of contemporary Eurocentrism. Instead of a
plethora of theories about indigenous time that is outside and beyond ¢haf tim

capitalism or even Marxism, the contemporary theorists, curators and art historians refer
back again and again to the Western theoretical cannon of both art and thought. The
theories of multiculturalism stand in for the real theories of the Southkjwgatio erase

and limit all creative production from the South into the Eurocentric model. Latin
American art, for example, has become a reference fodetaitorship ideological art, a
model cited in contemporary art historical texts regarding many ptaees in the world.

The secalled Othird worldO artistOs body of the 1990s was made to perform difference
racial, greographical, technological, sexual, and gender difference, mirroring the famous
theorizing of Judith Butler whoOs theory of genddrsaxuality as fluid performances

rather than static performance was a defining tenant of identity politics. OA survey of
critical writing in both postcolonial studies and electronic media theory,O wrote Latina
Art historian Mar'a Ferntndez, Odiscloseswerwhelming preoccupation with the

body, identity history, feminism, and agency that could be used imaginatively toward
common ends.O Fernindez describes the Southern theorizing of this era so important to
artistic practices and thinking of the 1990s:

Frantz Fanon, Edward Said, Homi Bhabha, and Anne McClintock, among others, have written
extensively on the over determination of the racialized body as sign and have explored connected
issues in the representation of colonized and postcolonial peoplegryistereotyping,

exoticism, and primitivisni> (1999, p.20)

% Ferntndez points to Foucault as the main influence of this line of thinking, as she confiheession
of this new being in the passage that follows emerges from the 1966 mind of MickallkoThe psychic
landscape Foucault describes in the following passage images the cultural terminations and beginnings that
typify postmodernism globalization, the end of OWestern man,O the homogenization of difference, and
some other, utopian, decolairig zone as well:@bid).
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These themes, also central to the practices of the three artists discussed in this section
during the 1990s, would take on a different use in relation to the body during the next two
decadesfoart from the Global South.

Phantom in the Archive, 2000-2015

In many works of the 2000s, there became apparent a trend of moving away from the
artistOs body as central cite of the work and moving towards the body of others, standing
in as social sigifiers and protest of the conditions of global excess. The artistOs body,
once central to 1980s and 90s practices, began to disappear from the works circulating on
a global level, and in its place appeared representation of the social body, ofterhiaking t
shape of a phantom body haunting the work of art. This kind of replicant body became an
avatar for the artist to deliver mediations on social critique and injustice. Artists and
theorists accros the South at the beginning of this new century founcetiiesns

confronting the divide between a widening of visibility on ideologies from the South and

a narrowing essentialism of a kind of Qidentity politicsO planted in the 1990s. Wrestling
with this divide, Chicana theorist Chela Sandoval described Guilleram&Pe—a0s
performances as@ntemporary examples of globalizing Othird worldO politics enacted
within first world nationstatesO (199¢. 208). OPostmodern aesthetic forms (such as

punk culture, the songs of Laurie Anderson, and the performance pig€gagl@mo
G—mefPe—a or Monica Palacios)O she wrote, could be understood as Opostmodern
pastiche as an aesthetic form that is both empty and full at the same time, a site of active
possibilityEO (ibid)*® Sandoval understood the falsity of this binarjNofth and South,
evidenced by an inseperable dialectical relationship, of South politics existing in the

North, and the fluid place of pestodern aesthetics as Oactive possibility,0 where

% She further describes it as Oa mode of production and perception that expanded in the late twentieth
century to the point where all first world citizenbjects are faced with the dissolution of subjectivityOs
wholenessE intothe possibilities of an empty form capable of constantly refilling. The extremities of life
lived in the regions of social subjugation, war, and postmodernism unlock the shackles of perception, and
provide the methods by which postmodern beingfdbwit h resistance.O (ibid).
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hierarchies and boundaries can be inve$amdovalOs theories ke the beginning of
a resistance to the fixed formulas of Multiculturalism that would be challenged
throughout the first fifteen years of the®aentury.

This resistance to Multiculturalism was accompanied by an increase in recognizing the
knowledgedrom the South that refused to be categorized and limited by the
institutionalization of a concept like the Multicutural. Chicano literary theorist Rafael
PZrezTorres understood this astrifetween two opposing kinds miulticulturalisms: 1)

a OreactiompO multiculturalism that engenders a pseeqiaality for diverse cultures,

races, and ethnicities within a neolonial system, replicating the ideology of the melting
pot in a needraditional logic that ignores the inequalities in power distribution éetw
dominant and minority groups, and 2) a OresistantO multiculturalism that Oforegrounds a
basic inequality within thenosaic of multicultural America (1995p.25). Like

Sandoval, PereZorres argued that Chicano creative expression was a part of a
postolonial discourse resisting a reactionary multiculturalism and marginalisation. He
borrowed from Deleuz and GuattariOs concept of a minor literature to understand the
positioning of Chicano poetry within the dominant hegemony of United States literature.
It was a strategy used by Latin American art thinkers over the next ter? years.

Following this kind of resistence to the categorizing of the South and itOs artistic
expression came the trend of the Oparaficti@wirategy artists of the 2&entury

used to critique the logic and validity of narratives reified by a f€erdric history and
world-view. In 2002, one of the most famous artworks of this era was created by Walid
Raad under the pseudonym of the The Atlas Group, a fictional historic acchikie

" perezTorres bases his theorizing of a resistant multiculturalism that mobilizes around the issue of
oppression on Hal FosterOs reading of a kind otritical postmodernism as @rescribing social controlO
versus a critical pasodernism that Oseeks to question rather than exploit cultural codes, to explore rather
than conceal social and political affiliationsO (Foster 1983 TheAstihetic: xii cited in PZreZorres,
1995). In his seminal text on pastodernism, Foster, antarritic who was editor of Art in America at the
time he published this anthology describes a oppositionalnpodernism concerned with deconstructing
modernism and resisting the status quo, with a Odesire to change the object and its social contextO (in
opposition to a reactionary pestodernism that normalized a reonservative reifying of Olost traditions
set against modernisin@sistance to the status quo.
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Lebanese wars which was introduced into the global art spotlight as a part of Documenta
11 (and later included in large exhibitions and blue chip galleries around the world). The
Altas Group cemented the Oparafictichakda new category in contporary art with

itOs critique of the historical and the documentary. American art critic Kaelen Wilson
Goldie described it as Oa serious and fastidious approach to the accumulation of
documentselated to LebanonOs recent history in general, and they€dsififteen years

of civil war in particularE with all the trappings of traditional documentary research.O
But, WilsonGoldie continues, Othose documBrgeme found, others produded

function not as emblems of fact or scraps of evidence to support thioassef history,

but rather as traces, as symptoms, as strange structural links between history, memory,
and fantasy, between what is known to be true and what is needetebdvedO.
(Wilson-Goldie 2009.*° RaadOs emblematic use the Oparafictionalghbto the

forefront a critique of capitalist thinking around global crisis, war, and public

memorializing*%°

% | ambertBeatty coins the term parafictional to describe a kind of 2000s hegemonic critipeddu in

many artworks of this period when OFiction or fictivenessE emerged as an important category in recent art.
But, like a paramedic as opposed to a medical doctor, a parafiction is related to but not quite a member of
the category of fiction as estgshed in literary and dramatic art. It remains a bit outside. It does not

perform its procedures in the hygienic clinics of literature, but has one foot in the field of the real. Unlike
historical fictionOs fattased but imagined worlds, in parafici@arand/or imaginary personages and

stories intersect with the world as it is being lives. RBasulacral, parafictional strategies are oriented less
toward the disappearance of the real than toward the pragmatics of trust. Simply put, with variogs degree
of success, for various durations and for various purposes, these fictions are experienced gs5t.O (

¥ Wilson-Goldie highlights how RaadOs resedrabed art can also be read as a tragli® RaadE is

the driving force behind E the Atlas Grouphich takes a serious and fastidious approach to the
accumulation of documents related to LebanonOs recent history in general, and the countryOs fifteen years
of civil war in particular. As such, RaadOs work has all the trappings of traditional docymessarch.

Yet appearances can be deceptive. Imagine Lebanese historians frittering away their time at the racetrack,
gambling on finiskfinish photos, while shells are being lobbed back and forth throughout the country.
Imagine police investigators, tagk with solving the crimes of car bombings, but fixating instead on the
particular trajectory of the engines launched from those detonated vehicles. Raad may not be pulling his
viewersO legs, but he may just be holding back the hint of a smile and arukiegebrow as if to suggest

slyly, OYou see? Things arenOt always as they Aéemall, the Atlas Group thrives on documents, filing

them away into three distinct categories that comprise the organizationOs archives. But those Bocuments
some found, ottrs producel function not as emblems of fact or scraps of evidence to support the
assertions of history, but rather as traces, as symptoms, as strange structural links between history, memory,
and fantasy, between what is known to be true and what ischézte believed(@bid)

190t can also be noted that the artistOs body is completely absent from the work, even absent from main
authorship at first. Raad uses a phantom collective body to stand in for the institutional critique he wished
to bring to bothart world and global treatment of the Lebanese conflict. He uses images many substitutes to
stand in for the author and the male body of the @#stictional Dr. Fakhouri with images of his father, a
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The fact that many believed the Atlat Group artwork to be fact emphasized the falsities
and myths still surrounding the Arab world in the 20@@smedianarratives continued to

be held as world truisms. In 2007, the Costa Rican artist Habacuc (aka Guillermo Vargas)
presented regional audiences with a gatgonal work that shocked and repulsed the

local world. Based upon a digital archive dack of/excess of information from the

media, Habacuc@sposicion #Wwas displayed in 2009 at the Alliance Frances in San
Salvador. In an empty gallery room, Vargas placed a locally crafted clay pot on the floor
(emitting crack cocaine smoke), next toany street dog tied by rope to the gallery wall.
Above the dog was a sign on the wall written in dog food: Oeres lo qu&'igasCartist

named the dog ONatividad,O after a Nicaraguan migrant who was murdered by security
dogs while armed police watched amaookers filmed the death on their cell phones.
Through a whirlwind of social media responses (encouraged by a blog penned secretly by
the artist) the work caused controversy & widereaching public wh¢erroneosly)

called it Odead dog arfde ruma arose that the dog was left to starve in the gallery,
causing public outrage and protest campaitgngl Salvador artists described the piece

to me as Oun artista que pone un perro en un cuarto de la galleria y lo dejffmorir.O
Salvadoran American artdtorian Kency Cornejo understood the real political intention

of the work as an attempt to call attention to the inhumane and routine discrimination

against poor Nicaraguan migrants in the region (largely ignored by local {ffess).

well-known Lebanese actor who plays the role ofah@stage giving testimony, a watchman guard who
reveals his poetic side. In this sense, the body is dematerialized from the work of art, and the real body of
the artist turned into a phantahmt haunts the archival work. (ibid)

%1 GYou are what you reéireferring to thiake news circulated by the artist abou the work and real news
about Natividad which was received with hatred andiamtiigrant sentiment by local audiences who left
posts racializing and condemning Natividad for being poor ratherctitézizing a system that would let

him be eaten by dogs as crowds watched on and videod the gory assault as spectacle.

102 AuthorOs translation: Oan artist who puts a dog in a galleryadnteaves him there to die.O
193 Cornejo recounts the grim side ofgration told through a tale of a gruesome death filmed by anti
immigrant onlookers: OHabacuc intentionally named the dog Natividad to refer to the notorious case of
Natividad Leopoldo Canda. At the age of thirteen, following his fatherOs death, Naivésatbned
school and immigrated to Costa Rica in pursuit of work to provide his family with better living conditions.
However, once in Costa Rica, only further poverty and discrimination confronted him, and his attempts to
secure a job and transcend CaRieaOs hostile asithmigrant environment failed. Without a job and
money, he began living under a bridge, became addicted to crack cocaine, stole for survival, and accrued a
criminal record for petty thefiThen, around midnight, on the night of Novemb@r 2005, Natividad
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Emphasising the compligi of the public in the maintenance of a colonial system of
violence (expressed through a lack of action by the public to save the dog or Canda), she
reads the work through the decolonial theory of Quijdho.

Exposicon #1reaches outside the N/S binarndaropes of territory and migration,
occupying the local art world with something that is Onot artO; a parafiction that rouses
the notion of the ethical, a critique of violence normalized into national territories, a
breach against the system of the criafisation of poverty. Like American art theorist
Stephen WrightOs concept of double ontology in contemporary art, Olt doesnOt look, or
not look, like art. It looks like what it is: the redundant thing or actibni@ht, 54, cited

in Sholette2014, 99). Tie OcoefficientO of art, it is: Oa radically deontological conception
of artN as socialized competence, rather than performed works. A way of describing art
gone fallow, and then to seed; finding itself in a permanent state of extraterritorial
reciprocity,having noterritory of its own.O (Wright 13, cited in Shole2@4, 99) This
reading of art as socialized competence, deteritorialized from its own state of being, is
akin to the kind of Oundoing® increasingly popular in the late 2000s. As some dike L—p
sought to detach the label of Latin American conceptual art as necessarily socially
charged, others, like Faguet, unearthed art theories like Opornofitggoaérty porn)

jumped over a wall and entered the Taller Romero (warehouse) with the supposed intentions of stealing
goods that he could sell. According to reports, the security guard, Luis Hernandez Quezado, who knew
Natividad, released two Rottweitethat immediately began to attack the young man.10 As NativadaOs
screams echoed in the night, a growing crowd of neighbors quickly arrived at the scene, followed by the
police and the media. Rather than intervening, and following the ownerOs ordershoot the dogs, the
police and all the spectators simply watched as the two Rottweilers devoured Natividad Canda for an entire
hour. The attack finally ceased when the fire department used a water pressure hose to distance the dogs
long enough to remowdatividad, who was then limp, semdnscious, and immobile.(. 64)
194 She writes, OThe premise of the work both includes and extends beyond the specific Natividad case to
the idea of spectacle and viewer complicity to colonialist structures and insstuThe text Oeres lo que
leesO underlines the main concept of the work, which Habacuc communicated through the two NatividadOs
stories. In this way, while categorized as an Oinstallation,O HabacucOs profound critique of society and the
media is betternderstood in the context of conceptual art, and makes an important contribution to and
enriches the scholarly dialogue developing about conceptualism in Latin America that has only begun to
include Central American artists 8 $6)
195 Byt it was not untithe late 2000s that would it be read as relevant to a larger phenomenon occurring
across the Americas. In 1977, the year of OrientalismOs publication, independent filmmakers Luis Ospina
and Carlos Mayolo presented a manifesto (Image 1g) for a concephtieeyed to critique the
commodification of images of Colombian poverty, a process which sold the objectification of poor people
to European audiences, and like Orientalism, created an imaginary geography based on an exploitation of
exaggerated notions tfe cultural other. Ospina and Mayolo called their concept OpaisasiaO,
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applied it to theurrent state of art thinkingiike Orientalism, Opornomisa® was a
concept that could be applied not only to one country but a whole region concept. Like
The Atlas Group projects and Exposicion #1, it hinged upon the parafiction of the
pseudedocumentary and a belief in art as a place for the correction (anel henc
redemption) of historyAll three posed as subeversions of a system of cultural
exploitation pointing to the humiliation of the subalt&¥tthe subject still invisible and

one of the most vulnerable to Rkloeral violence.

Images 1f and 1g: Scen®mi Agarrando Pueblo (1977) and an image oRPtbmaemiseria Manifesto
by Ospina and Mayolo (197.

composing the manifesto to accompany the presentation of their pdeadmentary Agarrando Pueblo

(1977) (Imaye 1f) in a European festival.

1% Embedded in their film and made obuk by the manifesto, Ospina and Mayolo modeled an example of
speaking with the subaltern and speaking out against the system of oppression which debased and ridiculed
the subaltern for being poor (though this should not be confused with speaking igbdhera nor did it

give the subaltern a voice, rather, it rendered visible the intent of middle class flmmakers to speak for the
subaltern and exploit their images in exchange fopfgean funding and audience).
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Chapter 2

How did they incorporate art from the South?
Curatorial Strategies from 1989

The critical lenses explored in the previous chapter dpedlan tandem with the
development of discourses of display in exhibition strategies. In this chapter | will
examine the history of exhibitiemaking and its significance to the display of art from
the global South on an international stage, through gamntrasting multiculturalist
ideologies practiced in two key exhibitions from 1989. These two large exhibitions,
Magiciens de la Terre and the Third Havana Biennial, became curatorial models for
incorporating art from the South into the Northern systehast history and large
exhibitions. | will demonstrate how this happened by tracing the two 1989 models into

the geographic turn with a @mlonial reading of exhibition history of exhibitionaking.

The beginning of the world: 1989 Exhibitions

1989, the year of two fundamental exhibitions in late modernism, one in Havana and the
other in Paris, went down in world history as a year of extreme change, unexpected and
unprecedented.Satellite technology played a particularly important role in thiectve
experience of 1989, when people in far apart worlds simultaneously watched the fall of
the Berlin wall, the collapse of the Eastern bloc and unarmed protesters massacred in
Tiananmen Square. As they watched the playback video of what would latetcde
known as the 1989 revolutions, many considered the undoing of an old world and its
protocol, and the yielding of a new, previously unthotgfhtnvisible world. The

possibility of local situations having an impact in a larger context echobd in t
newspapers, on television and in private diaries, in an era marked by the idea of the end
of the end. By looking backwards to what was no longer, the 1990s becamealgost

war, postcommunist, postolonial and posmodern world marked by an almost
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unstoppable surge in globalisation and Americanisation.

Magiciens de la Terre

Magiciens de la Terreone of the mostited landmark identity exhibitions, opened to
audiences during the Parisian summer of 1989, at a moment when it was common to hear
people on tk streets say, Oc'est magicarund the city (Boutoux 20083’ Just a year

before, Gayatri Spivak had published heagsmn the subaltern (Spivak 198& draft of

a lecture she gave in 1985. Around the same time the Cars topped the imtaknatio

billboard charts singing, OSummer, summer, summer, itOs like agmesgnd/Uh oh,

itOs magic/Inside of you/Got a hold on you/ThatOs right, itOs magicO

A lecture series of talks was included with the exhibition, in which Spivak participated.
She conmented on the overwhelming pleasure at viewing the diverse quantity and
guality of artworks, while noting an absence in the exhibition conference: missing were
the voices of the many intellectual political activists from Africa who were working with
the oncept of the reversal of the other, which she understood to be a key dynamic of the
show Spivak 2011, 2683 Her criticism got to the heart of a major isf®ven though

the exhibition was about reversing a power dynamic set up in colonial timeseét@stgr
flaw would haunt the idea of the identity exhibition for years to come. Instead of
embarking upon the truly radical task of having the South to curate its own image of
itself, the exhibition repeated the old colonial task of dominating, definidgiimately
marketing the products of the South. This is evidenced not only in the stark absence of
intellectual activists from the South when it came to the conference, but also in , the
curatorial voice, with the designing, presenting, and definingeofrhages of the South.
These imaginings were not only representative of the art and cultural production of the
Southbbut were also read as renderings of the South itself (its cities;atdled

7 Thomas Boutouxecalled this common pase heemembered from when he was a teenager in Paris in
1989, in his talk on Magiciens de la Terre Enthibitions and the World at Largat the Tate Britian in
20009.
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OmodernismsO, its underbellies and crossroads). Thgss,istulptures and other kinds
of art would emerge as coded representations for this vast and diverse area of the world

over the next twentfive years.

Opening just a few weeks after the fall of the Berlin wall, the timingagiciens de la

Terre Odbvetailed with two other exhibitions that sought Oglobal reachO and came to be
chronicled as noteworthy Oidentity exhibitioB§the 3rd Havana Biennial] arithe

Other Storyin LondonO. Reviewing Afterall journalOs series Making Art Global (which
placesin dialogue the much less cite§ Bavana Biennial with the scalled landmark
exhibition,Magiciens de la Tere Natasha Ginwala observes some of the major themes
these exhibitions brought to the forefront: the newness of OotherO modernisms created by
are-working of old concepts and widening diversity, as key themes of the 1989

exhibitions:

while all three exhibitions employed different curatorial strategies, and varied in extent, they
revealed a panoply of perspectives on OotherO Modernisms. Thes@ersi@volved Oa
chewing over and spitting outO that produced a renewed field of possibility and provoked
transitions from an auttuned art history toward polyvocal and peripatetic frequanaie
OelsewheresO (Ginwala 2011 (citing EschéR)p.

Here aain the term OelsewheresO makes an appearance as a popular 2000s term in
curatorial discourse. Ginwala is citing Charles EscheOs use of the term in the introduciont
to this series, at once-edfirming the curatorial perspective that remains anchorduakin t
centre/periphery concept, with a scope limited by an understanding of this plurality as
part of the periphery. But what if this concept were inverted and one peripheral location
in the South was to be transformed into the centre, a new headquartevghiich to

theorise, curate, define and represent the art of the times? What if radical activists (like
those whom Spivak might have invited to critique the art and culture system) were in
charge of this new theorising and practice? Could the art andecaitstem be radically
changed, or would it rproduce the old hierarchies andalegn the peripheries around a

new centre? Is it possible to imagine a cultural terrain with no centre nor peripheries?
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Barbara Kruger put this question to Magiciens dedadOs audiences in her 1989 work
by the same title. The work displayed promently a large series of text that read: Qui sont
la magiciens de la terré2s vedettes de la tZIZ? Les politciens? Le journalestes? Les

artistes.es dealers?

KrugerOs questionteaed both the ambiguity of the exhibitionOs title and the new
curatorial strategy of exhibiting traditional artworks from fWiestern religions next to
contemporary artworks by Western visual arti®#n unusual practice in the field. Was

the audience tanderstand sealled firstworld contemporary artists as magicians, or the
so-called third world OmagicO as art? After all, the term OmagicO had historically been
used to both belittle and fetishize the indigenous;\Wastern religious beliefs and
practices on display in the artwork featurediagiciens de la Terre But however

insulting or newage the title may have appeared, marking this affair or cultural moment
as a magical moment, also served to obscure the real promise that the exhibition proposed
in offering an escape from the strict ethnocentric categorising of the art world. Jean
Fisher wrote that the curatorial strategy of Jelurt Martin Oburied [a potentially

fruitful internal reflection on Othe relationship of our culture to other eslbfrthe

worldQ] under the obfuscating ahistorical and apolitical sign of On{&iEb&R011,
250).By ultimately entered into the territory of the trope of third world art as magical, a
narrative which essentialises the indigenous artist or religiactitioner as being

innately of the Earth, and the white contemporary artist as being of the world, or worldly
as in a citizen of the world, free to travel, roam and appropriate other less privileged art
and artists. Even though the exhibition contrdouto the careers and travels of many
nonWesternartists, it still had difficulty transcending the very modern/primitive binary it

sought to dismantle.

Not only could examining these works from very different contexts as equals have been
fruitful for the West, as Fisher proposes, but the act of making the indigenous visual in a
contemporary context was also significant. It proposed a promise, the beginning of an
opportunity, although the system in which curator Martin encased the indigenous and the

contenporary was certainly flawed. For instance, the fact that there were no traditional
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works by indigenous Western or Northern religious nor white craftspeople only
reinforced the definition of Western art as modern andWestern as traditional,

popular ancraftlike. There was also a lack of contemporary artworks by indigenous
artists, as Fisher has also noted in her criticism of the exhibition. Still, the promise the
show proposed was that of equal consideration of the aesthetics from three distinct
histories, placed in dialogue within the limitations of an exhibition. These were primarily
the history of noANestern religious art, the history of popular art (sometimes known as
craft), and the history of contemporary art from a Western fine art tradaiem Known

as Art History). Martin took great pains to select art from the first two categories and
place them in textual, figurative, literal, and material dialogue with art from the latter
category, a strategy similar yet different from the much malidtreditivism exhibition
which had taken place several years earlier at the Museum of Modern Art in New York,
and showed how sealled OprimitiveO from art from third world thousgeat old

traditions had been appropriated by Western artists in modeadgtdns. And even

though each history had developed over hundreds, even thousands of years, and perhaps
did inspire a unique triangulated dialogue, the kind of implicit comparing of these three
distinct traditions implied by the exhibition could not gege#he binaries of colonialism
which pit the primitive against the modern, the third world against the first, and so on.

Much of the backlash of criticism after the exhibition focused on MartinOs refusal to take
into account in the show a third historlgettraditions of Western art in nddestern

places. For example, he opted not to show local artwork or trends he witnessed in art
schools during site visits to Nigeria, where Western modernist was incorporated into
local practices$teeds et al 238 Along a similar vein, Martin eschewed the tastes of

local art directors and curators who received him and his team of French researchers
during cite visits, dismissing their suggestions of artists and artworks as the kind of
national art endorsed only by embigs and featured in the lobbies of international hotels
in large noAWestern cities.

In her headlining essay daking Art Global (Part 1): Magiciens de la Terrine 2012

book dedicated to rthinking the significance of this exhibition, Lucy Steeduagythat
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the exhibitionOs value lies in its being the first major international exhibition that was
truly far-reaching, marking the way for both a pattern of exhibitions and a trend for the
art market. Indeed, shortly after the exhibition, in the decatleedf990s, the marketing

and interest in noiVestern craft and religious art (especially that categorised as kitsch)
became a new phenomenon, and profits soared from Western and Northern audiences, as
did the interest in Oworld musicO a new categorgyartio this era, perhaps personified

by the Putumayo recording label, another series ofWestern art from far away places
that was marketed and curated by another Northern white man, American Dan Storper.
The defining of new genres through marketamgevetincreasing number of far away

places to Western audiences became a trademark of the times, one that would bring the
art world into its current era of ndiberal global capitalism. Fisher explains the
relationship between the West and the arttof GtherO as fitting into a neoliberal

formula for marketable entertainméfit.

The dominant Western aesthetic structure she writes about is perhaps equally limiting for
artworks created in the North, in the capitalist centres of the world, which under its
narrative mantle become misrepresented and mislabelled along with those made in the
other regions of the world. Deeply tied to capitalism and neoliberalism, this structure has
been promoted in some of the most influential biennials of the last thirty yrearany

ways, the strategies and methodologies employed in the curating of these events has
revealed a kind of symbolic pact between the Western aesthetic structure, the art world
and the ruling wealthy classes in regions across the W8iTdhe most obvias visual

reflection of this pact is perhaps the white cube, the domin&rar®2£ century format

for presentation in exhibitions from museums to biennials alike, since the age of
modernism. Relying on white walls, often called OcleanO or explaithetthevcuratorial
meme, it is a strategy f@letting the artwork breathT@e white box of the museum

198 H\estern artworks are a symptom of division. Entertainment is fast becoming threlerdyailable to

them, and if the art of others is defined in terms of the Western aesthetic structure, it too is implicated as
entertainment and loses its voice. The homogenising and universalising Western aesthetic is an alibi for
refusing to hear theoice of the other, which is stigmatised as Babelian, incoherent, incapable of giving an
account of itself(fFisher 2012, 251)
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gallery format removes the work from any context but the museumOs, encasing it in a
location that is both a privileged place and a kind of@aceO. We erasing any
connections to the local world which most likely informed the making of the work, it
replaces that context with the rhetoric of museum high culture, it legitimises one visual
form of modernism above all others, where the work becomes maotaimed and
validated and OfixedO inside a narr&ijust as it is rendered lifeless.

In OThe Global White CubeO (2005), Elena Filipovic traces the use of the windowless
white cubé™to a display strategy developed by Alfred Barr Jr. for the Museum of

Modern Art in New York in 1929. She writes of the Onecessary fictionO of this strategy
created to engender a dominant ideolbgyVith the encasing of works of art from

around the world in the white cube, she argues, a symbolic connection is realised and a
kind of OwhitewashingO occurs. In this sacred space of whiteness, the work of art not only
becomes validated but becomes known through a narrative that is also about whiteness
and racial dominance. And in turn, as the work is validated, it validates teensysmt

encodes it, creating a situatienhoeinga paternal, colonial past.

Jean Fisher describes a different kind of visual symbol of a pact with dominant
hegemony, equally as invisible and-pdiwerful, in her critique of the symbolic terrain
drawn upin the exhibition of artworks iMagiciens de la TerreShe notes how dividing
lines between Western and R@érestern artists were drawn not only in the physical

layout of the space but also in the practices leading up to the exhibition, which bordered

1OFijlipovic offers this definition OEthe minimal frame of white was thought to be Oneutral® and Opure,O an
ideal support for th presentation of an art unencumbered by architectural, decorative, or other distractions.
The underlying fiction of this whitewashed space is not only that ideology is held at bay, but also that the
autonomous works of art inside convey their meaninquiquely aesthetic terms. The form for this fiction
quickly became a standard, a universal signifier of modernity, and eventually was designated the Owhite
cube.O (2005, 323)
11 From the MoMADs whitewashing forward, the white cube became a cipher fatiorsiit
officiousness, fortifying the ultimate tautology: an artwork belongs there because it is there. In that space of
encounter, the ideal viewer (white, middle class) is also constrbetetl behaved, solemn, disembodied,
and able to focus on the guarity of the work of art with an uninterrupted gaze. Particular to the white
cube is that it operates under the pretence that its seeming invisibility allows the artwork to speak best; it
seems blank, innocent, unspecific, insignificant. Ultimately,twingkes a white cube a white cube is that,
in our experience of it, ideology and form meet, and all without our noticlgFitipovic 2005, 324)
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onthe tropes of the worldly Western artist who reference primitivism in their
contemporary work.
The artistOs vertical ring dominated the perspective of La Villete like the rose window ef Notre
Dame, a giant Osolar anusO that oversaw everything includiogizbetal Yuendumu earth

paintings below it, rendering all the lateral exhibits on the floor asasty side chapels. (Fisher
2012 255)1*?

These two invocations of whiteness and the chbr@hthe white box and the solar anrus

- speak of the strategiemd methodologies upon which the Western aesthetic frame is
built, impoverished by the limits of its own creativity. The iconic 1989 Magiciens de la
Terre promised in its curatorial statement to be the Ofirst worldwide exhibition of
contemporary artO wiflity artists from the US and Europe (an ovepresentation as

less than half of the global population is located in this region) and 50 artists from
elsewhere. From the latter group, artwork from the traditions of popular and religious
were greatly oveapresented, with works like paper maelebrijesfrom the Linares

family of Mexico, a dance space fashioned with earth designs identical to one that would
belong in a Vodun temple from priest Wesner Philidor. The exhibition curatorial team
also employedrether strategy that supported a binary colonialist narrative, omitting
information from some of the artworks and projects which resisted the imposed
categories'™® Thereis evidence of the extent to which the exhibition-sabratives of an
ethnic authentity pitted against the modern and technologic, worked in direct opposition
to the individual narratives of some of the artworks presented, such as the YuendumuQOs
use of broadcasting and aboriginal law.

Y2 Eyrther description: Tis colonialist arrogance is perhaps exemplified by the working strategy of artists
such as Richard Long, and the exhibition repeated the scenario when it sent a few Western artists into
Omarginal® territories: Long, for example, visited the Australia Yuendumu communityE LongOs work was
a very large mud circle applied to a black wallfé®ences to the workOs size recurred in the texts, as if this
in itself were a value. The mud was from ¥igendumuOs terrain; but for this and its size, the piece was not
substantially different from any other of Longdigl works.O (Fisher 201255).
113 Explaining this point with two examples, Fisher writes: OMost alarmingly, the emphasis in the curatorial
selection of African exhibits of the OfolkloricO at the expense of modernist aesthetics gave the damaging
impression that African modernism still doesedst. Similarly, although the Yuendumu earth paintings
made the show, it was not mentioned that, as the late Australian anthropologist Eric Micheals has
described, they operate a creative vigeeoductionandbroadcast unit structured armhiaboriginalaw.O
(Fisher 2012256)
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Jump to the first decade of the 2000s, after nunseeahibition and curatorial responses

to Magiciens de la Terreand the establishing of a category of Oidentity exhibitionsO
which seek to reveal and categorise OnewO art from far away places for Western
audiences and collectors influenced by Westernistdily trends. German art historian
Hans Belting returns to this theme of the ethnic, claiming that outside the West,
contemporary art is often embraced as part of recent local art currents because it offers
resistance to canonical art history and to Qethaditions, which can seem like prisons

for local culture in a global world.O (Belting 2068).

This idea of the ethnic tradition becoming a like a prison Ofor local culture in a global
worldO has been repeated verbatim by Miguel Amado and other suvat&ing in the

global South. Belting goes on to explain what he means by Olocal art currents of recent
origin,® by declaring that there is no art history in much of the world outside the West,
except for ethnic traditions, which he disqualifies bec#usg have already been defined

by older Western tropes that are now out of fashidRerhaps he means there was no
history of art or visuals or aesthetics in most parts of the world, or there was no Art
History, meaning no trace of Western art historyraditions. To declare ethnic arts and
crafts as a dead tradition seems to be less of a proven fact and more of a desire to locate
the authentic indigenous in the past, far from modernity.

Seventeen years aft®lagiciens de la TerreBelting categorises ¢hindigenous or ethnic
as having become a kind of cage for tWastern artists whom he places, along with
their art as firmly within the category of Othe newO. He lauds globalism for heroically

14 Belting writes, OYet beyond the West, contemporary art has a very different meaning that is slowly also
seeping into the Western art scene. There, it is hailed as a liberation from modernismOs heritage and is
identified with lacal art currents of recent origin. In such terms, it offers revolt against both art history, with
its Westerrbased meaning, and against ethnic traditions, which seem like prisons for local culture in a
global world. There are reasons behind this doulsiistance that deserve our attent@iiBelting 2006).
500n the one hand, there was no art history in most parts of the world; therefore, it could not be
appropriated like a readyade. On the other hand, ethnic arts and crafts, as the favorite childraato
teachers and collectors, no longer continues as a living tradition even if they survive as a commaodity for
global tourism. OThe death of authentic primitive art,O to quote the title of a book by Shelly Errington,
opens a space that contemporaryirarades with its double character: as pluistorical, with respect to the
West, and postthnic, with respect to its own environments.(8) | do not say that this is a description of
what is, but a description how artists nowadays feel.O (Belting.2006)
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allowing for diverse ways of becoming modern, no longer cksgchnor unidirectional

in its world-view. For Belting, the idea that the global and the modern could be a
Eurocentric Western tradition is now a concept that is rapidly moving into the past. LetOs
compare this reading of the ethnic and local within-Western contemporary art to an
actual example of the kind of artists Belting is referring to: the generation of 1990s
Mexico City contemporary artists whom became internationally famous in the 2000s,
mostly through the diffusion and popularity of a seaklcally based and informed
artworks.American curator Julie Rodrigues Widholm describes this generation for
Escultura Social: A New Generation of Art from Mexico Gity exhibition she curated

for the Museum of Contemporary Art, Chicago. Her curatantaht, she writes, is not an
attempt to Odefine a cohesive or national identity,O but rather brings together works by

artists of the same generation and location who share Oan approachakirgd:°

Here there is a notable trace of not only the siggwa of the indigenous and popular art
histories, but a replacing of that with an allegiance to both European traditions and style,
revealing the netiberal myth of the Ono placeO which stands in for the globalising of
Eurocentrism. Nearly three deca@ddter Magiciens, an exhibition which polarised the
artwork of the West and nonWest, we have the phenomenon of a new generation of
Mexican artists who have made a name for themselves in the international contemporary
art world by engaging with OinternatibpeacticesO (does this mean North American and
European?) and whose work, unlike their predecessors of past generations of Mexican
artists is being classified as Onotilyadentifiable as Mexican®oes this mean that for
these artists the ethnic hasleed become Oa prisonO from which they must flee in order
to gain entry into the contemporary art world?

118 Anformed by twentietftentury art historical legacies such as conceptualism, which are being re
examined not only in Mexico, but worldwide by a younger generation of artists, the work also refers to
popular culture, urban life, and current political issueg does so in a way that is not readily identifiable
as MexicanE In large part, this [2006 as first time a group exhibition of artists from Mexico has been
shown at Museum of Contemporary Art Chicago] is because Mexican artists have only recentfyedevelo
their work in dialogue with contemporary avaydrde international practices, consciously moving away
from the traditions of Mexican muralism, folk arts and-4Mexicanism that was prevalent in the 19€Ds.
(Rodrigues Widholm 2007, 10).
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The Third Havana Biennial

In 2007, Walter Mignolo asserted that E#xmerican intellectuals never did, and still do

not care much about debati@gnodernity and tradition,O at least not in the way this

debate is an urgent priority in Latin America and other places in the South, like India,

Africa, Japan and other cases he discusses in OColoniality: The Darker Side of

ModernityO.
Because the idead modernity was built as solely European and, in that argument, there was and is
just a Osingular® modernity,[footnote 17] it engendered a series of latecomers and wannabes (e.g.,
alternative, peripheral, subaltern, altermodernities). All of which repethe vexing question on
Omodernity and traditionO, a question you do not find much debated ameAmEtican

intellectuals. For that very reason, the debates about Omodernity and tradition® were and still are a
concern, mainly, of intellectuals fromemonEuropean (and US) world (Mignolo 2007, 43)

Perhaps this is one of the reasons behind the difference in title between two major 1989
exhibitions, contributing to why Martin named his exhibition Magiciens de la Terre, and
the 39 Havana Biennial’ -- an exhibition which opened just months later, and also
claimed to be one of the first truly international contemporary art exhibrianass titled

with the themdradition and Contemporaneitiylignolo goes on to say that modernity is
not such a contestedrm in the North as it is in the South, nor is it a radical act to

critique it there, because the North does not acknowledge its full role as protagonist in
Othe crimes and violence justified in the name of modernity,O (Mignolo 2007, 43) another
name forcoloniality (aka Othe consequences of modernityO). Instead, for the most part,
the intellectual system of the North carries on as if modernity is a linear project, in which
the West or North is far ahead dif @her regions of the worldsiven this defirtion and

the difference of perspective of the curators of these two 1989 exhibitions, perhaps we
can begin to understand the role location played in each exhibition and the resulting two

very different strategies for viewing and understanding a new gémrerld art.

1171 will refer to the Third Havana Biennal as HB3.
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Both Magiciensand HB3 were pioneers in their field in that they presented new strategies
for viewing nonWestern art, they both employed research strategies before and during
the exhibition in the form of ongoing dialogue. Bunajor difference is that the latter

HB3 deliberately set out to be one of the first truly global art exhibitions as a project
outside of the art and culture system of the North.

In her review of the 2011 bodWaking Art Global (Part 1): The Third Havana Biennial
British art historian Isobel Whitelegg notes the conceptual work which the Afterall Series
conducts by beginning the exhibition series of Making Art Global with theoliéss

cited HB3 rather thaMagiciens the more recognized landmark exhibition of the era
Building on CubaOs established position as a centre for the arbitratiorhefgesnonic

world networks, and its historical contribution to the definition of the term OThird WorldO,
Rachel Weiss makes the case for recognising HB3 as a pioneer worthgeostudy and

in dialogue with other major identity exhibitions, as an event that Ostadeaiv up Oa

map of the world that had not existedO. (Whitelegg 2012, 373).

The usefulness of vexamining HB3 and bringing it more out of the shadows and ieto th
mainstream of exhibition histories hinged upon these three initial points: the radical
positioning of Cuba outside the European and North American art system, the new world
map it proposed, and an experimental strategy for presentingomb@mporary afrom

other traditions alongside contemporary art (the latter different from the strategies
employed byMagicieng. Equally as important, HB3 was the first of the Havana

Biennials and one of the first major exhibitions to stray form the idea of categorisin
artists by nationality or national pavilions, and to do away with prizes aw&ftEuese

were traditions set in place since the Venice Biennial had begun in the previous century,
traditions which even the Havana Biennial followed in its first two editiéior HB3,

instead the exhibition was organised into thematic OnucleosO or nuclei, although within
these groupings the exhibition did not completely abandon categorizing artists by
nationalityBba number of artworks were shown under national themes, sdukral of

1181 uis Camnitzer describes this on page 206 of his dssiéne Making Art Global book.

98
!



the exhibition galleries presented artistsn many different countrie&s the nuclei of

HB3 were spread out into different venues around Havana, some, like the largest and
most ambitious, subtéd Tres MundoS? featured artists from dozenédifferent

countries, while others featured several clusters of nationally or regionally based themes
(Ncecled included sections on Latin American Textiles, Cuban Lithography, and
Calligraphy in Contemporary Arab Painting; Ncecleo 2 included Mexicandballs

African Wire Toys;Ncecle@ contained subthemes Messages from South Africa, We

Love You, Paraguay (a pdratino presentation of politically themed work), Censored
Photographs from Chile and The Tradition of Humour, a showing of young Cuban

artists).

HB3 aimed to create an equal space of dialogue between artists from a large portion of
the world, from a perspective that was grounded in the times as unabashedly third world
and of the global South, concerned with Seatiuth interactions and an internaiib

socialist narrative. The exhibition was created with a considerably smaller budget and
with a smaller infrastructure than later versions of the Biennial and then Magiciens, by
contrast, could not afford to fund the assistance of overseas artisteshithigon

(Weiss et al 2011, 13). Despite its budget and relative newness as an entity, HB3 has
been lauded by critics and supporters as one of the most original and pioneering editions
of thebiennial for several reasonBwvo-hundred and fiftyfour artists from fifty-four

countries were represented in the show, from Africa, the Middle East, Latin America and
the Caribbean. It was most likely the first time artists and local themes from Lebanon,
Mexico, El Salvador and Egypt had been exhibited in the sams&tellation of galleries,

under the same exhibition titl&@he work of artists from these places, however, were not
included in mutual themes or even in the same galleries, and the representation of artists
from each country reflected other centres padpheries from within the regions. Of

these four places, Mexico and Egypt were most represented with ten or more artists each
featured in the exhibition from these two larger countries with more of a presence in the

regional art and culture scenes o times (Weiss et al 2011,-8). Only one artist was

19Three Worlds
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listed as from Lebanon: Mona Hatoum, the Palestinian artist, who was born in Lebanon
to Palestinian parents, but does not identify as Lebanese (Hatoum 2014). One Salvadoran
artist, Jesus Romero Galdtmeas featured in the gallery themed We Love You,

Paraguay.

While Magiciensdisplayed artists in what appeared to be-o@onialist relationship to
each other on the gallery floors, HB3 placed art from three popular craft traditions
together in one nucleincluding wood carvings of Simon Bolivar, paper mache

traditional dolls from Mexico, and wire toys from Africa, some made by children

Image 2a. Ncecleo 2 of the Third Havana Biennale (1989).

The Mexican dolls exhibit included objects designed byib#xvisual artists and

created by artisans, creating a material dialogue between two art histories which coexist
in Mexico: local folk traditions and contemporary practices by renowned artists such as
Francisco Toledo
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Image 2b. OMexican DollsO imaghefThird Havana Biennale (1989).

Image 2c. OMexican DollsO exhibition text from the Third Havana Biennale (1989).

Theexperimental apach contrasted with thdisplay narrative created around Mexican
craft inMagiciens Examples ofalebrijes the Meican craft art that is brightly coloured
fantastical animal sculptures fashioned from paper mache and carved wood, were
displayed directly adjacent to four television screens from a new media work by French
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artist Daniel Buren, as if to place the modetchinology of European art in dialogue with
the coburful craft of the third world.

Image 2d. Adjacent works by Felipe Linares and Daniel Buren in the layout plan for the Georges Pompidou
Centre inMagiciens de la Terr€1989).

The exhibition text for ezh work further contrasted the agency allowed (or denied) the
contrasting artists and practices. One line describes thefiligtgbjects on display,

below the artist credit for Felipe Linares, a descendant of Pedro Linares, an urban Mexico
City artist who invented thalebrijein the 1930s after a vision of these fantastical

creatures in a feveanduced dream and sold the fiedébrijesin urban market places; the
tradition later became fused with rural traditions from the Mexican statexaic@a
(Anaya2001, 14).
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Image 2e. Exhibition text for Felipe Linares at the Georges Pompidou CeMaegiciens de la Terre
(1989).

Instead of describing this popular art born out of hybrid conditions and an urban context,
the exhibition text locates the work imet context of a religious ritual:

Ces monstres renouvellent la tradition mexicaine de cr¥%ones et de squelettes rZalisZs pour la cZlZbration des
fstes de la Toussaint, 1€ novembre:?°

In a strikingly different manner, the text for BurenOs piece emphhsisegency as a
creator ODaniel Buren himself has interviewed many of the artistsEO who exerts his
actions not only over the other artists in the exhibition but also over the audience, as he

OforcedO visitors to pass in between the screensxifiog teexhibition'*

20 Translated by google translate as: OThese monsters renew the Mexican tradition of skulls and skeletons
madefor the celebration of the feast All Saints on November 1.0 .
121 The text reads, ODaniel Buren artwime interviewZ un grand nombre des artistes prZsents lors du
montage de IQexposition (moniteurl®).spectacle de magicien de muball reprZsentait sa visi de
Magiciens de la terre (moniteur 4). Les visiteurs Ztaient obligZs de passer entre les moniteurs " la sortie de
|Gexposition.(Poppi 1991, 87)
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Image 2f. Exhibition text for Daniel Buren at the Georges Pompidou Centtegitiens de la Terre
(1989).

On this theme of technology and the indigenous, Martin is quoted as defending his
exhibition against comparisons with William Ro@ismimitivismO and Twentieth

Century Artexhibition at the Museum of Modern Art in New York (1984), exclaiming, Ol
am really against the assumption (underlying in a way also RubinOs exhibition) that we
have in fact destroyed all cultures with Westeaht®logy.O (Poppi 1991, 87). As |
mentioned in the previous section, Martin was also criticised for omitting details about

indigenous artists who used technology in their projects.

In 2007, Miguel Leonardo Roj#8oleto wrote a thesis focusing not on thatemporary

art of the Havana Biennial, but on its reception and phenomenon as a cultural expression
of the global South. In her review of the Making Art Global book on HB3, Whitelegg
notes that RojaSoteloOs work goes uncited in Aferall publication,as does his

discussion of the two 1989 exhibitions. Comparing Magiciens and HB3,-RBojato
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describes the discrepancy between the recognition and reception of the two exhibitions:
Magiciens is much more discussed as globally significant in the 20@ssiens of

global art than itOs Southern counterpart, even though HB3 featured more artists from a
wider range of the glob®?He describes HB3 as having more artists from Oelsewhere®
than any other contemporary exhibition, calling attention to the itwatythis periphery
actually constitutes a majoritile describes how the history of HB3 was subsequently
written and rewritten through the lens of Ewaentrism as way to Oreplace the current
cosmopolitan rationale of the international art scene witlaephry paradigm that would

no longer allow Western exhibitions to systematically ignore 80 percent of the surface of
the globe.O (Rojas Sotelo 93).

Returning to MignoloOs assessment of the difference in intellectual concerns between
South and North, pbaps one explanation for the lack of attention paid to HB3 was due

not only to its being outside the North American and European art and culture system, but
also outside its intellectual concerns and logic. We can see this idea illustrated in a
parallel wg, with the presence and representation of Egyptian artist ANaaerOs

work in HB3.

122RojasSotelo writes: Bin recent discussions of the global significance of art events in 1989, Havana is
not mentioned, despite the fact that it had proportionately more artists coming from elsewhere (250 from 54
countries) than any other event at the time, even more, comparatively, than much discussed Magiciens de la
Terre (1O artists from 50 Countries).O

1B Eyll quote: Gean Hubert MartinOs endeavor with Magiciens de la Terre was to replace the current
cosmopolitan rationale of the international art scene with a planetary paradigm that would no longer allow
Western exhibitions to systematically ignore &aqent of the surface of the globe. Many articles at the

time of the Biennale had intentions of comparing the two, but they were not, however, that su@essful.

P'a Barragtn, Olll Bienal de la Habana. La Bienal del Tercer Mundo. Entrevista a Pitamg.R&se en
Colombia No 43, (February, 199056-57; Guy Brett, OVenice, Paris, Kassel, S<o Paulo and HabanaO®

Third Text No. 20 (autumn, 1992)13-22. Recent articles and essays obscure HavanaOs participation in the
debate. See for example: Johahaenoureux, OFrom form to platform: The politics of representation and

the representation of politice® Journal Spring, 2005. 65-73.0
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Image 2g. Exhibition text and image of Ahmed NawarOs work at the Third Havana Biennale (1989).

The exhibition text about his work reads, OEgyptian artist Ahmed Naatsttst

painting brought together the decorative traditions of Islamic visual art and European
abstraction.O (Weiss 2012, 153). His work was featured in Nucleo 1, paired with
Colombian artist Eduardo Ramirez VillamizarOs large steel sculptures whittompaige

to preColombian art, as well as Cuban artist JosZ BediaOs similarly themed drawings and
installations. Together, they illustrated the exhibitionOs theme of the traditional
coexisting in the same time and space as the contemporary. This whe kiatl of

work -- and thesis about art histori®svhich was purposefully left out of Magiciens de la
Terre by Martin.

RojasSotelo includes several brief comments on the participation of Arab artists from the

Middle East in HB3, starting with his recdiung of a discussion with one of the Centro
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Wifredo LamOs staff who worked on the research and organising of the exhibition,
Margarita Sanchez Prieto. The oral history she relates shows the great cultural stretch
involved in bringing these worlds togethalpng with some of the cultural themes
translated through artworks in the creation of this new constellation, in which there was
little local knowledge of Asian and Arab worltf$.

She goes on to point out that some artists from the Middle East wenbecoime

Ocentral to the world of artO after showing work in the Havana Bienniak-Sogas

says she is referring specifically to Shirin Neshat, here, who is an Iranian artist and not
actually an Arab artist, although has shown work in many exhibitionseoMiddle East

and Arab art (RojaSotelo 2009, 108)Curator Nelson Herrera Ysla also described how

the research team relied not only upon research into local networks, but also heavily upon
international networks, using connections from organisatiotiee US and Europe to

gain knowledge and access to art from the Middle East, such as the Arab Institute in Paris
and the Asia Studies Center in the US (R&atelo 2009, 176).

RojasSotelo demonstrates how even after the third edition, the Havanai@ien
continued to function as a forum for OalternativeO and OperipheralO art narratives,
including those on the Middle East. Quoting from the Fourth Havana Biennial catalog,
he writes:

In the Olntroducci—n al Arte Contemporineo ArabeO (Introductioth tGaxri@mporary Art),
Ibrahim Ben Hossain Alaoui stated that the divide &¥sst and the orientalist view that was
brought into the mainstream of art history at the same time challenged and normalized Middle
Eastern art historical narratives.O (R@aseb 2009, 260)

RojasSotelo marvels at the idea of a fluid Muslim aesthetic that spanned across national
boundaries in the Arab world, finding it remarkable that in the 1950s there was evidence

1241 PrietoOs words: OCuba was leading thaligmed movement (NAM) during the 1980s and that gave
us the opportuty to ask the right questions. To ask about those segregated areas of the world we did not
have any contact with before. To me personally, the challenge was Asia and the Arab world rather than
Africa. | had grown up as a white Catholic; however, we hadpipertunity to know the syncretism of
African cultures, because of Lam and because of our own racial and cultural composition as society.O
(RojasSotelo 2009, 107)
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of Oan OinterarabO identity where in development, artistadroggion were in constant
flux and exchange..549)

In a narrative pieced together from individual experiences and a few documents, we can
see the beginnings of a dialogue set up between Latin America and the Arab world
through the mediation of arbd culture. The Havana Biennale began with a structure that
made this kind of dialogue possible, between two previously segregated areas of the
world. As the Biennial continues, so does this dialogue, albeit within a structure that has
radically changed st politics and strategies. In her insightful thesis on a neighbouring
exhibition, The Ghetto Biennale, Caitlin Lennon describes the changing nature of the
Havana BiennialOs theoretical framework and itsréfisal positioning within the larger

art worldover the past twentfive years. Her account of the Havana Biennial history
sheds light on the 3century phenomena that came to be understood as the third world
biennial, and has come fudircle, from radical OangjlobalizationO critique to

institutional cannormaking machine of global art, which feels slightly out of place with

its colonial undertones in decolonial times.

The Havana Biennial was conceived as an open space in which contemporary artists, critics,
curators and scholars from Africa, Asthe Caribbean, Latin America and the Middle East could
meet and engage with each other free from the confines of dominant ideologies. While utopian in
idea, the event was also pragmatic in that it created a platform for research and promotion at a
time when marginalized artists were unknown beyond their local contexts. In the editions of the
Havana Biennial he curated, Mosquera saw the Third World as a separate cultural form capable of
ushering in a new global eraE [which] would not entirely reject westailture, but would

transform it beyond all recognitionE. The Havana Biennial is the agantle model on which the
worldwide explosion of biennials in the 1990s was based. The biennialOs ability to create equality
from the discriminatory limitations dhe art world was celebrated and frequently repeated. It was

at these radical sites of interaction that the transformation of intercultural communication was
believed to occur. (Lennon 2009,-19) *#°

125 ennon continues,Many have criticized biennials, including HavanaOs, because thegrftigostiffen
into their own centers of power involving new gestures of inclusion and exclusion. Mosquera writes that,
after only a few exhibitions, the Havana Biennial had become a paradoxical global event. Its once
egalitarian mission had become auttaoian, bureaucratic, and at times, repressive. George Baker has
suggested that many of the larger biennials now seem to adhere to the logic of spectacle inflicting
Ophenomenological violenceO upon their spectators and creating an increasingly unfietin aest
experienceE Rasheed Araeen argues that in embracing multiculturalism, Western art institutions, including
the biennial, merely camouflage the fact that they are Ostill dominated and controlled by the Eurocentric
structures of modernity.O EWhile théelinial prides itself on the advancement of dialogue between global
cultures, what we are witnessing, writes art historian Salah Hassan, Ois not the ultimate recognition of
108
I



LennonOs account touches on the full range of keyiasseciated with the third world
biennialBfrom the utopic idealism necessary to start such a project to the trap of
ultimately reconstituting the original system it sought to counter (repeating hierarchies
of racism, Eurecentrism, neecolonialism, andhe like). LennonOs account is
corroborated by New York Times art critic Holland Cotter, who wrote of the 2015

Havana Biennial®s changed audience and intent since its beginning i 1984.

Returning to the question posed earlier regarding the possilfititg @rt and culture

world being relocated from the centre to the periphery, e.g. from the South to the North,
perhaps this is exactly part of the story of what has occurred with the Havana Biennale.
The positioning of Havana as a centre in the LatireAoan art world can be understood

as a kind of alchemy when periphery turns to centre. In this kind of transformation, where
one element would be transformed into itOs opposite, perhaps we should ask, who stands

to benefit as power and value change haasi®ne past becomes the present?

Globalism and the Geographic Turn

The sacalled geographic turn in contemporary art is a methodology for incorporating
artists from the South into exhibitions, collections, institutions and markets of the North.
By these means, it also became a methodology for incorporating these artists into a

Eurocentric history of art (which was labelled as Art History in general, a misnomer).

plurality of history but a return to Western grand narratives in the guise ofiags2cultural
difference.0060 Through its call for democracy, the biennial has created a system that enacts inequality.O
126 Cotter wrote in 2015:The biennial was not originally created with that [international, North American]
crowd in mind. Founded in9B4, it was devoted to artists who found no welcome in heavily subsidized
European extravaganzas like the Venice Biennale and Documenta. In thgéebalest days, the Havana
show provided a platform not only to artists from Cuba but also from Asiaaédnd South America.
Working with a minute budget, it was conceived as a kind ofsgp®ctacle, with a vision of art as a loose
and elusive social experiment, not a brand to sellE That approach has come and gone over the decadesEO
(Cotter 2015, C1)
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This is exemplified by Sara FanelliOs commissioned work for the Tate Modern (Sara
Fanellifor Tate, 2006), as part of the Tate Artist Timeline that was displayed prominently
in the institutions concourse walls on Level 3 and 5 of the museum, and claimed to
provide Oa glance at the highlights of twehtiintury artO (Tate Modern 20074

closer look at this timeline reveals that it is not an accurate chronological or
representative reounting of twentieth century art, but instead of-aoanting of the art

that was most important to British art history between 1900 and 2000. If the same map
were to be presented in the context of art history from any other country, the content and
chronology would have to be changed drastically to depict the influential artists and

movements of the same period.

Miguel Amado, arts researcher and curator efRlertuguese Pavilion at the 2013 Venice
Biennial, understands the effect of globalisation on art history to be the most important
shift in the 28" and 2! century: a change in course from a history preoccupied with
chronology to one preoccupied by gemygny. In his research on art from Lusophone

Africa funded by Independent Curators International, Amado describes this shift in a
journal entry published on the websiteOs research section (Amado 2014). He begins the
entry with an explanation of what he debes as the Ogeographic turnO in art history. The
protagonist of his story is the Western museum, its collections and exhibitions, from 1936

onwards.

Art history has always been understood as a-baeed narrative. The most iconic illustration of
thisis probably the famous timeline/chart drawn in 1936 by Alfred H. Barr Jr., the first director of
New YorkOs Museum of Modern Art. The chronologically oriented approach to artistic practices
that has dominated the 20th and 21st centuries is largely abibub the massive influence of

this single institution.

But a new understanding of artistic practices, emphasizing geography over chronology, has been
emerging in recent years. Western museums, having realized that their programs
disproportionately empls&ed artists born or living in the United States (mostly New York and

Los Angeles) and certain Western European countries (the United Kingdom, Germany, and
Franc?z); are increasingly presenting and collecting the wfanknWestern artists. (Amado

2014).

127 Amado describes the Tate Modern as an example of a canonic centre that is turning itOs attention to non
Western art: OFor example, a lack of geographical diversity was the main criticism faced by the Tate in
regard to its collection when Tate Modern opendteréfore, an acquisitions policy was put in motion
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In this description, the museum plays the active role. The key words here are OiconicO and
OWesternO. We are to understand that this protaakist. the institutios- stays on

top of the game by addressing criticism with new policies and novéhgsshe objects

of these policies and displays is the art of-Méesterners, art from everywhere outside of

the centre, or to borrow a term Charles Esche, Okwui Enwezor and many others have
used,art from elsewhere(syVhat Amado omits from this narraéivs the mention of any

role of museums outside the West. The active roles of Omuseum® and OcuratorQ in this
narrative are confined to the Western-gtitution, and the passive role is delegated to

the object of study: art fromusophone Africa in thisaseThe latter here represents a

part of the art from elsewhere(s), playing the role of the-aevthing that can be

acquired to help the museum to realize its misperception of time and/fastbeing

linear, singularThe worldwide currents of gladlisation cause a change in perception of

time and space within the art world, art history and everyday fifé As this art from

these elsewheres comes into contact with collections, museum missions and discourses of
display, and is eventually consumegdthis system, a new process of institutionalisation

of nonWestern art becomes a necessary part of globaliz&tion.

AmadoOs version of the time vs. geography globalization argument echoes through
various art methodologies and approaches found in EuraptanrJS by both
institutions and independent curators as they expand their tastes from Eurecentric
dominant art to a kind of Oworld artO. The direction of this expansion appears
increasingly to start from one centre, reaching its tentacles, often iorthef

aiming at addressing that. In the meantime, shortcomings could be circumvented not only via an innovative
collection display model but also via the termgrgrexhibitions program.O (Ama#614)

128 E|aborathg on this point in the first section of his essay, Amado writes: OThe Ogeographic turnO has
been enabled by the globalization process, which consists of the suppression dg¢esgati@l limits in

the Western hemisphere and the tearing of@ew civilizational horizons.O

129 Artist and Academic Victor Manuel Rodr'guez (part of the artist gidmpo soy esél am not she)

brought this theme to my attention when reviewing my proposal for an exchange between the artist groups
of this thesis (see appendig)so as part of an ICI run seminar in Bogot}, when he asked me to consider
how my own work with underground artist groups might place them in the radar of the Art Institution and
what they could stant loose with that transaction.
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representatives such as curators and representations of exhibitions, collections and
institutions, into every faaway nook and cranny of the world. But for Amado, the
opposite seems to be true: the Orealignment of art historyO (Amado 2004)usas$ a c
relationship with undoing the logic of centre/periphEREurthering this idea of historic
events being contextualised in Onew ways®O Amado describes a comparing of diverse
modernisms that accompanies the geographic turn: the Western museum is Ofinall
looking at alternative modernisms through a comparative perspective.O

This chapter will examine the application of these popular beliefs about geography and
art, charting three popular assertions which Amado voices: 1) the supposed abandoning
of a pre@cupation with chronological linear history (and with its with temporalities)

within art history 2) the disintegrating of a Guray power direction® between the old
colonial powers and the rest of the world, and thus the undoing (or decline in use) of the
centre/periphery binary model and 3) the comparing of diverse OmodernitiesO as a part of
a geographic turn in contemporary art and visual history.

A useful starting point for a deeper look into these three elements can be found in Anibal
QuijanoOs concepf the coloniality of power, a term he uses to demonstrate how

colonial hierarchies regarding race, culture and region are still fundamental to our current
world system. Quijano understands thé& @dntury state of globalisation as the era of

global cajtalism, defined by a system built around Eurocentrism, at the root of which is
the configuration of centre/periphery model, first coined by Racel Prebish in 1959, and
referring to the period of global capitalism that began at the end of World War II

(Quijano 2000, 439). OFrom then on,O writes Quijano, global capitalism Owas
colonial/modern and Eurocentered.O (Quijano 2000, 439). The three prominent elements

of Eurocentrism he outlines are as follows:

1300 Today, events thaeve once defined through a Eurocentric point of view are being contextualized
differently, because the oeay power relationship that defined center and periphetisistegrating.O
(Amado 2004)
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The confrontation between the historical experiencktha Eurocentric perspective on knowledge
makes it possible to underline some of the more important elements of Eurocentrism: (a) a
peculiar articulation between dualism (capjabcapital, Europ@onEurope, primitivecivilized,
traditionatmodern, etd.and a linear, one directional evolutionism from some state of nature to
modern European society; (b) the naturalization of the cultural differences between human groups
by means of their codification with the idea of race; and (c) the disttetedoralrelocation of all

those differences by relocating rBuropeans in the past. (Quijano 2000, 332

In this brief summary, Quijano demonstrates how hierarchies designed originally for
monetary gains havgecome translated to a geneaatl now ubiquitous ta distorted

version of history and geography, now so ubiquitous that it is often internalised as an
assumed OnaturalO history. These same binaries, coded cultural differences and distorted
temporalities that he identifies as proponents of Eemtrism, s primary to many of

the larger debates in contemporary art history from the past#ane years. Quijano

tells us that globalisation, as well as the Eceatrism it is based upon, reconfigures

three concepts: time, difference, and the cross seatiwvebn binaries and linear

evolution from the ancient to the modern.

To what extent do discussions in contemporary art deal with/engage with the
reconfiguring of these three ideas? In the introduction to the 2011 anthology
Globalization and Contempora#yrt, Jonathan Harris reminds of that globalisation
functions in a similar mannar to the categories of modernism or renaissance which came
before it; the phenomenon of globalisation has permeated theddt and its languages,
while referring to a largeworld system of organization which is Eurocentric and stems
from a colonially privileged West. Harris writes that this legacy of a central power unit

remains uncertain and unstable.

O OGlobalO has entered into art jargon..O writes curator $zge Ers2y1id theesis work
examining the potential impact of the new branch of a Guggenheim currently under
construction in Dubai. Emphasizing the influence of global capitalism on the Onew
geographiesO of the*2entury art world, she observes that the Oricetbr
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contemporary art is associated with art markets more than &&h®physical

geographies which Ersoy refers to are in fact, each as old as any other territory, each
complete with its own millennial art histories and hybrid visual cultural traditidBut

the idea that these geographies are referred to as OnewO signals a paititglirag,
re-defining of these diverse spaces under the concept of diffelbrroginiscent of the

act of colonising a new terrain. In this case what is at stalk@ isnly aesthetic but social

and political by nature. In a 2008 anthology on postcolonial art histories, Kobena Mercer
recounts the troubled legacies of colonial categories by turning our attention to the
possibility of dismantling dichotomous thoughband the modern and the indigenous
within the art and culture system of the'2&ntury 12

These examples reveal a similar thesis: front and centré'ioeRiury art are the issues
revolving around the reconfigurations of time, difference, and thiogid built of

binaries and linear narratives. The rhetoric and discourses of colonialism are key to the
re-evaluation and réhinking of systems in our current time. QuijanoOs account of
colonialism from his foundational essay, OColoniality of Power,déatdgsm, and Latin
AmericaO (2000), maps out an understanding of the-seatisn of race, temporalities,
culture and territories within the larger coloniality of power systems, beginning with the
idea of diversity, describing the power dynamic behimdatt of asserting a system of

homogenising nomenclature over a diverse number of cuftti®snultaneously, as the

131 She continues: OMany critics consider the emergenaawoért markets, abundance of biennials, and

expansion of art museums into new geographies as part of larger economic projects. In addition,

contemporary art moves from aesthetic concerns to social and political issues, and frodmEtioan

codes of art istory to politics of diversityand difference.O (Ersoy 2008)

132 rhe onesided view of modernity as an Qalien invader® threatening to level or obliterate the cultural

differences of notwestern traditions (which therefore required paternalist proteatmmnly harboured

proprietorial assumptions about modernism as an exclusive OpossessionO of the West, but also erased the

agency of adaptation and resistance on the part of the colonised that made the lived experience of

colonialism a contradictory phen@mon on all sides. Dismantling the dichotomous extremes of either/or

thinking that had regarded the West solely as a corrupting influence which rendered the modern artistic

expression of native artists Oimpure® and OinauthenticO, analytic methodsrdpasttéionial studies

cast fresh light on the creative opportunities made possible by the contradictions of the colonial

encounteO(Mercer 2008, 16)

133CEin the moment that the Iberians conquered, named, and colonized America (whose Northern region,

North America, would be colonized by the British a century later), they found a great number of different

peoples, each with its own history, language, discoveries and cultural products, memory and identity. The
114

I



Eurocentric nomenclature of OIndianO and OBlackO were being imposed with the erosion
of terms for the diversity it sought to erase, a neamiitly and entity was being

constructed by usurping the advanced technology of the conquered JFébiatgve
communities were not only disposed of their land (physical territory), and their diverse
identities (historical territory), but also of their intems, the terrain of ideas, and robbed

of their place in history as active agents and developers of the science of the modern.
(Quijano 2000, 552°°

Building upon these happenings in specific places and time, the idea became hegemonic
and therefore Onadlised® this imposed categorising of racial hieraf¢hasd the logic
of Eurocentrism expanded to a flawed logic of universal dimensions along with the

development of international capitalism:

What is notable about this is not that the Europeans imégine thought of themselves and the
rest of the species in that weysomething not exclusive to EuropeBinsut the fact that they were
capable of spreading and establishing that historical perspectives hegemonic within the new
intersubjective universe ofi¢ global model of power. (Quijano 2000, 235"’

most developed and sophisticated of them weredtttecs, Mayas, Chimus, Aymaras, Incas, Chichas, and

so on. Three hundred years later, all of them had become merged into a single identity: Indians. This new
identity was racial, colonial, and negative. The same happened with the peoples forcefulty fsomig

Africa as slaves: Ashantis, Yorubas, Zulus, Congos, Bacongos, and others. In the span of three hundred
years, all of them were Negroes or bla€k§Quijano 2000, 554)

134 Othe constitution of Europe as a new historic entity/identity was madelpoissthe first place,

through the free labour of the American Indians, blacks, and mestizos, with their advanced technology in
mining and agriculture, and with their products such as gold, silver, potatoes, tomatbasbaano.O

(Quijano 2000, 552)

1%5He writes: Othe resultant from the history of colonial power had, in terms of the colonial perception, two
decisive implications. The first is obvious: peoples were dispossessed of their own and singular historical
identities. The secondE their new racidentity, colonial and negative, involved the plundering of their

place in the history of the cultural production of humanity. From then on, they were inferior races, capable
only of producing inferiocultures.O (Quijano 2000, 552)

136 Qhe Europeans peraded themselveisom the middle of the seventeenth century,but above all during

the eighteenth century, that in some way they had autoproduced themselves as a civilization, at the margin
of historyinitiated with America, culminating an independent lin¢gbtbgan with Greece as the onlyoriginal
source. Furthermore¢hey concluded that they were naturally (i.e. racially) superior to the rest of the world,
since they had conquered everyone and had imposed their dominance orf@uean® 2000, 552)

137 rhe fact that Western Europeans will imagine themselves to be the culmination of a civilizing

trajectory from a state of nature leads them also to think of themselves as the moderns of humanity and its
history, that is, as the new, and at the same time, moaheed of the species. But since they attribute the
rest of the species to a category by nature inferior and consequently anterior, belonging to the past in the
progress of the species, the Europeans imagine themselves as the exclusive bearers, ateators, an
protagonsts of that modernity.O (ibid).
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Thus, the linear narrative out of which time, difference and binary comparisons were
configured and rooted in colonial times, are still tethered to the present. It is this kind of
flawed universalism, liked to modernity that Mercer refers to when he writes, Othe
aesthetics of OauthenticityOE foreclosed recognition of modernity as a universal condition
that had taken root in diverse cultural locations around the world.O (Mercer 2008, 16)
This theme of deatstructing universalism through engaging with the specifics of

territory has preoccupied many curators and thinkers like Mercer, especially during the
first decade of the 20082 Over and over again we see the appearance of two deictic
indexical terms ugkto designate and describe the territory outside the centre:
modernities and elsewheres. Employed to do an almost impossible task of signifying, or
codeing a huge range of diverse places and conditions, they simultaneously work to
define the peripheriesylwhat they are not, fitting them into the binaries and eptscof
(Western) Art HistoryBy using QuijanoOs analysis of colonialism as a base point, |
propose a look into these kind of territorialisation anteratorialisation processes that

have occured in the history of plaemaking through exhibitions.

Conclusion

The two 1989 exhibitions set into place the dominant patterns and ways of thinking about
art and place within a global capitalist setting, leading to a kind of formulaic coding of
theglobal, with hierarchies and debates imported from a past colonial era. Though these
exhibitions originated in the geographic North, they were meant for a diverse global
audience, and influenced both exhibition history and art history of the South. Between
1989 and 2015, these models were instrumental in the definition and display of the global
South in the idea of regieamsconcept which became central, underlying theme in the
identity exhibitions of the 1990s and early 2000s. Identity exhibitions waraia of the

138 Eor example, Sarat Maharaj spoke about what he terms Ocutting universalism down to sizeO in his talk as
a part of Exhibitions and the World at Large, a public symposium organised by Afterall Journal in
collabordion with TrAIN (Centre for Research on Transnational Art, Identity & Nation) and hosted by
Tate Britain on Friday 3 April 2009.30D18.00.
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kind of multiculturalism with roots in the cultural and human rights movements of the
1970s, institutionally distorted in the late 80s and early 90s, with 1989 as a particular
marker of change in the thinking about representing world imagedarge scale. In

1989 much of the prehaping of ideas about art and culture from the global South
became fixed in a way that conflated artists and art with a visual symbol of their native
region, almost as the general public might read a news image allaraway land, and
mistake it for a cultural truth, while sidming the perspective, choices, or even existence

of the artistprotagonist behind the lens.

The 1989 exhibition models were so strong that they became invisible, as hegemonic
devices lhat moved from the frame of the identity exhibition to thealted geographic

turn. This is illustrated in the Tate Artist Timeline that uncritically displays this kind of
model as engrained the telling of European art histoifyitawere global art rstory.The
contrasting multiculturalist models of HB3 (multuiculturalism as S@&dhth diversity)

and Magiciens (multiculturalism as reificiation of the ancient/modern colonial binary)
were also both formulaic and essentialising, the latter two qudatédiating their

gradual consumption into the larger model of institutional multiculturalism that prevails
in the 2%' century artinstitution. This lead to an inversion of models and geographic
places: by 2015, the Havana Biennial had become farddgsat so much that it

appeared more like the Northern Magicien model, while the Venice Bienale experienced
a full shift from showcase of Eurocentric old maters to showcase of the global SouthOs
new art of the privileged art stars (largely trained in Eeanpstyle and pedgagy). By
moving from extremist poles on opposite ends of the spectrum, ironically, the two models
came together under the larger banner of the art worldOs commaodified brand of

institutional multiculturalism.
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Chapter 3
The introduction of the South into the global biennial
circuit

S—Io que el burdel es como el aguardiente y como la ctrcel y como el hospital; el trabajo estt en
probarlos, que despuZs de probados, ni quien nos borre la afici—n que les cobramos, la atracci—n
que en sus detos ejercenE*

Federico Gamboa, 1908anta

During the twentyfive years between the 1989 exhibitions and 2014, the biennial
circuit**®became one of the biggest forces to be reckoned with in the international art
scene. More than just a vehicle for, @arbecame an entity in and of itself, with its own

set of rules, its own academic studies, and its own aesthetic, discourse and role in
transnational economies. Biennial scholars have compared it to a cloud and a creator of
Otokenistic art;O(Verwoert @0185) they have contrasted its ephemerality and vibrancy

to the permanence of the slomoving museum institution. Art fairs, museums, and large
exhibitions began to imitate the biennial form, scope and aesthetic as the number of
biennials around the watjumped from just a handful (under ten in 1980, most of which
were located in the art world centres) to over 300 biennials spread out around the globe
by 2011 (Luke 2011). Two constants stand out in the biennials of this period:
indexicality*** as a themeni artworks: the trace as a marker of authenticity in the
representation of OnewO territories and an exhibition aesthetic relying heavily on the white
cube, which indicates value, as all of the works appear as if they are for sale on the global
art marketHere the white cube aesthetic is used not so much as a symbol of modernity,

139The brothel is like whiskey and like prison and like hospital; the work is in trying them for the first time,
but once tasted, no one can erase the passion we extract from them, nor the appeal they inspire in their
devotees.. {authorOs translation).
1401 yse the term elsewhere in this chapter as part of a critique of the term, to draw attention to the way it
inhalits a centre/periphery paradigm which insists upon homogenizing everythinyestern, whether or
not it is used in the plural or by curators or pulilmas from the South or North.
141 Eollowing the idea of the indexical symbol in contemporary art desdy Mary Ann Doane in her
essay Indexicality: Trace and Sign (in which she uses Charles Sanders PierceOs taxonomy of three types of
signs: icons, indices and symbols), a theme which both critics and artists have used to the extent that it has
become a minent trend in Zlcentury art. For more, see: Mary Ann Doane, Olndexicality: Trace and
Sign: Introduction,@ifferencesl8, no. 1 (2007):86.
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nor as institutional validation for an artworkOs status as an original and noteworthy work
of art, but of a code to show worth, like a price tag, marking it as valuable curreghey in

global art market.

The formation and defining of two genres within this time peBadtin American and

Arab contemporary aBwere most definitely marked by the biennialisation of the
international art world. The number of biennials has multipdgobnentially in these two
regions of the world, as arts and culture institutions, galleries, and museums have also
increased. As documented in 2012, there are a number of similarities in the
representation of these two areas of the world and the ngerags created around

them:

Although Arab art and Latin American art are at different historical moments in terms of their
global popularity, both have been exhibited in similar ways. Representations of both have been

shown in the blockbuster exhibit foanl42the citybased show curated by a local curator paired

: . o143 .
with a large European or North American institutionthe large commercial gallery or art
fair,144and the themdéased show curated by independent curators, sometimes in collaboration

with artists>*° There are similar reductive plans underway for the future of housing and collecting
contemporary art in both regionsk (GuerreRippberger 2012).

By 2014, renowned contemporary artists from major Arab cities and Latin American
cities became internationalknown in the biennial circuit, as art stars and representatives
of whole generations, genres and citi¥t with all of these developments,

contemporary artists from the global South still found themselves having to perform their
regional identity firseind foremost, whenever they showed artwork in a large museu
exhibition of the centréArtists from Lebanon participating in an exhibition at the New
York Museum of Modern Art were participating as Arab artists, not as OartistsO like their

142The Museum of Fine Arts, HoustonOs 2004 Inverted Utopias: -@ande in Latin America; The
British Museun®s 2006 Word into Art: Asts of the Modern Middle East.
143243MoMA PS10s 2002 Mexico City: An Exhibition about the Exchange Rates of Bodies and Values
curated by Klaus Biesenbach with catalog essays by CuauhtZmoc Medina and Patricia Mart'n; The
Museum of Malern Art in OxfordOs 2006 Out of Beirut curated by Susan Cotter with Christine Tohme.
144 Charles SaatchiOs 2009 Unveiled: New Art from the Middle East; commercial art fairs PINTA, MZxico
Arte Contemporineo and arteamZricas.
145The Disappeared curated by LaLReuter (2002010); Veil curated by Jananne-Ahi, David A.
Bailey, and Zineb Sedira (2003); Harem fantasies and the new Scheherazades curated bydraiisia
and Rose Issa (2003).
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peers from Véstern Europe. In the few instances artists from the Middle East are visible
in the archives of the same institution, they are representing their region, primarily in
recordings from gallery lectures related to an exhibition called, "Without Boundary:
Seveateen Ways of Looking" from 2006° At the Tate Modern in London, the

biographies of exhibiting artists from Latin America almost always discuss their home
country first, as a method for explaining their work (see, for example, Doris Sdfcedo
and even the ore recent solo exhibition of Gabriel Oroz&**° The list of examples

like this goes on and on: if you are an artist from the global South (or from one of its
diasporas), your nationality, and sometimes even your race, will be a first detail used to
position and explain your worknevitably, this kind of categorising limits the scope and
range of work artists from the global South are allowed to exhibit in these spaces, as well

14810 2012 and 2013 on several visits to the MOMA Archives in Newk\Gity, | found less than five

records of artists from Arab cities and the Middle East, and all of them were related to the exhibition
Without Boundary: Seventeen Ways of Looking (2006), and two were unavailable because they were
recordings created wittgaipment incompatible with the listening devices at the archives, namely cd and
cassette players (the archives does not share these recordings even if the visitor provides an appropriate
listening device). | spoke with archivist, [insert name], who corddrhat these were the only sources in

the archive related to artists from the Arab world or diaspora. Although it focuses on Museum documents
and records, the MoMA archives describes itself as an internationally important to modern and
contemporary artlts introductory text reads: OThe Museum Archives was established in 1989 to collect,
organize, preserve, and make accessible documentation concerning the Musehistriad! and cultural

role in the 20th and 21st centuries. It is also an internaiyoreeognized centre of research for primary
source material concerning many aspects of modern and contemporary art, including private archives that
may be the papers of artists, collectives, galleries, dealers, art historians, critics, etc.O (See
www.moma.org/learn/resources/archives/index

14"Her biography on the Tate Modern website begins with: OColordbianClark, OBiennials as

Structures for the Writing of Art History: The Asian Perspective,O in The Biennial Reader (Hatje Cantz
Verlag, 2010). After completing her BFA at the Universidad de Bogott in 1980, she went to New
YorkEO. Seehttp://www.tate.org.uk/art/artists/dotimlcede2695

148 His biography for his solo show at the Tate Modern begins with: OCreative, playful and inventive,
Gabriel Orozco creates art in the streets, p&@tment or wherever he is inspired. Born in Mexico but
working across the globe,O as if to explain why his work may not always be located or informed by Mexico
(a common theme among artists from Mexico who are represented at this institution). See
http://www.tate.org.uk/whaten/tatemodern/exhibition/gabriebrozcao

149By contrast, the Tate Modern solo exhibition biography of German artist Sigmar Polk (2014) begins
with statement indicating a much more universal importand®Sigmar Polke was one of the most

insatiably experimental artists of the twentieth centuryd does not mention his German heritage until

the end of his biography, after 4 paragraphs describmgtoundbreaking experimentalism of his work

(see http://lwww.tate.org.uk/whats/tatemodern/exhibition/alibisigmarpolke-19632010). The same

pattern is followed for biographies for Bill Viola, Damien Hirst, Andrea Fraser, white Israeli artist Omar
Fest, and many other artists who are either white, North American, or Western European (see
http://lwww.tate.org.uk/whaten/tatemodern/display/biliviola, http://www.tate.org.uk/whatsn/tate
modern/display/andrefiaser, http://www.tate.org.uk/whats/tate modern/display/omefast,
http://www.tate.org.uk/whaten/tatemodern/exhibition/damiehirst).
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as limiting the universality and overall importance the artwork is creditidlinvihe

larger, international art world.

Spotlights and Shadows: Towards a Typology of Biennials

In order to attempt categorizing the biennials of tHéchtury, which now number in
the hundreds and take place across the North and South, peghapght begin with

guestions like these:

¥ What are some of the specific conditions and histories under which these genres and styles were
developed?

¥  Why has the current biennial system anetalbed geographic turn in the art and culture system
allowedart from the global South to be understood primarily through its regional context?

¥ What have artists from the global South given up in exchange for greater international visibility?

In the cases of the creation and definition of art from Arab world$.atma America,

what themes and aesthetics have dominated the genres and what has been rendered
invisible? And how is the idea of the pastionial being used to understand both art from
these and other regions of the global South?

But have these or theymad of forms, some imitations, others modifications or counter
exhibitions, allowed for a fluid image of cultural identity, in which the visible and

invisible aspects fluctuate? There has been much declaration of global tendencies in
contemporary affor example, the narrative that the majority of contemporary art
produced in the era of neoliberalism is tied to the mediascape and its constant stream of
images and information. But to what extent have large exhibitions revealed to audiences
a view of thekinds of specific lines of artistic inquiry developing on the local, national,

and regional levels? What have they told us about authenticity, modernism, globalisation
and other salient issues, and what has been made invisible, or erased by the iproliferat
and repetition of the biennial style? To what extend has biennial style been influenced by

the art market, trading in cultural stereotypes which ignore the complexity of multiple
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identities?

Through his research on biennials in Asia, John Clark#dypology of biennials

based upon location and reach, classifying them as either local, national, international, or
transnational (Clark 2010) Within this last category, Clark describes a kind of-Oquasi
biennial®a term he uses for the kind of sunasshibitions regarding cultural identity

which are shown abroad. In his words, these are Oexhibitions of OnationallyO selected art
shown overseas as a representative selection from current practiceO (Clark 2010, 167)
This term can be useful in offeringldferent way of naming a kind of transnational

identity survey exhibitions, to emphasize their use of the biennial format as a kind of
language based upon characteristics like repetition, short duration and corporate funding.
However, these categories@fall short of getting at the underlying history of the

politics of the large exhibition or biennial. Clark describes some biennials as hegemonic
(like Documenta, or the Venice Biennale, for example), because they are controlled by Oa
select group of cutars whose opinions and subsequent selections have-ozaiong

effects.O (Clark 2010, 167). These, in turn inspire a kind of resistance biennial that

counters the dominant hegemonic narratives.

While these are useful starting points for thinking ablbetheoretical work behind a
biennial, it is very difficult to categorise biennials as they are in constant flux, as Caitlin
Lennon has demonstrated in her account of the political shifting of the Havana Biennale
from extreme leftist to just left of centower a period of twentgome years. Just after
the turn of the century, two landmark biennl2Bocumenta 11 (2002) and the"50
edition of the Venice Biennale (200B)nade waves by changing their Exg@ntric
discourse and practices to become morethkethird Havana Biennale in worgide
scope and theme. Documenta 11, nicknamed thecptistial Documenta, mimicked the
kind of seltcongratulatory verbiage evident in the promotional text from Magiciens de la
Terre. Citing the catalogue and ensuingss, American Studies scholar Chin Tao Wu
guestioned the claims of the exhibition, nonetheless drawing attention to its radical re
defining of itself as a different kind of biennial than previous editions:
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Whatever questions may be raised by the hyba#ap of the emigrant artists in question,
there is something highly incongruous in talking about an exhibition like documenta 11, in
which nearly seventgight percent of the artists featured were living in North America or
Europe, as illustrating Othdlfemergence of the margin®. (Wu 2009°5)

In a parallel move, the #ovenice Biennale, titted ODreams and conflicts: the

dictatorship of the viewer,O was divided into ten exhibitions with curators from around
the world, including Fault Lines: Contemjpoy African Art and Shifting Landscapes
curated by Gilane Tawardos, Z.O®Zone of Urgency curated by Hou Hanru, The
Structure of Survival curated by Carlos Basualdo, Contemporary Arab Representations
curated by Catherine David, The Everyday Alteredteardy Gabriel Orozco and Utopia
Station curated by Molly Nesbit, Hans Ulrich Obrist and Rirkrit Tiravanija. (Biennale di
Venezia 2003). These two examples demonstrate how a hegemonic kind of biennial like
that of Venice has changed drastically to becamee like a resistance biennial like

Havana, while Havana has shifted to become more of a diedniennial within Latin

America.

Charting the movement of these artworks between two worlds, Oriana Baddeley
recognises the rhythm of the bienriatm inits globalized nature, which draws artworks
from the peripheries of the art world, moving them between visibility and invisibility, a
rotation from shadow to spotlight (Baddeley 2007.88§"*

150\Wu questioned the validity of such claim&igures like this lead us question claims that the 2002
documenta 11 represented Othe full emergence of the margin at the centreO, or Othe most radically conceived
event in the history of postcolonial art practiceO, offering Oan unprecedented presence of artists from outside
Europe and North AmericaOO (ibid)
151 She writes: OBecause a biennialOs physical location does not necessarily indicate its location on the
political scale of world politics, it may be more useful to identify a few influential characteristics of the
biennial raher than reproduce a typology. For artworks and artists of many large Southern cities, the
biennial represents an entry point into an institutionalised world, tealka Artinstitution!**It is a
marker of visibility, often the first point where arbin the South begins to be put into orbit with catalysts
and labels, and begins to transit in new constellatibodegin decoding the impact of biennial styling on
the global South, it must be first understood as the kind of machineries of repres&ttaidiall
described as designed to actively structure, consolidate and maintain identities to serve at the pleasure of
the dominant hegemony (Hall 1989,-8y. Consider the impact on art from the South, if the biennial
system is both the primary encountéth the art institution and its territorial mappings. In OThe Relocation
of Authenticity and Transnational DilemmasO (2007) Oriana Baddeley writes that artworks from the
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To continue along this line of analysis of the alchemy oEible to visible, and begin to
conceptualise the vast knowledge that surrounds the works Baddeley speaks of, as these
works circulate between the known, the unknown, and the fog that is the in between, it is
useful to understand them as readable objeptts coded with meaning. Applying Black
Studies Scholar Kevin YoungOs idea of the shadow book, artworks frorrctideedo
peripheries (as well as other texts on the histories they represent) can be theorised as texts
that circulate between shadow andtigbt. The shadow book is Osituated on the cusp of
fiction and historyO (Young 2012, 138): it is a text (or other coded object), Oa book we
donOt have, but know of, a book that may haunt the very book we have in our hands.O
(Young 2012, 138). Young offeestaxonomy of these kinds of shadow books, a concept
which goes beyond the literal translation of an actual lfok Young cites examples of

the shadow book which range from novels to genres of music (blues, jazz, hip hop), and
also poetry and paintingble tells us that there are three kinds of shadow books: the
unwritten (a form of reconstruction), the removed (a form of resistance) and the lost (a

disallowed, vanished ghost limbY

peripheries have become Orecognised items on the exhibition circuit, existhmgjrfoxdment in the

international spotlight before sinking back into the shadows of their own geograg2@g7(6882)

152 Theunwritten bookis one that Ofails to be writtenE thereOs a suspicion that this bookE is a real result

of a psychological blockEthis unwritten shadow book haunts not just the reBanat could have beed

it haunts every writer each time she or he sits down to write.O . As examples, Young offers the Africana
encyclopedia by W.E.B. Du Bois, the second novel of Ralph Ellisoméher appeared, the musical genre

of blues for its Orecognizing of and reckoning with existence, however tragic, even (or especially in its
failings)O. Theemovedbook isOthe book thatOs a shadow of the one we do haveE the threat of the
removed book ishe secret book found just behind all the others, its meaning never to be fully revealedE
thereOs always something missing, the removed book sufgétstshe distinct and hopeful possibility

that thereOs always something more. The removed shadow beo®tlse much represent loss as it

recognizes it.O As examples Young descriadmok referenced within a book, the suggestion in poetry

titles like Amiri BarakaOs Preface to a Twenty Volume Suicide Note, the absences suggested by gaps in
numbering in Eliabeth AlexanderOs OArs PoeticaO series, Jean Michel BasquiatOs crossing out of words in
his paintings Oso you saw them more,O the musical genre of jazz because it Orepresents a willingness to
recognize the unfinished, procdsased quality of life and aryven taking pleasure in the incompleteness

of being.(Orhelost book was onc®written and now goneE. The book that blackness writes everdayE

ghost limbs, books that could be and have been, but arenOt anymore. The book that memory, time, accident,
and themore active forms of oppression prevent from being read. YoungOs examples include: the recording
sound of Buddy BoldenOs horn, the first jazz in New Orleans, the accidently burned writings of Fenton
Johnson, the purposefully burned writings of Lucille ©1iOs mother, oral histories which were never

written down, Olost because the oral book of black culture is at times not passed down, at others simply
passed over.O.(h37302)
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Young is speaking very specifically of Black history in the USAiagmbra history, but

the concept is universal in the examples of colonised and diasporic communities and the
way they resist, survive and subvert the hegemonies that operate against them in daily
life.**3 The libraries of Aztec books burned by the Spanishders comes to mind as an
example of lost shadow books as well as the missing installation records for the Third
Havana Biennial, which might have produced another narrative instead of the
Gubsequent impossibility of 4&eating an exact sequence of antks,O which

Whitelegg points out (Whitelegg 2012, 372).

Indeed, the theme of introducing new interventions which upset the logic of known
archives has been an important thread in contemporary art and other disciplines of the
21% century (in the field of history, Black studies, gender studies, to name afew
many). Artists like Jonathasndrade presented artworks that reorganised old archives
and invented histories that could have been part of old histofiearaneh Hemami

invited Iranian and Iraan-American artists to make new artworks inspired by an archive
of posters and other documents from 19882 relating to the Iranian Students
Association of Northern California, followed by producing the action of the archive and
artworksO incorporationto the Library of Congress and Stanford LibraERHistorian
Martha FewOs Women Who Lead Evil Lives: Gender, Religion, and the Politics of Power
in Colonial Guatemala (2002) made visible representations'béditury Central

American women through a céuereading of ecclesiastical court records.

153 This might be similar to Miguel A. LopezOs use of Deleuze and Guattari@méror literature® to
discuss Latin American conceptual art as it relates to the larger nomenclature ofuarexgfrom the
centre.

154 Eor more information see OJonathas de Andradefd:#www.macm.org/en/expositions/jonathdes
andrade?/

155For more info, seedTheory of SurvivalTaraneh Hemami in Residence at The LAB,O Arts
organisation, The Lab, accessed October 31, 2@tigt//www.thelab.org/schedule/events/iBeory-of-
survival.html
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A Few Common Characteristics:

The Visual Language of the 21° Century Art Biennial

To understand the function of biennials in thecalled peripheries, there are four points

worth considering while beagnn mind the transit between darkness and light as the

processes in which these elements are at work. In examining the Biennial Reader

(Basualdo et al 2010), a seminal anthology of Biennial Studies in theeRfury. These

four significant functions desibe the profile of the biennial as a system with its own

symbolic language and forms of speech:

¥ Like therosca®%r kaOakE’, the biennial form is defined by its circular, repetitions cycle or

rhythm. Ofshort term duration, itOs circuit repeats, multigdi, and circulates a limited number of
artworks, artists, and curators. If artworks from outside the centre appear in the biennial circuit
intermittedly, moving between spotlight and shadow as described by Baddeley, there is an
inconsistant rhythm contrast by the predictable constants of the cannon artworks, countries and
legacies.

The protagonists are the celebrities of the art wanltdstars (networked into generations) star
curators, new urban districts, and thenew cannons of contemporary artworls established by
their repetition and popularity within the circuit. Documentethassive cataloguesomprised of
texts and images by the famous protagonists, these attempt to lay claim to some counter
revolutionary aspect of the exhibition.

The bienniais aconduit connecting its protagonists with larger globalization market processes
and inserting them into a system of global hierarchies and power. It implies value, assigning
wealth to contemporary art through signifiers like wWtéte cubeandobject as a territorial

index.

The bienniafform commodifies thesocial with both its functioning and presence in the urban
world and prioritising of participatory or socially engaged art (also known as relational aesthetics)

156 A traditional bread enjoyed in countries across Latin America in the shape of a ring, with elements
(candied decorations, hidden icons or figurines) whigieat in a pattern along the ri8pmetimes eaten
ritually on holy days or celebrations.

157 A traditional round breaftom Syria with a repeated raised pattern in the dough which circles around
the ringed shape. Also a synonym for OroscaO.
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Image 3a and 3tRosca de Is Reyes Magos photo courtesy of Don Paco L—pez Panaderia, a Mexican
bakery in Sunset Park, Brooklyn, USA (201&aOak, photo courtesy of Mansoura Pastries, a Syrian
Egyptian bakery in Gravesend, Brooklyn, USA (2014)

An important element of these fowrmponents is their way of functioning as a whole
system, sometimes formalised and at other times still in flux. As they transit through the
rosca, the components of artist, artwork, curator undergo commodification processes
signified by their encasing ilé¢ symbolic white cube, as they enter into a space of

market value and fmventions of territory.

In Federico Gamboa®s 1908 novel about life just before the revotftibp—lito, the

blind piano player in a big city brothel of the Mexican capital, tisesrwith the

protagonist, Santa, about the Oinstitution.O Santa, a 19 year old country girl whoOs turned
to prostitution after being shunned by her family and a jilted love affair, listens (along

with the reader) to Hip—litoOs account of the institutitineg which he compares to

state institutions of the hospital and prison. He warns her that even if she tries to leave
the institution of the brothel, it might be difficult (or even impossible) once she has

become a part of its circuit.

Olt's just thahe brothel is likavhiskeyand like prison and like the hospital;O says the
enamoured Hip—Iito to Santita, @bk is in trying them for the first time, because after

tasted there is no erasing the fanatacism they inspire in their devotees, ndrabtost

%8 During the ime of the Porfiriato, an almost thirggear period under the dictatorship of Porfirio Diaz,
just before the Mexican Revolutio ©910.

127
I



they exert over the faithful8@Inscribed in the relationship between the participant and
system, is a necessary reciprocity; they both recreate each other as they reinforce one
anotherOs existence. Most systems that function as institutioreagsesatuctures with a
certain amount of control, of punishment, of ailments and the afflicted, of seduction, and
profit. The allure of the extreme wealth of the biennial system and the promise of fame
for its participants is a force which illicts a ramgfeesponses (as seen in the range of
positioning from the Ghetto Biennale to Documenta), and exerts different kinds of
control on both the systems and individuals which come into contact with it. In this
section | ask, what effect the biennial systemdrathe constant production of two key
genres in the inventing of the global art of th& @dntury: contemporary art from Latin
America and from the Arab world. | am referring to a kind of S&dhth comparison

here that is not based upon analysis ¢ibnal policy, trade or economic analysis which

is most commonly connected to the term SeButh (as in the United NationOs Seuth
South corporation, or the post cold war Se8thuth relations in a Onew international
geopolitics@Aguilar 214).Rather, lam proposing a dialogue around the samitiural

issues and concerns raised by both artworks and exhibitions that have come to represent
these two large, pagthnic regions of the world.

What do these four ideas mean, not only in a general way fartsts and art scenes of

the global South, but what is their specific significance to the story of art from Latin
America and the Arab world in the 2&entury? Firstly, they helped give rise to a new
canon of superstars in the art world, who emergegnerationsPart of this story is

revealed in the geographical statistics of the Ia’féc%@utury and 21century editions of
documenta often referred to as Oone of the biggest and most important exhibitions of the
past several decades.O (Madzoski 2068

19This is a translation by the author. The original, in Spanish, can be fouthd €irst page of this
chapter.
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Documenta gazes South

In the four editions of documenta between 1997 and 2012, the presence of artists from the
art scenes of Beirut, Cairo, Mexico City and San Salvador fluctuated greatly, most
strikingly from to 0 in 2007 to 15 in 2012. Nuatists from El Salvador were featured in
documenta during this time, nor have they ever been incibdddct perhaps marking

the marginality of El Salvador not only within the global art world but also within its

region of the Americas. Of the eightesnists from either Beirut, Mexico City and Cairo

who participated in documenta during these fifteen years two main groups emerged: who
were (1) either from the diaspora or (2) belonging to a local generation of artists born
roughly within a few years ofaeh other, who share a certain set of demographics and

who interacted with each other in ways that informed their practices and styles. These
came to be know as kind of schools, some underground, some conceptual, and some
actual groups of artists who staditogether literally at the same school. Usually they are
comprised of several different several generations that in turn interacted with each other
DBthe Beirut school, for example. Starting with 1997, documenta 10 featured one artist
from these citiesabriel Orozco, who belongs to a generation of Mexico City artists

which includes Francis Al@s, the first to make an international name for contemporary art
from their city and country, and who built the foundations of their careers with practices
informed by their local context. He entered documenta 10, with Black Kites, a human

skull covered in a black and whitbeckerboard drawing
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Image 3c. Gabriel OrozcoOs Black Kites in documenta 10, photo from Universes in Universe website
(1997).

The exhibition text located this work in European aesthetic traditions both modern and
traditional’® The 1997 documenta Curator, Catherine David, situated OrozcoOs work
featuring an intervention into a human skull between the Omodern ruinsO of the European
city of Kas®l (where the exhibition is always held) and what critics called Ointeresting
moments in socially engaged artistic practiceO (Goldsworthy 2314 following

edition, documenta 11, featured Orozco again with Cazuelas (Beginnings) (2002), a piece
about @rticulations of receptacles and spaces for transportation, preservation, and
survivalgMarian Goodran Gallery, 2002),lang with the Atlas Group, the fictitious

collective designetly Walid Raad.

%0 0rthe one hand, it satisfies the abstract aesthetic aspirations of a modern Western concept, on the
other it transports ritual and cult features that link it with traditions cherished even in Europe, especially in
Catholic countries: bleaching the skeletofithe death decorating them, and then putting them on display

in specially erectedharnel houses.O (Prinz 1997)

1611t was the first time a woman had curated the event, and though many expected her to include a lot of art
she had been known to curate frontside the West, this was not the case (Universes in Universe, 1997).
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Image 3d. Gabriel OrozcoOs Cazuelas (Beginnings) imdota 11, from Universes in Universe website
(2002).

Raad would soon become the most renowned member of the Beirut school of
contemporgy art. Both artists wouldhow work indocumenta more than ondbe first

of their generations to exhibit solo in aéntre institutiongind represent their countries

at Venice Bienales in the same decade. For many audiences, their work served as the
first introduction tocontemporary Mexican art and ¢emporary Arab arbn an
international level. This is important Beth were included in this edition of documenta,
considered a landmark exhibition and often dubbed as the Opost colonial® or
Omuilticultural® documenta, curated by Okwui Enwezor, the firEumopean, first black
person and first person from the Souwilbé a documenta art directd¥ith specific
characteristics like an emphasis on the documentary, more than 600 hours of video
footage on display, a team of international curator superstars with roots in several
continents and 4 prexhibition meetings iniderse areas of the globe, the Ooverall thrust
of EnwezorOs initiative was to redress the past exclusions carried out by OWesternismO.0
(Mercer 2002).
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Images 3€8j. Three works from Walid RaadOs Atlas Group in documenta 11 from the online Atias Gro
Archives (theatlasgroup.org) (2002). 3e: a page from Notebook 38 Already Been in a Lake of
Fire_Notebook Volume 38; 3f: a page from Notebook 72, Missing Lebanese wars_Notebook Volume 72.
3g and 3h: film stills from Operator #17, | only wish that | coukkp. 3i and 3j: Film stills from Hostage:
The Bachar Tapes (English Version).

In 2007, documenta 12 featured no artists from Egypt, Lebanon, Mexico, or San
Salvador, although artists from other areas of Latin America and the Middle East were
included.In her study of documenta editis between 1997 and 2007, Ghiao Wu
concludes that while overall representation from artists outside Western Europe rose
during this decade, the biennial in general and documenta in particular were still
functioning as Opailar institutional mechanismsO of the We&Supporting WuOs
hypothesis, one of the main constants of documenta, at least from 1997 through 2012,

was representation of artists from the art worldOs centres like the USA, France, England,

%2 The biennial, the most popular institutional mechanism of the last two decades for the organisation of
large-scale international art exhibitions, has, despite itOs decoloaisimgmocratic claims, proved still to
embody the traditional power structures of the contemporary Western art world; the only difference being
that OWesternO has quietly been replaced bykuaeword, OglobalO0. (Wu 2008)
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and obviously, Gerany, the host country of this particular biennial. The difference in
representation between the global North and global South at documenta is striking,
especially as a show which has repeatedly declared itself on the website, in press,
publications and exhition text as, Oan authoritative worldwide seismograph of
contemporary art@ibid)

A drastic change occurred between the 2007 and the 2012 edition of documenta, themed
by artistic director Carolyn ChristeBakargiev as OCollapse and RecoveryQ. This tim
three artists from the same generation in Cairo were featured, along with an older artist
from the Egyptian diaspora; three Lebanese artists from the same Beirut school of
contemporary art were included as well as two artists from the Lebanese diasdmsi;
artists from two close generatioimsMexico City were includedAs a whole, the work of
these 15 artists shared some common themes: social engagement, a concern for public
work, new genres art and the indexical object. The following paragragtes thie

artworks and artistic practices within their local, generational context, a kind of grouping
that has been controversial at times. Some artists, like Alds, emphasise publically how
belonging to a generation of artists inspire their practice. Ofinerg a limiting way of
understanding artistic practice, especially when it leads to the expectation of a certain
aesthetic or a certain sensibility, as critics like to say. But could the city, or generation,
really make the artigdbas much as the astimakes the city (or generation)? In these
histories | would like to call particular attention to what happens to these practices,
histories and narratives as they engage fvahd sometime inevitably become par&of

the institution of the biennial syst.

Mexico City Generations

Gabriel Orozco (1962) and Francis Alds (1959) belong to the first generation of
internationally known contemporary Mexican artists, a new wave of conceptual art. They

have been compared to the 1920s Modernist movemengxichl(Oles 2013) and to the
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Young British Artists (yBasyof the 1990s, perhaps to the latter because of their
proximity in age. Or maybe itOs because of a use of similar Oshock tacticsO tropes, or
because there is some eclipsing between the two sceogtsfamously with the

appearance of Othe original young British arfigiCkman 2005)Damien Hirst in

Mexico, when he moved there in the mid 2000s and began showing locally declaring a
Odeep affinityO (Tuckman 2068)with the Mexican cultural attitudewards death.
Whatever the reason, both generations of artists went through similar experiences on their
way to mega stardom, playing similar roles in the art scenes of their city: they met in
university art programmes, they created local artistspacs and exhibitions, they had a
role in revitalising the gallery scene, in some cases in galleries they themselves started.
Many in each group were educated in Europe, as well. But are these aspects of two
histories unique to these two groups, or just gémbi@acteristics of many artist

generations from a range of eras and cities?

In some ways, Alds and Orozco represent opposite trajectories. While Alds migrated
from Belgium to Mexico in the 1980s as an architect, later deciding to become a visual
artistwhile in Mexico, Orozco left Mexico after graduating from ENA&Ro study in
Madrid, where he encountered vulnerability in the immigrant experience that was
foundational to his practice:

What's important is to be confronted deeply with another culture afsudto feel that | am the
Other not the resident. That | am the immigrant. | was displaced and in a country where the
relationship with Latin America is conflicted. (Morgan 2011°9)

183The generation known as the ymuBritish artists. For more on this see: Corris, Michael. "British?

Young? Invisible? w/Attitude?.", ArtForum, May 1992,09; Simon Ford, OMyth Making: The Young

British Artist, O March 1996.; Bush, Kate. "Young British art: the YBA sensation", , JOde 20 ; and

Wu, Chintao. "YBA SaatchiEfrom Shark Sensation to Pastoral Painting." Contemporaryiipguiimt

context (2009): 19216.

541bid. In the same article, Hirst is quoted as saying, O"I think that the way that | deal with death is a bit

Mexican.In England people hide or shy away from death and ideas about it, whereas Mexicans seem to

walk hand in hand with itEIn that way | feel a bit liberated here."

185 Escuela Nacional de Artes Plasticas, one of the premier art programmes at a public unilesity,

other artists of this generation studied, like Teresa Margolles, who founded SeMeFstudyilag there

with her peers.

% Orozco continues,|®ame from a background that was very progressive. And then to travel to Spain and

confront a very conseative society that also wanted to be very axgartle in the 1980s, but treated me as
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Orozco made his home in Northern cities and has for many yearshétwden New

York, Europe and Mexico City, all places which continue to inform his work. His work
exhibited internationally and in documenta has often been said to reflect this colbéction
experiences and historiesl@sOs artistic practice also takesepia different sites around

the world, but more often in sites of the global South, calling attention to political
differences between South and North. For documenta 12, his commissioned piece, Reel
Unreel (2011) featured children in Kabul playing in titg streets, with reels of film
provided by tle artist and his collaborators.

an immigrant, was shocking. That feeling of vulnerability was really important for developing my work. |
think a lot of my work has to do with that kind of exposure xjpose vulnerability and ake that your
strength.O (ibid)
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Images 3k and 3I. Francis AI@sOs paintings in documenta 13, photo from Universes in Universe website
(2012) and video still from documenta online archives, of AldsORdihUnreel, Kabul, Afghanistan, in
collaboration with Julien Devaux and Ajmal Maiwandi, commissioned by documenta 13 (2011).

Orozco became known first, showing before many in his generation and by himself
(outside of the generational lens) as a kintboé pioneer (although later he curated

group shows of the next generation of Mexican artists whom he knew from the local
scene, some of whom, like Abraham Cruzvillegas and Damifn Ortega, he also taught and
is seen to be an influence on their work (Oro20609). Addressing similar themes and
medium as his mentor, Cruzvillegas appeared in documenta 13 with a public project he
titled Untitled Nonproductive Activities, an experimental kind of sculpture which he
based on a game of picip sticks and carriedubd spontaneously during and before the
exhibition, for which he Orecruited people, objects, and his own body to form social
sculptures (picnics, walks, or games in the street)O (Soto 2012) and documented by
asking passersby to record the atitg on thei mobile phones
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Image 3n. Detail describing Abraham CruzvillegasO public project for documenta 13 Untitled Non
productive Activitieg(2012)

In 1987, after returning to Mexico City from Madrid, Orozco organised the weekly
meetings that would becomedwin as Taller de los Viernes with Cruzvillegas and other
artists of the newer generation, including Damitn Ortega Gabriel Kuri, and Dr. Lakra
(Jer—nimo L—pez Ram’rez) during which they met in OrozcoOs house to discuss the
international art scene and bodBsozco brought back to Mexico from his travels around

the world (Orozco and Ortega 2012). It was a foundational space where many new art
and culture projects were developed, and Orozco has called it Oa pedagogical activity that
substituted for the traditi@l training at a Mexican art academidj. For Orozco, it

was also a way to fengage with Mexico and the Mexican art scene after he felt his work

in Europe had developed into something that was then OstrangeO in MiRico (

Many groups popped upitlin this generation, although not all were related or even
amiable. Orozco formed this group at the request of the younger generation of Ortega,
Cruzvillegas, and Kuri (who would later go on tefoand the iconic gallery of Mexico

City 1990s scene, Kurianzutto, with M—nica Manzutto). But he also received criticism
from other artists in his generation, for his role participating in the institutionalisation,
biennialisation and subsequent definition of Mexico contemporary art and artists through
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the lensof Eurocentrism. Miguel VenturaOs engagement with OrozcoOs work in his
controversial piece, Cantos C'vicos: Un proyecto de NILC en colaboraci—n con Miguel
Ventura (2008}- made waves in the Mexico City art scene, offending patrons and

curators who playethajor roles in the cityOs art infrastructure of tiiec2htury.

Image 3. Photograph documenting Miguel VenturaOs Cantos C'vicos (2008) at the MUAC, depictng
of the installation thatreated a visual dialogue with the work and figure of Galniezco. From the
Cantos C'vicos blog: http://nilc.lcda.org/

Art critic and curator Lourdes Morales describes the controvemsyVenturaOs

installation

For at least ten years, the Puerto RibéexicanAmerican artist Miguel Ventura has been
intereste in creating a fictitious oppressive institution that ironizes the political and economical
neoliberal domination in an international context. Ventura developed a psychofpetsdh, hak
corporation calledt=C (New Interterritorial Language CommitjeéMorales 2013¥’

57 Morales continues:\@ntura created this exhibition after more than thirty years of living in Mexico. For
him, this was a final response to the dominance of the cultural elite expressed throngl pohctices.
According to him, the MUAC had been facing Opolitics of ideological purificationO; but as he has said:
OEthis is also a form of a society that can not afford to face its problems of colonialism, racism, tradition
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The remaining four Mexican artists who were featured in documenta 13 belong to a
generation that followed Cruzwéijas and Ortega by a few yededro Reyes (1972),

Mario Garcia Torres (1975), Adriana Lara (1978), and Julieta Arardd)1all

presented work with some link togal practiceReyes, Garcia Torres and Aranda had
already shown work together, along with Cruzvillegas, Ortega, Kuri, and others in
generational exhibitions like Escultura Social: A New Generation of Art fraxidd

City (2007). Perhaps the clearest instance of social practice was Pedro ReyesOs
Sanatorium, a Otransient clinic which provides short, unexpected therapiesO to exhibition
visitors, treating them with a masip of therapy as art, mostly aimed at adsiregsthe

ailments and illnesses resulting from life in urlcantres (Reyes 2011).

Image 30 Pedro ReyesO Sanatorium at documenta 13, image from Universes in Universd20dia3ite

Julieta Aranda contributed with a participatory artwork as wedg tdatured in its own

hut on one of the exhibition gardens, like ReyesOs Sanatorium. Representing the

and hypocrisy. There is @partheid state in this countr}£§20] That was the way he illustrated his
critique inCantos C'vicos.
The first thing that the MUAC was confronted with in a studio visit at the beginning of 2008, was a photo
by Annie Leibovitz that Ventura took from aa¥ity Fair magazine, showing Gabriel Orozco, Chuck Close,
Cindy Sherman, Patricia Phelps Cisneros, among others. The picture was modified, making a parody of
OrozcoOAtomist(1996), and was also juxtaposed with Nazi and dollar symbols. The curators of the
institution did not like this, and it caused a falling out with the artist duhiedollowing months.O (ibid)
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publishing platform dlux (which includes dlux journal), whid she founded with

Anton Vickle. Aranda ceconceived of the event in two parts, with atiggpatory art

installation in Kasel titled Time/Banlkand an event in Moscow titled Time/Food, an

event featuring a new film. Time/bank was based on the time banking concept Oas a tool
by which a group of people can create an alternative economic mbelet ey

exchange their time and skills, rather than acquire goods and services through the use of
money or any other stateacked value® visitors to the space took place in Oa series of

exchanges which could be read/experienced/sé¢&leidioza 2012)

Image 3p eflux (Julieta Aranda and Anton Vidokle) installation Time/Bank commissioned for documenta
13 (2012), photo from Universes in Universe website.

Mario Garcia Torres used his invitation to documenta 13-totreduce the work of
Italian artist Aighiero Boetti, an artist who participated in documenta 5, with a series of
work around Boetti pieces that were almost (but not) shown in'tieelifion

188 Definition from eflux website: eflux.com/timebank/
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Image 3q and 3Mario Garc'a TorresO Exhibition text for Daniel Buren at the Georges Pongdtre in
Magiciens de la Terr€1989). <<Mappa>> (1971) by Alighiero Boetti, brought to documenta 13 by Mario
Garc'a Torres (2012), photo by Niche Berlin for www.stilinberlin.de blog .

Inserting a work from the past back into the exhibition some 40 jsarsGarcia Torres
comments on the extreme changes of the political map and world view since Harald
SzeemannOs iconic documenta 5 in 872his kind of tribute piece, in which an artist
researches and represents eineerts the work of another attfsom another time, was
becoming increasingly popular, as a way to speak about absence and presence, the hidden

and the revealed.

189 Definition from eflux website: eflux.com/timebank/
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Adriana Lara, whoOs artistic practice Art in America calls Ostrikingly fluent in the
formalist language of sculpture and g currently at that marketOs heartO (Guthrie
2013), participated in documenta 13 with Purposely with Purpose, 2012, a mixed media
installation and accompanying video that dealt with a piece about the artists own position

Gsituated in a digital age ofitand pasteO (Image 3q).

Image3s Adriana LaraOs Unpurposely with Purpose (2012) commissioned for documenta 13, photo of
mixed media installation and video from artnews.org.

The work drew attention to the both the construction of identity anstrection of
curatorial narrative as exonspiritors, with the creation of a cartoonish aesthetic into

which the face of 1930s Mexican film starlet Lupe Velez is inserted into thdilgrid
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world of photoshop, where Othe grid is an endless surface upon vehaelewut an
excerpt, a cut, waiting for our own projection.O (Basta 2(°.3)

In her 2014 essay on independent spaces in 1990s Mexico, Sol Henaro demonstrates that
these three generations of artists interacted not only with each other in commonly cited
places like la Panaderia, Tem’stocles 44, and galleries like Kurimanzutto, but also in a
variety of lesscited platforms, most of which were initiated by artists from these same
geneartions, like SOMA, PoliZster, Art Deposit, Pinto Mi Raya, CurarZ, La Ageacia,

Celda Contemporinea, Velocidad Cr'tica, and the 1198 magazine, La PUS

moderna, which she describes below:

La PUS moderna fungi— como un lugar para la experimentaci—n, para el fortalecimiento de la
cr'tica frontal y el ejercicio del despojo de mrés al hablar, al figurar como dispositivo para la
circulaci—n de textos h’bridos y producciones art'sticas que no encontraban salida ffcilmente en
los canales de distribuci—n existertidsnaro 2014, 1053

With this seemingly never ending list of attspaces and initiatives from this time

period, each correlated with generations within generations, it is clear that the artists of
this time and place were extremely engaged with the local scene, perhaps even more
actively so than their peers in Londonother cities. While their purposes and strategies
are diverse, perhaps its useful to see them also as operating within a conceptual space
framed by local political events of extremes. Ximena Apisdorf Soto offers a summary of

1701 ara is also part of the cotiive Perros Negros with Agustina Ferreira and the founder of Gaga Arte
Contemportneo, Fernando Mesta. In her brief overview of the Mexican contemporary art generations since
the 1990s, independent curator Ximena Apisdorf Soto places Lara (as well asSdavi@ Torres and
Stefan Bruggemann) as the part of the newest generation of Mexican artists who form part of the
Ointernational conceptualismO whose signature is a Ocritical and radical irreverenceO which came and are in
Oclear contrapositionO to the MoulturalismO of Alys and OrozcoOs generation, and the Ostrong political
engagementO of Teresa Margolles and SanSagra (Apisdorf Soto 2013).
"1 rhe PUS moderna [a colloquial play on the term Othe post modern®] served as a place for
experimentationfor the strengthening of direct criticism and the practice of honing the unabashedly honest
voice, as a device for the circulation of hybrid texts and artistic productions that did not find an outlet easily
in the existing modes of distribution@uthoOs translationfenaro lists some of the best known names of
this generation as those who published text and graphics in the magazine: Ographic contributions from
Damitn Ortega and el Dr. Lakra; writings of Olivier Debroise, Abraham Cruzvillegas, OS/ahdbez,
Guillermo G—mez Pe—a; photographic registries of Pedro Meyer, Teresa Margolles, Adolfo Pati—o,
Armando Cristeto and the drawings of Carla Rippey, Felipe Ehrenberg, Miguel Ventura, Ambra Polidori,
Martha Pacheco, RubZn Ortiz Torres o Estrella Caantm mention but a few names ohtributors.O
(Henaro 2014, 105)
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a few contextual themes, vahi sprung from the local political situation and places the
artists discussed in this thesis within a historical political context that informs the art

scene:

In the recent history of Mexico, 1994 was a seminal year: on January 1 the North American Free
Trade Agreement (NAFTA) was ratified, and the same year the Zapatista Army of National
Liberation (EZNL) declared its nonviolent and defensive war against the Mexican state and the
military, paramilitary and corporate incursions into Chiapas. During thiscbef political

instal))1i7Ii2ty the Mexican art scene started a process of change and adaptqtistiorf Soto

2013

Many scholar®mainly historians, curators and art critl@eave worked to expand this

list of places, organisations and actions fromxio City 1990s to present. There have

also been a number of artists groups and spaces organised around the concept of art and
gender, like M—nica MayerOs Arte Genero workshops and the ensuing groups of feminist
collectives which were formed out of therfi@pants in the second modest decade of the

21% century, likeLas Sucias, Las Desobedientes, Las Disiderifés name a few (these

are the few which | had contact with in Mexico City). Another important collective art
formation during this period is theet and education labs set up by JosZ Miguel Gonzalez

Casanova (Buzo Flores 2013).

Beirut Generation

In many ways, the new generations of Mexican conceptual contemporary artists perhaps
has the most in common with the Beirut generation that inclWkddl Raad, Akram

Zaatari, Rabih MrouZ and many of their peers. Both generations rose to international

172 30t0 continues,@ver the past two decades since these initial experiments began, art in Mexico has
addressed issues like poverty, labour conditions, violence, globalization and wael MémturaOs Civic
Songs (2008) presented at MUAC or Teresa MargollesOs What else could we talk about? (2009) at the
Venice Biennale are just two examples. The dynamism of alternative spaicesi@0s and their
institutionalization and consequential lungion in the major art system have internationalized the Mexican
art scene, going beyond the solitary leadership of artist Gabriel Orozcoln 2012, former Tate associate
curator of Latin American Art CuauhtZmoc Medina organized the European biennial Maaifdsvon

the 2012 Walter Hopps Award for Curatorial Achievement, while Margolles was awarded the fifth Artes
Mundi prize.O (Apisdorf Soto 2013)

I
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fame through the biennial circuit around the same time, two of the first from the global
South to make it to the headlines together, who witnessedttistinitiative spaces

become institutions, who experienced the burdens of national representation and crisis on
a public level, and who were the focus of both local and international critique, who
became icons not only of their generation and citysbtadd in for national

representations of 2Tentury issues and regional ones as well, as each played a key role
in the defining of Arab contemporary art and Latin American contemporary art.

The work and fame of these two generations placed Beirutlarato City on the map

as contemporary art centres and destinations, although these new titles were complicated
by national security crises, and on and off violence, related to-thectging US wars on

terror in the Middle East and the US wars on dragsatin America. The discrepancies

with the way these places were narrated and created in the social imaginary and mass
media from outside contrasted drastically with the way artists wanted to narrate from
inside. Especially for artists from this generatio Beirut, ideas about the documentary,
history, and memory became a prime concern for reconfiguration, as they employed
strategies both playfully and earnestly.

Like the first Mexican contemporary generation, the three Lebanese artists who formed
partof documenta 13 transitioned from emerging to mid career artists during the time of
biennialisation, a process which left its mark on their production, reception, and
positioning within several spheres of art worlds. Curator and art historian of thé Beiru
school of art, Kaelen Wilse@oldie has described Rabih MrouZ, Lina Saneh, Walid

Raad, Akram Zaatari, Marwan Rechmaoui and Walid Sadek as sharing a certain
sensibility and being Oresponsible for constructing a contemporary art scene from scratch
in the 090s.0 (WilsoiGoldie 2010). In 2009 Wilseoldie pointed out that this scene,
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despite political unrest and lack of a stateded arts and culture infrastructdféhas

developed due in large part to artist initiatives:

Nevertheless, Beirut is home to asfethe most active and dynamic contemporary art scenes in the
region. The engine of that scene is a-seffanising group of artistsO collectives and independent,
nonprofit associations that have, over the past decade, constructed an alternativecétirasior

the making and exhibiting, as well as the documenting and archiving, of contemporary art
practices. (WilsorGoldie 2010)”

Wilson-GoldieOs summary of the scene reflects the common practice of critics and
historians of locating the Beirut arteste not just nationally, but within the larger region,

for which Walid Raad also became both an icon and indexical figure, standing in for an
explanation of contemporary OArabO aesthetic which curators (more than artists) tried to
imagine into being. Thisan mean that artworks from Lebanon are used to explain

artistic movements and sensibilities from Cairo, Alexandria, Istanbul and Amman. The
sensibility which Wilson speaks of might be described as an intimacy with the idea of
remembering, in which the ta calls the viewer back to a specific context and

experience, and the viewer understands (or remembers) through local knowledge or

misunderstands through an imagination of the region built through mass media.

With the trademark use of trace and indaktg, vintage cars stand in for the-going
randomised car bombings which have spanned over years of war and peace time, cell

4 \Which she describes astt®oughout its history Beirut has suffered episodic bouts of violence and
chronicpolitical instability. The structure of the Lebanese state is weak and, given the persistence of
internal and external conflicts and a slew of urgent issues (unemployment hovering around 25 per cent, $43
billion in public debt, the struggle to provide bmservices, the resistance and its weapons, population
displacements and reconstruction costs due to war), the government tends to place cultural activities rather
low on its list of priorities. At present, the city boasts neither a museum of moderm art ingtitute for
contemporary art. Public funding for the arts is negligible toexiatent. There is a skeletal commercial

gallery system but there are too few collectors to constitute a viable local market, particularly for works in
media consideredifficult, such as photography, video and inisition.O (WilsorGoldie 2010)

175 She continues,Tis group includes Ashkal Alwan (The Lebanese Association for Plastic Arts, which
organises the Home Works Forum and more recently Video Works), Beirut i@ @ofiective that runs
Ayam Beirut alCinemaiyya, a bannual festival of independent Arab cinema), the Arab Image Foundation
(an organisation for the collection and preservation of the regionOs photographic heritage that doubles as a
creative laboratorjor member artists and curators), NZ ~ Beyrouth (which organises an annual festival of
Lebanese film) and the 98 Weeks Research Project (a curatorial collective that arranges workshops and
symposia), among others.O (ibid)
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phone video is used to speak about both the violence of indiscriminate death and anti
establishment aesthetics in filmmaking;m@es white underwear briefs refer back to the
investigations of the body and nudity. But Zaatari says that his work is not about using
memory as primary artistic medium. Explaining his work in an interview for the Mexican
arts and culture magazine C—diggsghat his work is about history, although often
misread as dealing with memory, a common misconception from the 1990s (for more of

the interview transcription, see Appendix 1):

--Algunas de tus obra¥ como The Time Capsule, This Day at Ten y el proyEee Arab Image
FoundatiomN se enfocan en la memoria. AConsideras que esto responde a un cierto grado de
nostalgia?, Aexiste en tu discurso un miedo a la pZrdida?

--Mi trabajo es cr'tico con respecto a la memoria como construcci—n. No obstante, aulgjue sue
trabajar con documentos del pasado, mi obra no se puede categorizar como un trabajo sobre la
memoria. fse discurso es t'pico de los noventa y no me siento identifié48itva and Lpez

2013}

Further exploring his study of photography as registrat@apresented The Time

Capsule, an instaltation about preserving the 600,000 plus photographéialkieage
Foundatiort’®and a video work, The End of Time, for documenta 13, in which two male
lovers in white underwear flidnd reject each otherhelatter dealt with the act of

registering the body as related to sexuality and intimacy, Opoignantly examines the birth
and the disappearance of desire, an endless chain with successive beginnings and endings

176 3-Some of your works such asThe Time Capsule, This Day at Ten and The Arab Image Foundation

focus on memory. Do you consider that this responds to a certain degree of nostalgia? Is there a fear of loss
in your discourse?My work is critical with regard to memory as constructiblowever, although | often

work with documents from the past, my work cannot be categorized as a work on memory. That discourse
is typical of the nineties and | do not identify with that.O (authorOs translation).

" The interview continues-@ould you sayhat you use history as a medium&bsolutely. When you

get stuck watching the story you become a policeman who questions the veracity of a text and explores the
possibility of a parallel truth. What interests me are the writings of history, very peosmsa with much

desire and many prejudices, but written from my own experience. | do not really have any problem
correcting other histories:You work with media related to the recording and preservation of memory,

such as photography and video, do poefer them because of the connotations they casryiave a

special attachment to photography as a record, | like to think that it has a privileged relationship with
history because it captures everything that surrounds us. For me photography isohistaba | like to

observe it, study it, collect it, decode it and read it. | understand it as a scenario, as a gesture on radical
conservation.{authorOs translati@for original Spanish text see appendix one chapter notes).

1781n 1997, along with seral other artists, Zaatari and Raadfeonded the Arab Image Foundation, to
collect and preserve photographs from the Middle EasthNifrica and the Arab diaspora.
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enacted by three figuresE highlight[ing] humaonnection to preservation: of life, love
and desire.O (Velardo 2014)

Images 3t and 3u Akram Zaatari working on Time Capsule for documenta 13 (2012), photo from Corbis
Imageshttp://www.corbisimages.conZaatariOs End of Time video at documenta 13 (2012), photo from
Universes in Universe website.
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Further explaining the works he presented at documenta 13, which he also showed in
similar forms in a solo show at Kurimanzutto Gallery in MexXiC&Zaatari compeed the

video and time capsule to his first solo show in Mexico City as Oinvestigations into the
photography of the pastO that are stripped bare of a narrative as the capsule was also
presented as a discarded object Oin a way naked like a skeletonyéihoegta
narrative.&°Much has been written on this use of the lens of memory, not only in
examinations of ZaatariOs work but also regarding the work of his peers. But memory is
persong while history is universalTheorising about Othe critidaistorical meaning of
contemporary art in the transnational spaces of the international artworldO, British
academic Peter Osborne has also made this point about Walid RaadOs work being about
history and not memory. He criticises what he calls the Omemory mogel@pyflied in
explaining historic significance in contemporary art, as falling short as it dangerously
opens the possibility of awarding memory (in the form of testimony and recollection) the
status of Ohaving direct historical rolesO thus Oturning miemeoayform of forgettingO
(Osbornecited in Pavillion2010). Instead of analysing artworks as Oartefacts of
remembranceO, part of a strategy often used to claim contemporaneity as an artefact of
cultural memory, Osborne proposes looking forward ratrear backwards to memory or
history, and instead understanding contemporary transnational work like RaadOs and
ZaatariOs Onot as an artifact of memoryO but instead as Oa constructed history, a staging of

"9 ncidentally, Zaatari is the first so far, of his generation to be representedabigrg i Mexico City,

where he has participated in a solo (2013) and group sfitbvartists from the generations mentioned in

the previous section (as well as a major solo show at el MUAC in 2Ba2jnore on this exhibition,

Estrella Distante at Kurinmezutto which also included a number of other artists, amongst whom were
Carlos Amorales, Miguel Calder—n, Abraham Cruzvillegas, Dominique Gohpalester, Daniel

Guzmin, Jonathan Herntndez, Alfredo Jaar, Cildo Meireles, Ana Mendieta, Damifn OrtegaydRaymo
Pettibon, Mira Schendel, and Rirkrit Tiravanija, b&p://moussemagazine.it/estretisstanteat
kurimanzuttemexico-city/

1801 ZaatariOs wordsTRE Uneasy Sigct en el MUAC era una investigaci—n general mezclada con obras
que tratan sobre la representaci—n del cuerpo humano. The End of TimeE tambiZn se interesa en el
cuerpo, pero sobre todo en las representaciones fotogrificas del pasado. oltimamente hiatenido
oportunidad de trabajar con ideas abstractas sobre la desnudez que pueden verse en esta muestra. The
Time Capsule, por ejemplo, es una pieza que parece estar tirada en el suelo, sin construir, de cierta
manera estt desnuda como un esqueleto, casasiativa.O(Silva and Lopez 2013{The Uneasy

Subject in the MUAC was a general investigation mixed with works dealing with the representation of the
human body. The End of Time ... is also interested in the body, but especially in the photographic
repregntations of the past. Lately | have had the opportunity to work with abstract ideas about nudity that
can be seen in this sample. The Time Capsule, for example, is a piece that seems to be lying on the floor,
unbuilt, in some ways naked like a skeletdmast without narrative.O (authorOs translation).
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the disparity between memory and historical expeadghou the subjugation of memory
to artistic formO (Osborne 2008).

The change between the kind of work Raad presented in documenta 11 and documenta 13
perhaps parallels this kind of critique of readings and misreadings regarding the elements
of memory andistory in his work. Documenta 11 featured three works of pseudo
documentary personal testimonies about war and conflict in Lebanon, all of them
presentedafragments of a larger archivages torn out from a notebook of Dr.

Fakhouri: one covered inallage of vintage cars with haweitten descriptions in

Arabic, notes of numbers and phrases around a yellowed newspaper cut out of a race
horse; titled, respectively, Already Been in a Lakeiod FNotebook Volume 3&nd a

page from Notebook 72, MisgjrLebanese wars_Notebook Volume 72. The two videos

he exhibited showed scenes of silouettes on BeirutOs seaside promenade known as the
Cornish (Operator #17, | only wish that | could weep) and another with a man sitting in a
nondescript room in a white shitalking to the camera in Arabic, or dubbed in English

in a womanOs voice (Hostage: The Bachelor Tapes (2001). The man, identified as Souheil
Bachar, recounts a personal narrative of being held captive during ten years during the
war with five Americanseach of whom published a book about the same experience but
with vastly different accounts of the same event, describing the cultural, textual and

sexual tensions that arose.
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Image 3v and 3w. Images from Walid RaadOs installation at documentd 23 (Pdtos from Sfeir
Semler Gallery http://lwww.sfesemler.com.

There are several innovative strategies Raad applies here which stand out from the norms
of contemporary art practices: 1) he originally presents the fictional group and archives as
real (vith real images and facts embedded in these fabrications) 2) he emphasises the
difference in local and international interpretations, by including a well known Lebanese
actor who plays the role of Bechar, recognizable to most Lebanese audiences but not to
outsiders 3) he emphasises the incompleteness of each testimony by describing them as

the only available parts of a huge archive.

Each testimony is only a small part of a larger whole which the viewer does not have
access to, emphasising the idea tiatdo not know the whole story, with the inclusion
of these absences, the kind of removed texts or removed shadow books, to use YoungOs

term. And even though at closer look it is obvious Raad is spinning a narrative
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somewhere between truth and inventiaeyers and critics often misinterpreted the
fictional characters as either ré&lpr standing in for real characters, as Osborne has
pointed out. In RaadOs words:

The people | talked to even doubted that this guy ever existed,O he explained, Owhictheecame
occasion to imagine his testimony. It is clear that it is not about him, but he became the object on
which the Americans hostages displaced and projected their own anxieties about captivity, about
forced cohabitation, and about fears of rape from #pdars. It was less about him than about

them. So | chose to invent him as opposed to finding him. (Menick 28411).

Another work produced by Raad as the Atlas Group, the 2005 volume The Truth Will be
Known When the Last Witness is Dead, Osborne describieastaging Othe auto
desctruction of the memory modelO by taking it to its Oubsurd logical end,O which
Osborne understands as a reference to Walter BenjaminOs notions of truth as the death of
intention. OBecause art is the death of intention,O he descldit canOt function as the
memory model.O After the immense visibility, criticism and intrepretations around

RaadOs work, he reappeared in documenta 13 with a piece about the invisibilities,
shadows and absences in Arab art. To speak about the reamal/adseen, he uses a

theory of Owithrdrawal of a tradition past a surpassing disasterO from Jalal Toufic (1962),
a writer and artists from RaadOs generation who also participated in documenta 13, with a
published text as part of the 100 NoBKO0 Thoudpts project (Documenta website

2012) In OScratching on Things | Could Disavow: A History of Art in the Arab WorldO
Raad describes this project as beginning with a fascination in 2007 with the appearance
of a new arts infrastructure (museums, galleridspaks, foundations) in the Arabian

Gulf (he lists Abu Dhabi, Beirut, Cairo, Doha, Istanbul, Ramallah and Sharjah),

paralleled by the Oincreased visibility of the makers, sponsors, consumers and histories of

181 Some reviews of the video interpreted it as referring to or actually being about the real American
hostages Terry Anderson, Thomas Sutherland, Benjamin Weir, Marting Jenco, and David Jacobsen, like in
theonline Video Data Bank http://www.vdb.org/titles/hostdmpehartapesenglishversion

182Raad continues: OSo, this man seemed to be more of a rumor of a person,0 | responded. OOriginally,
though, you presented him as the real thing?O OYes. But the maatechia played by a wekinown

Lebanese actor, so heOs less likely to be confused in Lebanon. But outside, he is usually confused as a real
hostage. Sometimes it doesnOt really bother me that it is thought to be real. And then at other times, IOm a

bit troubled by the confusion.O (ibid).
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OArab art,0 But what fascinates him most abesé ttwo new appearances are the
contrasting material appearance and tradition of disappeardfces.

RaadOs friend and colleague Shelley Rice writes, OWalid has decided to frame the history
of Art in the Arab World by chronicling the inevitability of its teaal, aesthetic and
conceptual withdrawal.O (Rice 2012). Indeed, his installation for documenta 13 was
immense and detailed, mirroring the walls of a gallery exhibition; some fragmented

others whole, with hundreds of pieces of archival material and erapyy frames or

shadows. Raad includes a narrative on the shadows in Walid SadekOs work, Love Is
Blind, (referencing another artists from his generation) in which he refers to details of a
painting by Mustafa Farroukh, the founder of a national Lebamessaement, but

never shows the painting. Raad says he asked Sadek to borrow his installation, and when
Sadek refused Raad instead incorporated the shadows of the unseen work, perhaps
illustrating the impossibility of one artist standing in for the wtafla region or history.

Sadek has also written on the OinflationO of Lebanese art and its confessional aspect of

narrating their own historie§?

Rabih MrouZ is also concerned with the incompleteness of personal testimony. In The
Pixelated Revolution (2@), which, like Raad, he performed as a lecture at Documenta

13, MrourZ takes a more literal approach. He shows the cell phone images and videos he
has collected online, all of victims of the-gning civil war in Syria, and compares them

1830n his project webpage, Raad writes: Ol am not interested in identifying and unpacking the complex
and/or simple motives that prompt the sheikhs and sheikhas, emirs, kings, princes, ministers of culture and
others in tle Gulf and elsewhere in the Arab world to invest massively in the arts. Rather, | concentrate on
some of the gestures, stories, forms and colors made available by the emerging infrastructures, especially
when these are screened alongside Jalal Toufic@sptari Othe withdrawal of tradition past gpsssing
disaster.O (Raad 2012)

184 OBy 2003, one could speak of an inflation concerning contemporary Lebanese art. The contradictions
were conspicuous. Lebanese art was marking the calendar of the interrzitmrnbat a time when the
sociopolitical situation in the country was regressing alarmingly. Artists, it seemed, could do nothing else
except carry on the trend of addressing and divulging to an intemabgiadience.O (Sadek 2011, 44)

155
!



to an aestheticfadhe moving image found in street photography, developed by Danish
collective Dogme 9%%°

Image 3x. Performance by Rabih MrouZ performing The Pixelated Revolution at documenta 13 (2012),
photo from Ibraaz Contemporary Visual Culture in North Africa gnredMiddle East website,
www.ibraaz.org.

Each of these works at documenta 13 contained stories within $soese
encapsulated in a time capsule that resembles trash, others within the cellphones, images

185 Fawz Kabra desibes MrourZOs performance of a lecture: OHe analyses the cinematic methods of the
‘amateur' videos of violence captured on mobile phones and finds similarities between them and the Danish
Dogme 95 film collective and its aesthetic. Written in 1995 by karsTrier and Thomas Vinterberg, the

group's manifesto posits the rules of this style of film production as follows: 'Shooting must be done on
location, the sound must never be produced apart from the images, the camera mushbeé&ihtrelfiim

must ben colour, filters are forbidden, no superficial action, the director must not be credited'. MrouZ
identifies these rules in the videos shown, thus generating a new manifesto: the sacred dogma of how to
document violence during a time of revolution andiseriminate death.®#bra2012)
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liberated to the internet and recaptured fooatemporary artwork, othevdthin the

shadows of absence 2014 Nat Muller contrasts a generation of Beirut artists who came
of age during the civil war and rose to fame afterwards in the 1990s/2000s with image
based art that took pestisis history a its theme (MrourZ, Raad, Zaatari, and their
contemporaries) with a younger 2010s generation, not yet Obiennialised,O as bringing
Ohumor, pop culture, and an understanding of the expectations and pressures of the local
and international contemporary arosd into the mix.O (Muller 2014¥

MuellerOs assesses the Beirut art scene with a linear move through art history, from
OimagdasedO to OmatedavenO, sounding very similar to OokjasedO to
OconceptualO idea of how art history developed inapgtaer of the world. But unlike in
other scenes, Beirut artists like Raad and Zaatari created a whole infrastructure of large
art projects archival in nature (The Arab Image Foundation, Hangar Umam,
Homeworks)®’ which they developed from artist collectiweto arts institutions and

public banks of images and concepts, and which continue to influence local art

production and younger artists, perhaps even rivalling the role of the art university.

Cairo Generation

188 Eull quote:On this uncertain climate, the small but vibrant Lebanese art scene thrived. EWalid Raad,
Akram Zaatari, Joana Hadjithomas & Khalil Joreige, Lamia Joreige and Rabih MrouZ, made furore in the
international arworld. Their work has largely been poecupied with a coming to terms with the aftermath

of the Civil War and an interest in individual and collective history, memory and amnesia, the archival, and
the politics of rpresentation (after disasteRecettly, a younger generation of artists, all in their early to
mid-30s, have stepped in. Building on the thematics and visual language of their more senior colleagues,
these artists bring humour, pop culture, and an understanding of the expectations anespoétse local

and international contemporary art world into the mix. Examples are Mounira al Solh, Raed Yassin, Ziad
Antar, Ali Cherri, and the popular painter Ayman Baalbaki. Whereas the practices of Hi&ploatar
generation are primarily imag®msed (video, film, photography) artists such as Rayanne Tabet, Danielle
Genadry and Stephanie SaadZOs work is mateviah in terms of concept and execut@(Muller 2014)

87 Mueller describes some of these new institufia, artistled initiatives:OAn interest in the archival is

also a driving force for organisations such as the unique Arab Image Foundation, around since 1997, that
studies and preserves the photographic heritage of the Middle East and North Africa, and Umam D&R,
founded in 2004, aan-profit located in the Southern suburbs of Beirut, dedicated to the archiving and
study of LebanonOs national past and the memory of its Civil War.O (2014)
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In the reviews of documenta 13, the atiwby the generation of Egyptian artists was

often mentioned in connection with the works by the Beirut aBistsnmentators noted

how the revolution was present and absent in their works, the documentary aspects, as if
their work constituted pieces afwhole constructed in the viewerOs mind. Was it because
people read into them the importance of the Arab Spring, saw them as the building of a
region; were there actual (or imagined) similarities in theme and material choice (or
dialogues even between thgists)? Or is the reason for their comparison related to the
fact that many of the art historians and critics who write in English on one of these cities
usually covers the other as well, as two parts of a regional whole? Which strategies have
been usetb not homogenise the region, and instead highlight a diversity of perspectives?

Artists Wael Shawky (1971), Hassan Khan (1975) and Ahmed Basiony (1978) come
from two waves of related artist generations, which include artists fronAlethndria

and Caio. This grougs best known in Cairo for their engagement with global art and
international appeal to audiences outside ERBut their stories are also intertwined
locally, like in the history of CairoOs annual Youth Salon, a phenomenon backed by the
state and analysed by American anthropologist Jessica Winegar, in her work on Cairene
contemporary artists. The Salon began in 1989 with the intent of fostering young
generations of artists and expands visibility around this theme. Basiony took the first
prize in painting in the Youth Salon of 2001; Shawky participated in several salons of the
1990s before winning the prize for a mixed media installation in 1994, and for'the 20

edition of the salon in 2009, both Hassan Khan and Shawky served as judges.

Winegar, describing the context of the salonOs beginnings, describes the significance of
1989 as year one and the local cultural sector:

188 5ara el Kamel reports in AlAhram in 2014: OProducing works that critically engage with tHeagloba
discourse, Wael Shawky is part of a group of contemporary Egyptian &itsisiding Hassan Khan,
Bassim Magdy, and Yousef Nalidwho have garnered significant interest abroad. His works have been
displayed at the Biennale di Venezia (2003), thth 1stanbul Biennale (2011), Documenta 13 in Kassel
(2012) and the 11th Sharjah Biennale (2013) among other international venues.O
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The fall of the Berlin Wall in 1989 signified the end of the Cold War and the emergence of a new
world order. The Youn@ritish Artists (YBAs) became all the rage. That same year, the visual art
scene in Egypt was put on a new course by the creation of the S&balab, the major state art
exhibitionE in which young artists were encourage to be OflexibleO and to mixwateathought

to be OlocalO and internationalO media, styles, or concepts.O (Winegar 2896, 287)

Perhaps akin to the themes identified by CuauhtZmoc Medina in the aesthetic formation
of the Mexican new wave conceptualist generation, (the pillars ohdepéndent

curator, the increase in artist run and alternative spaces, and the desire for independence
with networks between local artists and a global art scene), Winegar identifies three
forces which tried to define what a young generation of Egyptigstsacould represent

in the 1990s (though not always with positive results). Foreign curators and local
gallerists tried to emphasize the young generationOs divide from both the older generation
and the state funded art projects, while this generatiantists themselves held many

forums on the subject, and the state worked to promote the kind of balance she describes
above, between local and international, which they hoped would frame this generation of
artist and their presence in the internationahsc Jumping forward to the meaning of the
salon in its 2009 when Shawky and Khan formed part of the judging panel, Omnia El
Shakry demonstrates how 24 years later, even after the Culture Minister Farouk Hosni
who oversaw the event since its inception veasoved from power in the revolution, the

issues of identity binaries still persist:

Rather than simply view the Salon as embodying conflicts between generations or around identity
politics, | argue that the disputes surrounding the arbitration of aesjindgiment were coded as a
series of binaries: loc&jlobal, government sponsoiattist sponsored, autherfftontemporary,

and nationalignecliberal. (El Shakry 2009}°

189 She continues,A3 the Egyptian government was enacting neoliberal reforms in the economic sector (or
giving lip serviceto them), in the cultural sector, it was contributing to the production of a new kind of
national subject among young artiBtene that was secular, Oprogressive,0 and amenable to the new
direction in which Egypt was heading.O (ibid).

190E| Shakry continug: OSuch binary representations seek to unequivocally categorize art, and mirror
authoritative public discourse on art in Egypt, which seeks to delegitimize forms of artistic production that

do not conform to the imperative to produce artistic work that émce contemporary and nationalist, or at

least identifiably OEgyptian.O Clearly, similar parallels may be found elsewhere in postcolonial and/or post
socialist contexts. Thus, lgor Zabel has discussed the Russian context and the curatorial constraints
surrounding the presentation of works of art that cannot be seen solely as art, but must always be inflected
by their locale (revealing a ORussian essence,O for example), while Western art alone is considered as icon
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The identity function of nomvestern art has been a key issue in the Cairene arts scene,
where this idea of the work necessitating an aesthetic inclusive of what El Shakry calls
Ocontemporary anditionalist, or at least identifiably OEgyptian,00 is present in the
variety of venues and arts spaces. In the private gallery spotisdiitaq Festival, also
foundational to this generation, the theme was present in 2001 in works by Khan and
Shawlky. Al-Ahram weekly reporteddall three installations incorporated elements of
Egyptian culture, employed video and invited the viewer to explore and discover.O
(Rakha and Elmessiri 200%j

True to form, each of the works by the three Egyptian artists in documenta 13 featured
images easilydentifiable as Egyptian paired with new genres mediums, albeit in three
very different contexts. Shawky, whom Winegar describes as at the centre of the
disagreements between the new school and old school of Egyptian art during the time
when he won the Ydh Salon prize for installation in 1994, presented a piece referencing
Islamic history with the Cabaret Crusades: The Horror Show File (2010), two video
pieces starring ltalian renaisse marionette’s®

of Ocontemporary artMZhile all conterporary art is clearly Oconstitutively staingdC’) by its location, only
nonWestern art is expected to have questions of identity functioncashstone.O (El Shakry 2009)

¥1These galleries were Karim Francis, Mashrabia and the Townhouse Gallery. Famtioiesee Negar
Azimi, OTownhouse Gallery. Art Scene Egypt.,O Nafas Art Magazine, Augush&p0/niversesn-
universe.org/eng/nafas/articles/2004/townhouskenya

1924l quote: Olnstallations captured the mood of the opening night and the dynamics efititaxgpre
engrossing aspeet more effectively. In the Townhouse alone, ShadNBshokaty, Hassan Khan and

Wael Shawqi dealt respectively with familistory, personal identity as an aspect of everyday life and the
clash of indigenous and contemporary culture. Constructed respectively in white, black and grey, all three
installations incorporated elements of Egyptian culture, employed video and itnéteigwer to explore

and discover.O (Adhram weekly)

193 Farquharson describes the experience of the piece for a Frieze Magazine review as: OOften, artists in the
exhibition transpose material from one historically and culturally resonant condition ke grsatggesting
alternative trajectories history might have taken or might still take. In the second part of Wael ShawkyOs
two-part video Cabaret Crusade (2012), antique Italian puppets become specific historical protagonists in
an ingenious r¢elling of the first and second Crusades from an Arab perspective, through subtle shifts in
the marionettesO costumes and beautifully crafted sets.O (Farquharson anGale@012)
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Image 3y and 3AWael ShawkyOs Cabaret Crusadias: Horror Show File at documenta 13 (2012), photo
of video still from Universes in Universe website. Installation shot photo from Kunst+Film website,
http://kunstundfilm.de.
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By showing work about the Crusades from Oan Arab perspectiveO (perhapsgsaimit
descriptive of a term), Shawky highlighted a piece ofAmab Spring history, but also
continued his practice of what Amina Malik identifies as Opolitical Islam® (Malik?309).
with works that mixes traditions initiated in the West with culturahtbas from the East,

be they religious or historicalike his piece The Cave (2004), featuring a Otheme of
consumption woven into ritualO and describes the work as Odraw[ing] out the
complications of a secular assumption underlying artistic practice gludelization that
remains implicit when ritual is placed under the category of the premodern.O One might
even argue that the transformations currently taking place within contemporary art
demand a recognition that since 9/11 we have entered-agmsg age.O (Malik 316)

Sara Elkamel writes that ShawkyOs work often Ouses photography, installation, video and
performance art to reonstruct historical accounts and literary texts, forcing viewers to

deconstruct their own perceptions of what is true and ishaythicalO (ElKamel 2014).

OAnyway, people talk about revolution all the fucking time," (WiSaoidie 2012) was

part of Hassan KhanOs answer to why he chose to make no mention of the revolution in
his artwork at documenta 13. Khan used mobile phanecas to shoot his

commissioned film for theh®w, Blind Ambition,in which time and everyday banter
become central issues, Owith actors cast in situations where the social bonds are
composed of idle taloconversation as materiBlthe piece offers amcredibly complex,
jigsaw-puzzle picture of class relations in Caall of which preceded and persisted
through the thwarted 18ay revolution that began in Egypt on 25 January 2011.0
(Farquharson and Wilse@oldie).

194Malik posits that this term Orefers here to the rise of Islam as a conteynuuiitical force that has its
history in anticolonial struggles but has come in recent years to be associated with the Wahabbi sect of
Islam and violent jihadist tendeies.O In page 309 of her essay.
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Image 3.1a. Hassan KhanOs sauépThe Knot (2012) in front of his video Blind Ambition commissioned
for documenta 13 (2012), photo from Universes in Universe website.

The stories Kharonstructs within the mobile phone camera and within the public
spheres of his city represent cosngas, which could (and do) exist before, during and
after mega events like the revolution. "ItOs as if they make the world every time they
speak. But this world possesses them, too," (WilSofdie 2012) he says about the

actors he directed in the film.
In BasionyOs piece at documenta 13, we witness the end of his artistic world which came

to a close with the end of his life, in a video document that he filmed days before being

shot by snipers on the street during the Tahrir Square revolution.
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Images 3.1b and 3.1cStills from Ahmed BasionyOs video documenting the revolution featured in
documenta 13, photos from Universes in Universe website and the estate of Ahmed Basiony.
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Information about BasionyOs death is included at the beginning (front arjddiratter

naming Cairo as his birthplace) in his biography of the exhibition. This is an uncommon
strategy regarding the rest of the 300+ participants in the exhibition, most (if not all) of
whom did not have the details nor location of their deatluded in their biographies. In

the video we see what Basiony saw in his last days of his life, which were also the first
days of the revolution: young men with heads bowed in prayer against a night time
backdrop of high rises, the ephemeral, metal architecf protests and riots, and the fire

and rocks exchanged between tanks and protesters. Some of his posts from his Facebook
page accompany the video.

BasionyOs last piece was also included in the Venice Biennale of 2011, in which the artist
representedlis country posthumously. Khan and other artists have contextualised this act
within the ongoing politics surrounding the art of these generations and the state. In an
interview with AFMasry AFYoum,*** he speaks about the event with Omixed feelingsO,
questioning why BasionyOs experimental arts practice was only validated by the state

after his death by sniper bullet during the revolution:

HK: I have to say that | have mixed feelings about it. | think Basiony was an interesting artist. The
really sad thingabout the selection is that neither BasionyOs practice, nor those of other artists

from his generation would have been represented at the Egyptian pavilion in Venice had he not
been martyred on 28 January. | know that Shadyoshokaty who proposed theéeia to the

Culture Ministry is absolutely sincere in his motivations. Had it been the ministryOs idea, | would
have been immediately against it because IOm sure their reasons would have been exploitative. The
most dangerous thing for revolution is repreéatan, unless it has clear goals and aims that serve

the revolution practically. (Elwakil 2011)

At documenta 13, the theme of the revolution in Cairo can be conceptualised in another
way: ShawkyOs piece is about before the revolution, BasionyOs thalmooiment of the

revolution, and KhanOs is about before, during, and after.

191n the interview, Khan is askedy@uOve made youpproach to the Venice Biennale clear. And going
back to Venice, how do you feel about the selection of works by the late Ahmed Basiony for the Egyptian
pavilion at theBiennale?0O (Elwakil 2011)
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A few biennial pitfalls

Generations are important to the story of art in tiféc2htury, but perhaps more

interesting because of their strategies and methodologies eftoam rather than for

their market value as a collective unit. We get a hint of this when Sadek writes about the
trend of transnational divulgement as a collective strategy by the Beirut school at the turn
of the century, or when Orozco speaks ofThker de los Vierness an alternative

education. These narratives are embedded as well with ideas, musings, reactions and

interventions into the cities in which they live and work, the hometown context.

Biennials often try to purchase and appropriatekimd of local collectivism by

associating themselves with aristh and alternative spaces talbeit usually in a
peripheral way- like documenta 130s Cairo Seminar, or even the Liverpool BiennialOs
well-meaning tradition of commissioning work by édorganisation®and they also
inspire local counteexhibitions (like the Al Nitaq Festival or DCAF organised as
counterexhibitions to the Cairo Biennialj° But one biennial in particular, one of the

few if not only started by a locally operating arttollective of humble beginnings, has
offered perhaps the most thougimbvoking critique of the pitfalls and flaws of the
biennial system. For three editions the Ghetto Biennial (2009, 2011, 2013), started by the
Haitian artist collective Atis Rezistafidm the neighbourhood of Grand Rifehas

brought local and foreign artists to their hometown of oHPrince, focusing on social
practice, mixing art with street culture, and famously asking in their slayaihat

happens when first world art rubs uparst third world art? Does it bleed?O Conjuring

1% Nat Muller posits that the second edition of the Al Nitasfifel, organized by the Townhouse gallery
and two other private galleries, was proposed as a Ocounter programmeO terthreGiateBiennial. p
112 Afropolis.

197 On their website, Atis Resiztans describe their neighbourhood as Oan area that thatitiona
produced small handicrafts for the exminishing tourism marketO. Other sources refer to it as Othe
greenwhich village of Poru-Prince, home to artists of all typesO
http://www.possessionsessions.com/2011/05/anistrandrue-afterquake.html Other sources refer to
parts or all of Grand Rue as Oa slumO (a few of many: http://hyperallergic.com/1005684the
contradictionsof-a-ghettebiennalé http://16beavergroarg/mondays/2010/03/18/thursd@g-18-10-haiti-
eventw-port-au-prince-artistandreeugeneothersscreeningpf-atisrezistanghe-sculptorsof-the-grand
rue/ http://yoonsoo.com/files/ghetto 2011/2009/files/call.html
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up notions of the Havana Biennale, its predecessor which touted itself as the promoter of
third world art in the 1980s, it directly engages with the taboos of thee2tury

biennial, starting with the t&, naming the difference between third and first worlds,
between class difference and the violence which created theseaift®lence

understood by Quijano as an integral, devastating part of the coloniality of power.

The Ghetto Biennale has beendad as Oa grassroots attempt to enter the global art
worldO(Zeidler 2012) It has been criticised as poverty tourism and for its shameless
attempt to commodify Haitian art by entering into the biennial system, for producing
Odepressingly fatirdigenous@rt by visiting artists from the artworld centres, and

pairing the seemingly opposite ideas of biennial (extreme wealth) and ghetto (extreme
poverty). In addition to unabashedly engaging with the unspoken taboos of the art world
centre, it also modifiesosne of the standardised biennial strategies in innovative ways.
The visiting artists who are chosen to participate by the organising committee (members
of Atis Rezistans and a different Northern curator each year) have to create their artworks
using only esources on the island, obliging them to use the strategy Haitian artists often
use of scavenging for materials from trash. (Vanneschi 2014). In the discussions,
workshops and pairings of artist collaborations, the organising committee addresses the
crossig of class and national boundaries, as curator Leah Gordon describes: OThe
Ghetto Biennale is trying to put a new twist on the decentralization of the Global Art
World, and connect the Haitian artists from lower classes to an international, artigtic fiel
to narrow the still existing gap betweenipbery and the metropolis,O (v2D11).

OAtis Rezistans use recycled materials for their works. But [its]E not just dealing with
Haitian culture and the reappropriation of junk,O (Gouoitewl in ArtReview2013)

speculated David FrohnapfelGerman art historian who emurated the second edition,
using the metaphor of the appropriation of junk in found art. Leah Gordon, who helped
Atis Rezistans found the exhibition addedn@ther important part of their @ctice is the
reappropriation of bourgeois art world institutions. AndrZ has named his yard Oa Musee

d'ArteO, declaring that not only the bourgeois can have galleries and musisios.O (
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Images 3.1d. A work by Emily Boone at the Ghetto Biennal irestall a neighbourhood instead of a white
cube, image by Jesse Metcalf, Multiversal Services.

The goal is to insert Haitian artists into the rosca of the biennial circuit, in hopes that their
works will gain value through exposure and networks with Nonthetists and curators,

as Miriam Vanneschi explains in her review:

The concept was born from a conversation between Haitian artist AndrZ Eugene and British artist
Leah Gordon, who had been coming to Haiti since 1991, they discussed the extremeydiffatult
Haitian artists face in obtaining travel visas to almost anywhere in the world, whether theyOre
invited or not. The pair came up with the idea of a biennale as a kind of Trojan Horse, the idea
being that if the art and artists could not be takerobttie slums, then other art and artists would

be taken into the slums, and networks established regardless of visa gMémseschi 2014).

In addition to the Trojan horse metaphor, she contrasts it with another biennial symbol,
tha of the white cub:

The surroundings were difficult but incredibly rewarding; a minimalist sculpture that has a
developing nationOs chaotic capital city as background is experienced in a completely different
way than if it were in a white cubg@bid)

168



Polly Savage and @hn Lennon have offered insightful analysis on the deeper meaning
of biennial in relation to the formats and functioning of other biennials. A summary of

their critiques permits another kind of understanding of the biennial form:

¥ Biennials (as well abiennial artists and biennial art) have used as Oraw inspirationO marginalized
and resourc@oor zones (and their communities), objectifying them as material for art (the trap of
the allure of primitivism)

¥ Biennial artworks and curatorial practices hawmanticised the precarious and deprived space
(noted for its absence of infrastructure, regulations and state services) as autonomous and
revolutionary space

¥ As part of the art institution, biennials present the danger of unregulated zones of creativity
becoming institutional models

¥  With the treatment of indigenous art and territorialising of OnewO geographies, biennials have
played a role in the commodification of the subaltern

These four issues, together with the first four characteristics | desttheel@ginning

of this chapter, are of key importance to the creating of two genres within the global art
context of the 2% century: contemporary Latin American art and contemporary Arab art.
The following two sections explore the analysis of theset @lganomena in the constant
construction and reconstruction of these two contemporary art genres.

Quasi-biennials

What is a quadbiennial? An imposter, a wannabe, an alrimehnial, a selktyled or

mock exhibition E.a Trojan horse biennial? In JoBtarkOs typology of biennials he
draws a line between the transnational biennial and all other kinds (local, national,
international). According to Clark, quasiennials are Oexhibitions of OnationallyO
selected art shown overseas as a representataaiselfrom current practicE®In the

case of the imagining and selling of the South on a global market, these kinds of
exhibitions, which Clark names qudsennials, have been largely used as the instrument
for creating genres like contemporary Arabartontemporary Latin American art.

198 Eor more on this idea see Pauline Yao, OThe Second Triennial of Chinese Art: History in the Making,O
Yishu Journal of Contemporary ChimeArt 4, No. 5, September 2005.
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Since 1989, exhibitions about identiyr identity exhibitionsl continued the new
geographic ideas proposed by Magiciens de la Terre an{f'tHav@na Biennial with the
ethnographic/anthropological strategy of presen©newO regions one exhibition at a
time. Also called survey exhibitions, this form of contemporary art expression raised
guestions about the existence of an aesthetic for each continent or region. Sometimes they
suggested new geographi2mcluding Noth Africa or Asia in the Middle East or

excluding Mexico as part of North America. These kinds of exhibitions proposed the
seemingly impossible task of defining and uniting hugely diverse terrains under with
titles like: Africa Now (1991), Art in Latin Anméca (1989), Contemporary Art from the
Islamic World (1989). These exhibitions were unique in that their scale was enormous,
featuring hundreds of artists and tourtigies in several continent§hey continue to

grow in size and location, and increasyntpeir catalogues are turned into wiklhded,

large art books, which are available in bookstores and libraries in anr@ataerqiumber

of large citiesThis phenomenon then set the parameters of thought for the way curators
conceptualise a particulezgion on tle stage of a global art sceiteworks with the

rosca system of other biennials (quasi and-aquesi) to place artworks and places in
dialogue primarily with the North, and to a lesser extent propose -Sauiin dialogues.

Nikos Papastergiadian editor of Third Text journal, has written much on the imagining

of the South through this new kind of internationalism in survey exhibitions and biennials
since 1989. In the South in the North (1991) described the kind of issues presented in this
newapproach to the paradigm of North/South or first/third world divides, in his critique

of the 1991 exhibition The South of the world: The other contemporary art. In his work
on reinventions of the South in art and cultures, he devises his argument asokey th
points of a common posblonial past, conceptualising the theoretical flows as spherical
rather than crissrossing the globe, contrasting Oemergent practicesO with Ohistorical
legaciesO of art from the South, as a means for countering therbinged stereotype of
exotic, peripheral and primitive. He explains the basic premise of his recounting of
theorising around the South since the early 1990s:
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The idea of the South has a long history. In the recent past it has been revived as a possitde frame
representing the cultural context not just of regions that are geographically located in the South, but
also those that share a common post colonial heritage. | argue that the South can extend the existing
debates on cross cultural exchange, and geoaiuseful perspective for representing what | call a
Ospherical consciousnessO in contemporary artE. (Papastergiadi$’2014)

Emphasising the newness of artistic practices from the $mkh OemergenBand the

oldness of the SouthOs faaka Ohistiral legaciesO, Papastergiadis draws our attention

to a new present for the South. Perhaps this is an inaccurate reading, as there have always
been artistic practices in every era, especially in the urban South. What is new about them
is not their orgoingexistence but their appearance in the North, in the global art®orld

a truth that denotes more of a quality of psendwness. Quasiewness, even? But what

does this present look likdoes it rely equally on OnewO practices and OoldO local
historiesAWWho makes visible this present and what is left out? When the third world was
re-named as the South, and the North becarn@teeested in the territorialisation of this
space, many questions arose: Whadrt from the Islamic worldPlow is an artwork frm

Cuba prticularly CaribbeanWhat is Asian American about a particular work?

Categories like OLatin American ArtO or OMuslim ArtO seemed to appear out of nowhere
on the Wesdrn map of global art histor§gurvey art exhibitions stemming from questions

like these began to proliferate in the last 28ntury, marking it as a time of narratives

and countenarratives about the South in the North.

An example can be found in the shaping of Latin America as a contemporary art genre in
the late 1980s. In direcesponse to a Hayward Gallery exhibition, Art in Latin America
(2989), which promoted the kind of primitivism critiqued by Papastergiadis, London
curator Guy Brett produced Transcontinental: An Investigation of R&Nine Latin
American Artists (1990)it featured artists from Latin America whose work directly
responded to the themes put forth in Art in Latin America. BrettOs goal was to tell a story

of difference, and of political works that critiqued the primitivisation and othering of

199He continues, The introdution of the Derridean concept of supplementary and Homi BhabhaOs
interpretation of the process of cultural translation provided new means for understanding both the tensions
that arise from the interaction between different cultural practices, and thgesreeof novel forms of
expressionsThis approach [in Third Text] not only provided more evidence of emergent practices and the
historical legacies of art from the South, but it also prompted the invention of critical tools for overcoming
the classificatin of the South as exe@i, periphery and primitivism.O
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Latin American art. While Brett apologised for continuing to label the show OLatin
AmericanO (when it excluded many areas of Latin America), his aim was to begin to
present plurality and a depth of themes in the field. The catalogue was only published
during the run othe show, and has been out of print since 1990. Today it can only be

found in a handful of art and university libraries.

A work from this show, by ChileaAustralian artist Juan Davila, illustrates the power of
these parameters and definitions puttdy large identity exhibitions in the 1990s. As

part of a commissioned piece, he writes a letter to curator Guy Brett, explaining how
Transcontinental was a response to a false construction of Latin American art from a
previows show in the Hayward GallerDavilaOs piece is also a response to the kind of
essentialism, a way of finding a brand of unity whose side effects erase diversity and
create a product. | include some excerpts here with my emphasis on key parts of DavilaOs
argument which would come b defining questions as the genre of contemporary Latin
American art continued to take shape (see appendix for full letter):

Melbourne, 30 January, 1990.
ODear Guy,

In the invitation to this exhibition you mention as a reference the atmosphere cretliedarge
art-historical exhibition shown last year at the Hayward Gallery in London. In my opinion that
exhibition is a good example of a dominant vielvatin America appears there as exotic,
primitive, quaint, pure. That is expressed likie erasureof all national art histories turning

the continent into one placeby applying to the cultural material classifications of periods and
genres that originate in tli®uropean sense of historyand also by using concept of time and
spacethat is UnitarianLatin America in that schema showsailed Omodernisation®@here the
battles against despotism, social inequality and servitude became the Ogreat narrativesO of history...
At the Hayward exhibition that continent undergoes a similar metamorphosisoitia culture
without poverty or violence, a place without a voic®no discourse generated there is offdded
and because the show is a sort of historical compendiytace without a presen{recent art is
not included)...

Latin America is not a constited culture around a clear nuclease of identity where cultural
materials are sediment: its technical rationality is different to the Europeaitsameginary life
is dual (outside the modern versus nomodern dichotomy) and its links between history ad
time differs in the sense that it has a sequential and simultaneous time (An’bal Quijano).

How can one avoid bringing to the European market new products?.atin America can be a
dominant subculture in the dominant cultuagyleasing productbas the Hayward exhibition
demonstratesbfor the old demand.
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Yours sincerely,

Juan Davila

DavilaOs point about large narrative exhibitions which reassign their own definitions
(time, space, history, imaginary life) and categories (primitive, exotic, quaint,tpare
marginal, third world) reveals much about the way gbasnials have functioned as

part of the design of geograpbwsed art genres. OA place without a presentO became the
dominant assumption about not just Latin America, but about many othensegitne

South. The 2% century machinery of the biennial could be read to largely deal with the
defining of these presendof these elsewheres which only existed in the past in the
European imaginary. The use of QuijanoOs recognition of time andspside

modernist dualities, however, was not a key element picked upon in the creating of this
genre and biennials, which continue to operate largely still within time and space colonial
paradigms. Although Davila hints at the possibility of a way oaptin of not Obrining

to the European market new products,O his letter is more preoccupied with engaging in

the struggle for territory on global shores.

When Davila writes of using Othe dominant language in order to convey the voice of
Latin America rarticulating both cultural heritages,O it seems to foreshadow the battles
of territorialisation at the heart of the controversial issues behind-bjigasiials like Art

of the Fantastic and Inverted Utopias. Twenty years after Davila exhibited his letter,
Miguel Angel L—pez used the term Ominor expressionsO to articulate the position of Latin
American conceptual artists, and the curatorial narratives in exhibitions on this subject, to
speak about the way artworks and curatorial acts from this region @sddrttinant

language of conceptualism (Lopez 2010). He borrows from Deleuze and GuattariOs
concept of minor literature, in an interesting move that makes several proposals for
understanding minor expressions as artworks, actions and exhibitions from the Sou

The three components of Deleuze and GuattariOs minor literature, which Oa minority

constructs within a major languageO and that it is marginal, politicized, and collective
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(Deleuze and Guattari 1986, 16).

Twenty years earlier, Davila made a veryitamproposal, using as metaphor the work of
Peruvian author JosZ Mar'a Arguedas, in a very similar way that Deleuze and Guattari
use Kafka to understand this concept. They based their analysis on linguistic theory
contrasting four kinds of language: 1gthernacular (a language of territorialisation,
according to Deleuze and Guattari), 2) vehicular (official, commercial and a language of
deterritorialisation), 3) referential (Oof sense and of cultureO, cultural reterritorialisation)
and 4) mythic (spirital, religious, also of reterritorialisation). In explaining the spatio
temporal side of these four categories, they write: Overnacular is here; vehicular language
is everywhere; referential language is over there; mythic language is befdelée

and Quattari 1986, 23)They argued that KafkaOs writing was by nature politicized and
revolutionary because it employed each kind of language, and in doing so
deterritorialised and challenged the dominant language with a reading of its multiplicities.
In his works, Kafka employed a rural or vernacular language (Czech), a mythic language
(Hebrew), a referential language (Yiddish, which they describe as Oa nomadic movement
of deterritorialisation that reworks German), and Prague German, the major language, by
which, they say, Ohe will make the German language take flight on a line of escape.O
(Deleuze and Guattari 1986, 28).Yawar Fiesta (1941), his debut novel, and in
subsequent works, JosZ Mar'a Arguedas used language in similar ways, writing in
Peruvian Spash, Quechua, and a blended version of the two by his own design. An
anthropologist and novelist, Arguedas contested the principles of modernisation and
national integration in his time, which in South America were built on the erasure of the
indigenous irPeru, as well as the elimination of their histories and language (Stavans
1996, 96). As Deleuze and Guattari saw in the promise of Kafka, Davila identified in
ArguedasO work a strategy of subverting from within, the catalyst in a line of flight or
vanishng point of the major.

DavilaOs questioning of these two worlds and their relationship to each other, a question
he posed without using European theorists to explain his point of view, are echoed in the
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words of visual artist Tony Chakar, who, 15 yeatsrlanrites about the Western art
worldOs struggle to conceptualise the cortsbittbe secalled Arab worldChakarOs
guestioning occurs in a different political and historical context, as Contemporary Arab
art (also referred to as Islamic Art and Mid&8lastern Art) developed as a concept in the
global art world slightlyater than Latin American aiVriting for Untitled art journal in
2005, he asks
Does the Arab world exist? The expression is often used, we hear it on CNN, the BBC or Al
Jazeera; we gl about it in the newspapers in relation to the cerdlthArab-Israeli conflict; we
listen to politicians from the four corners of the world making speeches and having opinions about
what the Arab world should or should not be likeE surely one mightkiuif the existence of a
shared language, a long history, in some cases a shared religion, and decide that this is all the

proof needed. So why the question? What are the motives behind asking? What would be its
potential answer and what would be thesequences of these answgGRakar 2003)

Chakar describes the disconnect between local experiences and global interpkegations
situation Davila underlines as well. The frustration of having others measure and interpret
the contrasting silhouettes of Ecnational, regional, and internatiofdixing them into

one identity that then becosiaproduct. This is what Chakar seems to be asking about
guestions, motives and consequences, and which Davila answers in his outlining of a
misconception about LatiAmerican art formed around these three points. Latin

American contemporary art as genre experienced this becgmoogss in the late 80s

and early 90s, having undergone so many different curatorial positioning through
exhibitions that in 2014 it is alaely passZ.

Major galleries and institutions are for the most part, no longer hosting Latin American
identity exhibitiors Bexcept perhaps possibly those whingve arrived late at the
conversation. The Guggenheim has been criticised by Holland Coftier Netv York

Times as ignoring contemporary Latin American art until the 2010s when it started a
project to curate three geograpbgsed exhibitions, UBS MAP Global Art Initiative,
Oshowing the work it has paid little attention to in the g&stifer 2014)In much the

same way Miguel Amado has identified other major museums as wanting to OcorrectO
their narrowminded collecting policies with a geographic turn, the mapping project
featured a 2014 exhibition on art from South and Southeast Asia, follonaeai4
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exhibition on art from Latin America, and finally an exhibition on work from the Middle
East and North Africa planned for 2015 (each with a curatorial residency and blog on art
scenes in different regional cities). Just as exhibitions dedicatetetp katin American

art have shifted out of style, other geograplaged genres like contemporary Asian art

and contemporary Arab art have come into fashion in the biennial rosca (which means
also in the art world in general), often falling prey to theeg@rocesses which so

frustrated Davila and Brett.

The Guggenheim mapping project is somewhat attesting t®ihis not by accident that
they have chosen a timelineflectingthe chronology of three major trends in the

biennial rosca of the 21certury. Returning to ChakarOs questions, why should we ask
what kind of worlds were created in these constructed histories? What are the motives
behind asking, the potential answers and consequences of those answers? What is the
value in looking at these twepnstructed narratives together? To begin to tell a part of
this story of the spatitemporalities of art enshrined in identity exhibitions, | present a
nontlinear path which starts with 2010 and provides aeximustive background of the
kind of quasibiennials which made the last two genres of the mapping project.

The year 2010 was part of a moment of overlap between two timeframes, at the cusp of
the Latin American art boom and early middle of the international craze for Arab
contemporary ai’ It wasa time when large museums were still in the process of
institutionalising, and in many ways internalising the prior, and enchanted by the wave of
biennial enthusiasm for the latter. In this year Pablo Le—n de la Barra curated the
exhibition Incidents of favel in Central America, Chiapas, Yucatan and ElsefHere

the Centro Cultural Espa—a in Guatemala City, and Sam Bardaouil created
Told/Untold/Retold with Till Fellrath, his partner in the curatorial consulting firm Art
Reoriented, for the inauguratioh Mathaf Arab Museum of Modern Art in Doha. Both

20050 far | have used the term OArab® contemporary art to speak about this phenomenon, but when referring
to the creation of genre, here it is nessecary to note that the term Middle East is ofteereisada

synonym or related term to OArabO in the field contemporary art, and so | will include exhibitions and

studies which use both terms.

2911 will refer to this exhibition as Incidents.
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exhibitions represent new pathways for curatorial expressions in this time period and
their respective genres, while relying on tried and true practices, as exhibitions in two
OperipheralO art worlds. Botegent opinions and doubts about the actual existence of an
aesthetic for each genre, genres that were largely initiated and constructed in exhibitions
and institutions outside of the region. So how is it significant when these ciatbrs

three educatkin Europe and with work trajectories in the NéfiDcreate an exhibition
addressing contemporary art from their native region, with the purpose of displaying it in

that same region?

Can these be considered minor expressim® they necessarily patial, collectiveE
revolutionary? Which languages are they speaking?

Central to both exhibition themes is an undoing andibiag of a concept that has

operated in the past as a defining piece of each genre. Incidents deads hatdan
exoticised viewof the indigenous as primitive and touristic from anthropological
discourse; Told/Untold/Retold rejects the popular limits of geography definitions to focus
instead on form over content. The intended audiences for both were threefold: the first
and most obious being the local art scene, the second being the regional arfBeot|d
collectors, artists and institutions in nearby cities of the same relgemms lastly,

possibly most consciously, the international art world public clustered in the Northern
centres. The latter is most likely of great importance to the curators, whom they address
in overt ways through language, and discreet ways through subtexts and artist selection.

In Told/Untold/Retold all of the exhibition text is bilingual, Arabic and Esigla clear
sign that the intended audience isamunore than local.

2921n the very brief online biographies of each curator, on thebsite or blog, each includes in their
credentials of graduate school in Europe, as well as proof of work (i.e. teaching and/or curating) in
renowned institutions of either Europe or large North American cities, primarily New York. See
http://www.artreoriented.com/index.htrmhdhttp://centrefortheaestheticrevolution.blogspot.com
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Image 3.1e. Bilingual entrance to Told/Untold/Retold exhibitidrgtp from Universes in Universe
website.

In Incidents, the artist selection and exhibition narratives reveal aydaegained
relationship between art world centres in Europe and North America and a majority of the
participants artists, a number of whom were subsequently included in the New York City
Guggenheim museum collection and mapping project blog, a procédsatéatby Barra.

This evidence points to the significance of this kind of Oremoved audietivteO

intended European and Eufenerican audiences from art world centres (whether present
or not in Doha and Guatemala City) who read the catalogue and @pses#s or blog

text in English, and were witness to exhibitions as important curatorial acts that would
generate further reactions from both the media and art world, forming part of curatorial

movements of thought and presentation.

Told/Untold/Retold inaided several rooms; sometimes a separate room for each artist, at
other times a whole wall or two for one work. Many of the artworks appeared similar if
not almost identical to the works presented at other larger exhibitions, even though all
were commissined for the exhibition, and as curator Fellrath declares in his introductory
text, all Owere given complete freedom in their choice of subject matter, and were simply
asked to share what matters to them, formalistically and semantically,O using the theme
of storytelling as a departure point and central théBaedouil and Fellrath 65 he

curatorial style was very stark, following common practices of the display aesthetic for
contemporary art shows. There were black bé&ieswvhich huge screens were thaly

light, showing images depicting processes from a photography archive in a video work by
Akram Zaatari and in another video piece by Adel Abidin, a blonde nightclub singer. And

there were also white cube rooiall white walls with concrete floors dest in white
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paint, where mostly-® works hung on walls, some framed and some unframed. In

Lamia JoreigeOs room, these framed images were connected by black lines applied to the
wall, an archive resembling distortions of an urban locale. In Walid Rasatids,she

framed pictures of bright colours with spots of text here and there were hung on a wall, a
piece from the same work he presented at Documenta 13, OScratching on Things | Could
Disavow: A History of Art in the Arab WorldO. Portrhlite paintings by Jeffar Khaldi

and Khaled Takreti hung unframed on white walls.

The first version of Incidents was presented in the hbksesetting of the Centro

Cultural Espa—a, amongst the white wallst®alleries and tiled floorI.here were

found objectsa door from an adolescentOs bedroom, and his small yellow chair,
decorated with animation and drawings by the child himself, by young Guatemalan artist
Rodrigo Fernindez Cevallos, one of the two contemporary Guatemalan artists in the
exhibition. There weréramed renditions of ruins, archaeological engravings and
watercolours from centuries past, by British 1800s industrial artist Frederick Catherwood.
Sketches and photographs of the Hotel Palenque by the canonical American
contemporary artist Robert Smitdrswere included. The rest of the works featured new
genres pieces, like a video of residents drawing their silhouettes in the air, in Frontera
Corozal, on the Mexic&Guatemala border, a town which was created in 1976ltrate

601 chole families, byurerto Rican contemporary artist Beatriz Santiago. Santiago
produced the piece as a commission for the Exhibition Frontera; 2@déated by

Mexican curatorial collective Laboratorio Curatorial 060.

Barra curated Incidents shortly before his appointrasrurator in residence for the
GuggenheimOs mapping project on Latin America, then curating a similar version of the
same exhibition, Incidents of Mirror Travel in Yucatan and Elsewhere (2011) at the
Museo Tamayo in Mexico City.
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Image 3.1f. Exhibitiorshots ofincidents of Travel in Central America, Chiapas, Yucatan and Elsewhere at
the Centro Cultural Espa—a in Guatemala City, all images by Pablo Le—n de la Barra.

The second version had a slightly altered name with an expanded list of artists. Both
versions begin with the premise of ruins and the protagonist of the
documenter/traveller/tourist in the South, borrowing the title from tflec8tury writer

John L. Stephens and his good friend, illustrator Frederick Catherwood, whose journeys
and exen from a besselling book are also displayed alongside contemporary artworks
addressing the same theme. Catherwood, a skilled draftsman and architect from London,
had incidentally also worked in Egypt, creating renderings of the pyramids, although his
mog famous works were those representing the Maya (Bourbon 2000). The exhibition

text describes Stephens and Cather woodOs journeys as firsts in documenting Mayan ruins

of these regions in their near entirety, and inspiring a wave of amateurs, explorers and
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archaeologists who imitated them. The curatorial choice to highlight the near (but still
incomplete) totality of this kind of archive, and its dike status sets the stage for an
exploration of similar themes in the contemporary works which are shaemgiside.

The exhibition text also includes a 1969 piece from the work of American artist Robert
Smithson, titled Olncidents of Miredravel in the Yucatan, 19690 (Bourbon 2000).

Incidents omits the story of Juan Galindo and his 1834 report on ther@lah ruins of
Copitn, a character whose reputation and account originally inspired Stephens and
CatherwoodOs journeys to the Mayan territories. In London, the two friends read a local
newspaper article published by Galindo describing Copin, a story intrigied them

along with GalindoOs personal stbhyorn in Dublin as John Galindo (to British parents
who toured the UK as actors, his grgaindfather having emigrated from Spain), he
changed his name to Juan and moved to Guatemala at 18, fightegglagnst Spanish

rule with the liberal army as a coronel, later serving as governor of PetZn (Glassman
2007, 1467). Inspired by the reporting of this tale in British and American newspapers of
the time, Stephens and Catherwood set out for the Amerid&3%) in hopes of meeting
Galindo, and with the goal of producing a better, more conclusive account of the ruins of
the region. Although this story was excluded from the brief exhibition text, it highlights
the idea of the trace located in repetition fdimthe exhibitionOs title and theBwe
reproduction of a reproduction of a reproduction of a reproduction. GalindoOs rendering
of Copitn was rendered by Stephens and Catherwood, then again with the trend of
archaeologists and amateur explores it inspiteeh again more conceptually by

American artist Smithson, and again by some of the contemporary artists in Incidents,
and then twice again by Barra in his exhibition titles. The brief exhibition text does
include a phrase that de la Barra chose to antlieé second version of the exhibition in
Mexico City, about the deaths of Stephens and Catherwood:

(, el clima tropical cobro su cota: en 1850, Stephens viaj— a Panam#, para trabajar en el
proyecto del ferrocarril Tran€stmico. Dos a—os despuZs aceant los trabajos de
construcci—n del ferrocarril, Stephens enferm— gravemente de malaria, fue encontrado
inconsciente debajo de una ceiba, (¥rbol considerado sagrado por los mayas) y tuvo que ser
embarcado a Nueva York. Muri— en su casa de LeRoy Pla@es&Bwich Village (que aun esta

181



en pie), el 13 de Octubre de 1852. En cuanto a Catherwood, hallo la muerte en una traves’a de
Londres a Nueva York, al hundirse la embarcaci—n OS.S. ArcticO(krdr88é la Barra 2011,
July 19)%3

The symbolic element these lines are heavy, laden with double meanings and
mappings. The house in Greenwich Village on LeRoy Place, the ceiba tree, the sunken
ship, the cost which the tropic climate exacted on the two Northern exploafirspeak

the double language sfymbols as indexes tied to the genre of the anthropological other.
But why did the curator omit this data in the later version of the exhibition for a Mexico
City audience? Could the presentation of details of their deaths in the exhibition text
mirror the trope of the humoristic revenge narrative, like the popular euphemism
OMontezumaOs revengeO used to describe the phenomenon of Northern tourists getting
sick with diarrhoea when traveling in Mexico? Why does Barra include the address,

neighbourhood of #¢nhouse where Stephens died?

In a feminist reading of StephensOs accounts of indigenous populations, Heather
Abdelnur notes that the writers, all American or European, who documented Mayan
communities of this time Odid not markedly register [much]estén allowing the
appearance of women in their writings,O with the exception f William T. Brigham in the
1880s and John Lloyd Stephens in the 1830s, both of whom Oeach seems to have had an
unusual interest in women, perhaps for conquest or lechery thémepure observation.O
(Abdelnur 2010)Indeed, the bestselling Incidents of travel in Yucatan (1843) includes
detailed accounts of young women, the way their clothing fit them, and whether or not
Stephens found them beautiful (and to what degree), fdeeiedly took joy in

photographing beautiful young Mayan women, judging them by their levels of beauty
(and ugliness), in one case negotiating with other men in selling the photographs of these
women to other men, without the knowledge or consent of thegyawomen (Stephens et

$+U0OHowever, the tropical climate took its toil:1850, Stephens traveled to Panama, to work on the
Translsthmian railroad project. Two years later, even during the construction of the railway, Stephens fell
seriously ill with malaria. He was found unconscious under a ceiba, a tree consideredystuedddya,
and had to be shipped to New York. He died at his home at LeRoy Place 13, Greenwich Village (still
standing), on October 13, 1852. As for Catherwood, he found death on a voyage from London to New
York, drowning when the vessel 'S.S. Arcticnlsin 1854.@authorOs translatioh).
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al 1843, 1055).

Out of the fifteen artists featured in the exhibition, five were either European or Euro
American (the largest group). Four of the artists were from Mexico (three from the
Mexico City generation mentioned earli2Mario Garc’a Torres, Milena Muzquiz, and
Mariana Castillo Deball), one from Argentina, one from Peru and one of Puerto Rican
decent. The remaining three were Guatemalan (two young contemporary artists, Rodrigo
Fernindez Cevallos and performance artistftd@Ram’rez=igeroa, and one cannon

artist, the renowned modernist Carlos MZrida, famous for being one of the first painters
to fuse European modernist styles with Guatemalan and Mexican themes). Some of the
artists, like Mariana Castillo Deball (b.197&)even Cyprien Galliard, had already

become internationally known for their investigations of anthropology, archaeology,
ruins, and ethnography in their artistic practices. Many of them already had work shown
in large institutions of the North, some bt de la Barra subsequently included in the
GuggenheimOs mapping project. In the second version of the exhibition, Barra expanded
the artist list to include even more Mexico City artists who became famous in the 1990s
and were related to the same genemtadding Stefan BrYggemann (b.1975), and

Gabriel Orozco (with Mauricio MaillZ and Mauricio Rocha). Milena Muzquiz (b.1974) of
Los Super Elegantes, and Mario Garc’a Torres, and are often identified in bios and art
critigue essays as part of a Mexico Qjgneration of artists which | described earlier,

who began showing in the mid 1990s. The male gaze was definitely present from the Oold
mastersO to the 1960s Northern cannon to the new generations of contemporary artists:
male perspectives and views congéd 67% of the exhibition, with ten men and only

five participating women (all of whom were in newest category of contemporary artists).

The discreet geographical mapping of the exhibition follows a pattern: the artists (and
even curator) study in ondgge (Europe, particularly its institutions), make work about
another place (Latin America, particularly, its indigenBbdayanbruins). This is
mirrored in the curatorOs formal education (he holds a PhD in History and Theories from
the Architectural Assciation, London) and his popular art blog, a titled Centre for the
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Aesthetic Revolution, an appropriation of Jacques RanciereOs essay, OThe Aesthetic
Revolution and its outcomesO, using as thdinagnotto for the blog an introductory

line from the essa(Le—n De La Barra 2011, July 19). The pattern is then mirrored again
in a list Barra includes in a blog entry about the Incidentsaeii the show in Mexico

where he posts images which were Ounfortunately not includedO in the exhibition but
which hesees as relevant: more 1800s photographs and etchings by European visitors to
Latin America; an image by Ad Reinhardt, 'How to Look at Modern Art in America’, PM
magazine, June 2, 1946 (which the curator wanted Oto be hung upside down, to be located
near RFere Leguillon's posters and in front of Sam Durant's upside town treeQ); Marcel
Duchamp, 'Fresh Widow', 1920; Carlos Fuentes, '‘Chac Mool', short story, 1973;
Alexander Calder, 'Uxmal' gouache, 1975; Simon Martin, seated Olmec figure from the
Sainsbury Cdéction and 'Untitled (after Sol Le Witt)', 2011; and several others which
bear witness to a similar pattern of mapping between the cannon, Latin America and
indigenous as a site for inspiration, and artworks by European and Latin American
artworks (Le—ndLa Barra 2011, July 19).

Barra is also concerned with the space and time which audiences will read into the
exhibition: he calls the contemporary works in his show the Onew archaeology of the
present,O and describes them as existing Oin the spaee loyethe reflections,

resonances and ruptures produced between their work and that of the travellers, artists,
photographers and archaeologists who followed their [Stephens and CatherwoodOs]

footsteps.O

But what does this OnewO archaeology of the prasde visible and what does it hide?
How is it different from the Oold presentO or past which we are presented with from
images and texts from Catherwood, Stephens, and even Smithson?

Past representations of the indigenous were often defined by aopmhtigical voice

(which imposed classifications and names often foreign to the indigenous) and by a

silence or lack of voice from the indigenous (especially female indigenous, who were
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often rendered invisible as well as voiceless, a point made by Abgélhis was

coupled with an objectifying of their personhood by equating the indigenous with the

flora and fauna or ruins of indigenous landscape, a trope, which can still be found today
in many museums of natural history in the Northern/Western citigen@his past,

which is made visible and brought into the present by BarraOs work around Stephens,
Catherwood and Smithson, who could arguably fit the trope of Othree dead whit&*guysO
-- why not include more indigenous voices in the contemporary artwdtiex® is only

one artist included in the exhibition who politically identified as being of Mayan Quiche
descent, the now deceased Carlos MZrida, also of Spanish and mestizo heritage. But
where were the indigenous voices of the present? Instead of aepresentation of
Europeans and Mexicans, why not include more locally based artists, even ones who
have shown widely and have similar qualifications as the rest of the group? While BarraOs
choices might follow a popular formula for exhibitions of Latin éuoan art, it seems a

very strange move within the local context, to make an exhibition about interpretations of
an indigenous past and present, without including any of the practicing Mayan artists
from Guatemala City who have been gaining local andnat®nal acclaim in the
contemporary arts scene, (like gngel Poy—n, for example). Even the introductory texts
starts out by hinting at the theme of absence and silence around indigenous identity: OEn
el medio norteamericano de aquel entonces, la saadielena Ocivilizaci—nO ind’gena era
algo que no era aceptado ftcilmenteO (Le—n De La Barra 2010, May 4) a theme it then
goes on to mirror instead of address. The old (engravings, travel texts, 1960s land art
works) is juxtaposed with the new (contemponaey genres artworks); the idea of the
traveller and the foreigner juxtaposed, but missing native voices, viewpoints, theories and

gazes.

It is also important to ask why the overrepresentation of artists who live and work in
Europe? All but two studiedtain Europe or North America (Berlin, Los Angeles, New

2041 yse this vernacular phrase in quotes to signal that | am borrowing a speech meme from scholars and
students in Black studies and WomenOs studies, used to critique the cannon of European academics and
thinkers, e.g.site 3° text essay that uses this meme.
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York, etc). Wu asked this same question in her study of geographic flows and
representation of artists in Documenta, concluding that artistic flows are still moving

from the peripheries to the centvehere much of the art world is still defined and

marketed, and that there is value in examining the location, nationality and other
demographic data of contemporary artists who biennialised and validated by the biennial
system, even though, Olt may seelt, @ven retrograde, to think of contemporary art
practice in terms of artistsO nationality and place of birth, at a time when there is so much
talk of globalisation, hybridisation, tramstionalisation, world markets and so on.O (Wu
2009, 1).

Contemporgy artists often include photographs of themselves on their websites, as do
many of those included in this exhibition, and their images often appear on artist bios in
galleries and museums (like the GuggenheimOs mapping project blog). When looking at
the mages of the artists in this exhibition, it becomes clear, somewhat obvious, that a
large majority (though not a totality) could easily pass for European, a continent where
many of them studied art. But this is not true for the majority of practicingsdirsn
Guatemala Citppsome of whom have garnered international attention in the&ttury
(Regina JosZ Galindo, ¢cngel Poy—n, An’bal L—pez, to name a few). This is indeed a topic
which remains taboo in the art world; seldom, if ever, mentioned. iBakuide it here to

ask, what narratives about whiteness and European identity in Latin America are salient,
visual representations of coloniality of power, within the visual narratives of curatorial

discourse as a regional (or national) representation?

Identity Exhibitions

How are these curatorial narratives, key texts, and paradigm twists braided into a
geneology of largscale exhibitions, creating an archive in which details are often lost to
large narratives? One of the most visible and most fuigentityO exhibitions, Inverted

Utopias, is an example of how a blockbuster exhibition changed the dominant narrative
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on Latin American art from magical realism to a sociaihgaged avargarde. But other
productions provided a multiplicity of narratsséeven as large productions singularized

the stories around the same works and authors). Texts like Beyond the Fantastic (1995), a
series of essays by Latin American curators, art critics and historians made possible by
funding from the Arts Council of Ejfand and London Arts Board, presented a variety of
underrepresented critiques from Latin American contemporary perspectives, primarily
challenging the use of the Western idea of modernity to judge art from Latin America.
Nestor Garcia Canclini and GerariMosquera articulated how art historians, critics,
curators and even sociologists from the West had erred when analysing Latin America as
a third world primitive state which could never be modern or postmodern. The primary
concern of the book seemed tothe same as the earlier 1992 Ante America exhibition,

also curated by Gerardo Mosquera: Opara establecer un dialogo de sur’&norte.O

Exhibitions and texts like these, as well as others like tffékaye tried to tell the story

of what Latin American cdemporary art means, how and why it became part of the
biennial circuit as a regiebased genre. The earlier exhibitions of the late 1980s and

early 90s tended to be most concerned with finding a set of common aesthetics, a look or
set of qualities, tryig to make visible the Oplace without a presentO as Juan Davila
described it. But some, like, Ante America (presented in Colombia), set out not to define
Latin America but to build bridges between this present and the work of artists from the
English speakig Caribbean as well as with Native American and African American

artists. The curators hoped to broaden an image of American art by building on a Latin
American understanding of Olas AmericasO (a diverse place that spans continents, racial
and cultural diersity) rather than a US understanding of the term OAmericaO (limited to
one countryf’’ The Hours, shown first in Australia, chose to present a large amount of
politically charged work from Latin America, selected form the private Daros Latin

205 A possible translation: Oto establistialogue from South to NorthO
08| jke The Hours: Visual Contemporary Art of Latin America (2005) and Ultrabaroque: Aspects of Post
Latin American Art (2007), thame a coupl of many examples.
207 Another exampleThe Experimental Exercise of Freedom (2000) described a particular period-in post
war Latin America through the work of five artists with European roots in Latin American coumithies
modernist art traditions.
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America colection (housed in Zurich & Rio de Janeiro), although not engaging much
with the often perceived aesthetic/political divide within the region.

Ultrabaroque, perhaps a little like Altermodern (2009), tried to find a present located
beyond postmodernism, eguing that the concept of Latin American art is dead and a
relic of the past, with the subtitle: OAspects of Post Latin American Art.O Ultimately
OultrabaroqueO (a term the curators invented for the exhibition) turned out to be based on
a notso-believabé claim, even the idea of the theme itself contradicted the idea of going
postidentity by insisting that Latin American art had a common aesthetic. The curators
argued that ultrabaroque is a distinctly kind of Latin American anthropophagy (a term
used inBrazilian art theory to describe cultural cannibalism or the consumption of
foreign influences) that is a resoltcolonial displacemenWhile seeking to represent

the plurality of cultural references and hybridizations in artwork from Latin America, the
show presented work from an elite group of Latin American artists educated in the US
and Europe, who relaim the baroque as a badge of honour that celebrates what

Western/Northern art history might call bad taste or kitsch.

Yet as much as these showied to define, illustrate, and document the concept of art
from Latin America, for the most part they did not (perhaps could not) capture the local
histories, still largely umecorded but arguably a driving force in the shaping of art
produced in diverseontexts. In the first and only book on the history of women in
performance art in Mexico (2004), Monica Mayer describes this problem that plagues
historical survey exhibitions as a lack of visibility and documenta&fion.

208 \qui cuento lo que he vivido y lo que he visto. Es un relato en primera persona. No podia ser de otra
forma por varias razones, entre ellas, a que casi no hay documentos sobre los que me pudiera basar con un
mayor distanciamiento. Ese material simple ycdinmente no existe. Las principales fuentes de
informacion son la memoria, las conversaciones intimas, el haber sido testigo de los hechos y, los
documentos que nosotras mismas generad{dayer 2004, 6)Here | will relate what | have lived and
whatl have seen. It is a story in the first person. It could not be told any other way for several reasons,
among them, that there are almost no documents [to tell this history] from another perspective of greater
distance. That material simply does not exi$te main sources of information are memory, intimate
conversations, having witnessed the facts and documents we generated oGrgaiiasrOs translation).
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MayerOs position as both prataigt and biographer of this history is one unique to the
artist/historian or artist/curator dichotomies often set up in the biennial rosca.
Understanding the complex way that local and-@#mic histories interact is perhaps
something lost on those wihave not witnessed the process of trying to record a history
which is constantly eclipsed (and sometimes erased) by other;foetied, more
institutonal versions of art historjdlore funded editions on the subject are two English
langauge texts aimed Becounting Latino histories for British and American audiences:
in Corpus Delecti: Performance Art of the Antas,(1998) artist/curator Coco Fusco
begins to chronologise a history of performance in the Americaglavidseo del
BarrioOs Arte # Vida dkrte No Es Vida: Actions by Artists of the Americas, 19810
(2008),focused largely on the political nature of performance, and contextualised this

history with many references to European and US art and events.

In the first decade of the 2000s, a nand of Latin American exhibition emerged, one
built around the concept of a city show. This included shows which presented native
artists living and making work in a particular city, such as Mexico City: An Exhibition
about the Exchange Rates of Bodhasl Values (2002). There were also city shows
about foreign artists presenting their work in a particular Latin American context, such as
British artists making and showing their work in Mexico City as a part of Sodio y asfalto:
arte brttnico contemporio en MZxicoA third category presented a platform for both
native and foreign artists to interact with a city through site specific works, such as the
InSite series on the Tijuana/San Diego Border, and MultipleCity in Panama City. While
some of these shvs replicated the idea of looking for a defining Latin American trait in
all art from the region, and others simply provided a new cultural exchange, projects like
MultipleCity experimented with concepts of insider/outsider status, local/international
issuesand parethnic collaborationsThe requirements for the exhibition were that
Oartworks had to respond to some physical, smothtultural aspect of the cityB&rtists
were asked to actively relate to the city and struggle with its myriad seductobns an
pressing problems; and moreover to ensure that both the process of creation and final
works (without necessarily being interactive) would involve their host communities and
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have some sort of impact upon themO (Samos and Gerardo Mosquera 2004) Tlis added
new dimension of engagement to the serriraction model used sometimes in
biennials {bid).” As Craig Garrett described in ArtNexus, the rhetoric behind the show

took a vastly different stance on the importance of art in Latin America:

Timed to coiride with the nation's centennial, MultipleCity presented a radical new vision of art
as social praxis. The exhibition featured fourteen local and international artists, all of whom
tailored new works to the physical and cultural realities of PanamaACGitiywhile the local

responses were sometimes perplexed, they were for the most part overwhelmingly positive. (ibid)

A local response of Osometimes perplexedO but Ooverwhelmingly positiveO is a response
most biennials can only dream of, as local responstte diverse cities of Latin

America are often socially and politically critically responded too, with a range of

reactions from antéstablishment to scandalous, as the Ograffiti incidentO in the 2008 S<o
Paulo Biennial Biennidl®® But returning again t8010, shortly after BarraOs presentation

of the first version of Incidents, and while he was preparing the second version in Mexico
City, Guatemala Cipased curator Rosina Cazali wrote a piece reflecting upon the
significance of BarraOs curatorial GtasceO. In the December 2011 issue of the

Colombian visual art journdrrata, Cazali wrote, with a Opersonal is politicalO kind of

tone:

Vivo y trabajo en Guatemala. Desde hace 25 a—o0s soy curadora independiente en un pa’s donde
demarcarse como tal sigre resulta una contradiccion, porque no hay figuras institucionales de

las cuales independizarse, tomar distancia y reivindicarse como persona acetonoma. Para m’ esto ha
sido, mi¥s bien, un proceso sol’tario cuya cenica certeza es su propio eco; esmtiteza del

acto de gritar en el vac’o y c—mo este, a la vez, persiste como una perversa forma de hacer
ejercicios de fortalecimiento y resistencia. Tal vez por eso es que mueve tanto un texto como el del
CNovo museo tropicalE y su apuesta por repepgagueremos decir cuando hablamos de arte
contemporineo desde lugares con escasos recursos, donde la contemporaneidad adquiere matices
extras y se establece como una relaci—n singular con el propio tiempo. Se trata de repensar de
manera rigurosa la noci-de museo en una sociedad que no reconoce ningcen proyecto de naci—n
ni precisamente por eso su utilid¢@azali 20113

2°For more information, see blog accounts like this one of the incident:
http://delindacollier.wedpress.com/2013/07/07/mstudentjust-presenteebn-the-28th-bienal/

2190y live and work in Guatemala. For 25 years | have been an independent curator in a country where to
declare oneself as such is always a contradiction, because there are no insfiigticasafrom which to

become independent, from which to distance ones's position and claim individuality. For me this has been,
rather, a solitary process whose only certainty is its own echo; That is to say, the uncertainty of the act of
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Cazali succinctly presents the problem of curating contemporary art in the periphery, also
seen by others, like Akram Zaatari, as adfg because of its lack of reliance on the

state, its precarious position that is a space where artists have created their own
infrastructures, always at risk of being appropriated, romanticised or even imitated by the
biennial roscaOs centre. Cazali wating about her reaction upon reading BarraOs
manifesto for a possible museum, Novo Museo Tropical, and his blog, Centre for the
Aesthetic Revolution.@mo recibir una bocanada de aire freg8b' she writes, she
perceives BarraOs curatorial actionsrasmicropolitical acts which disagree with the
absence of Latin American artists in the art world centreOs cannon, and seeks to right this
wrong. Indeed, this is a curatorial stance which quite accurately sums up BarraOs
positioning as a curator fromse\where who works in the centre, as it does many other
curators based in Latin America who are concerned as well, with entering the center
(Virigina Perez Ratton and CuauhtZmoc Medina, to name a couple). The Novo Museo
Tropical is a proposal which Barrafipresented at conferences and art fairs, and in a the
form of an exhibition at the 2012 TeorZtica coafee in Costa Ricd’he manifesto on

the exhibition poster reads as such:

Novo Museo Tropical (Museu without walls)

when museums and cultural cestautside of the hegemonic centres remain empty because they
don't have budget for a programme or curators...

when artists living in the semiperipheries produce specifically for the international market, art fairs
and biennales, while ignoring their logalblic and contexts, or while abusing of their local public

and context.??

shouting into e void and how this, at the same time, persists as a perverse way of doing exercises of
strengthening and resistance. Perhaps that is why a text like that of the "New Tropical Museum" is so
deeply moving with its commitment to rethink what we mean whetailkeabout contemporary art from

places with scarce resources, where contemporaneity takes on extra nuances and is established as a singular
relationship with time. It is a matter of rigorously rethinking the notion of a museum in a society that does
notrecognize any project of a nation, and it's usefulness is precisely becaus&ofahisorOs translation).

211 ike receiving a breath of fresh @)(authorOs translation)

#2The text continues:vihen art produced elsewhere is bought legally (withoutrigas in the past) by
international patrons and museums... shouldn't we rethink the kind of 'art' we do? shouldn't we rethink the
kind of exhibitions we produce? shouldn't we rethink the kind of museums we aspire to have? Novo Museo
Tropical, a museum whout walls... an invitation to rethink the museum outside the centre... do we need
new museums and mausoleums? can we think a different kind of collection? do we need art bought in
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Image 3.1gPoster for the Novo Museo Tropical exhibition at TeorZtica in Costa Rica 2012, image from
Errata Magazine.

Barra uses the phallic symbol of the banana to starat several meanings: the

multitudes of unnamed/unrecognized artists, the tropics, and even perhaps, the
commodification of Latin America through North American capitalism. The banana is
after all used famously by Gabriel Garc’a Mfrquez in his classic rpeste, 100 Years

of Solitude, to symbolise the entrance of US capitalism into Latin America, and the
political, social and economic disaster it claimed on local communities. Cazali compares
BarraOs poster of the banana cluster to a poster of a conoegyfadbm 1936 by Alfred

Barr, Cubsm and Abstract Art

galleries, biennales and art fairs? how to protect the collection frontittete without resorting to air
condition? can we think a museum that exists beyond the conventions of the XX century contemporary art
world and its structures? how can cultural production and memory survive humanity after humans
disappear from the eafmovo museo tropical... soon somewhere near you... Projeto Museaitrop
somewhere without walls...O (ibid)
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Image 3.1hPoster of 1936 conceptual map by Alfred Barr, Cubism and Abstract Art, image from Errata
magazine.

She suggests that BarraOs Novo Museo applies the strategy Joaquin Torres Gamc’a used
his upsidedown map to BarrOs Ergentric map representing a cannon. She summarises
this strategy as taking advantage of the OfissuresO in hegemonic systems, with the end
goal of creating a broader field of understanding the singularities of thettmbalter
understand how artworks from very specific local contexts have been made to be seen as
universal in part of the discourses of the centre (Cazali 2011, 106). Comparing these
actions to the concept of minor literature, or minor expressions, inkegel actions

seem to fit part of the definition, especially with CazaliOs reading of the poidtioal,

and their undoubtdyl marginal position. Yet how cahey be classified as revolutionary,

as deterritorialising, if they fit neatly into the binarigf Westcentric curatorial

discourse, or even more poignantly, into the coloniality of power?

And what about work that is not concerned with entering into the centre, being
seen/validated by Europe, North America and its urban centres? That existsoioeat
outside the paradigms reinforced by Cazali and Barra? Are there other curatorial veins
and artistic proposals from the region that, like Barra suggests the Novo Museo might,
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exist Obeyond the conventions of the XX centuryO but without the cdidradfca
curatorial gesture obviously concerned with the marketing and commodification of Latin
American art®r alternatively, could some of the same art curated bykmelvn

regional curators like Barra and Cazali be understood through other cunadorsives?

Consider the example of the theme of political disappearanes, a curatorial theme
stemming from a wide body of artistic practice that has been presented in the quasi
biennial format and incorporated into city exhbitions by Latin AmericarNaomthern

curators. Taking itOs theme from the everyday, exhibitions like OThe DissappearedO
highlight a problem of that is in fact universal, rather than focusing on the a lack of entry
into the canon or a lack of curatorial funding which so greatly cari8arra and Cazali.
Comprised of some 15 pieces of art from Latin America and curated by American Laurel
Reuter, The Dissappeared toured for three years in Latin America and the United States
(2006-2010), with images depicting an absence of those whodiasieempty bicycles,
bones, erased faces, and ID style photographs from expired licenses of past eras.
Encapsulated in the cultural memory of artists are remnants, although not complete
bodies, of the disappeared. OThrough their art, these artis@nfigasia in their own
countries as a stay against such atrocities happening again,O read the introductory
exhibition text (Reuter and Weschler 2006)nically, it was shown during a time when
people continued to disappear at the hands of state and sysielence, and a time of

US militarization in Afghanistan and Iraq. On September 17, 2006, during the first
month of the exhibitionOs presentation in Buenos Aires, Julio Lopez disappeared, one day
before he was scheduled to testify as key withess igahecide trial of exchief of

police, Miguel Etchecolatz. OWhere is Julio L—pez?0 demonstrators chanted in mass

demonstrations.

For Latin American and US audiences The Disappeared provided a way to reflect on

public terror in the past and present,tasytwere also experiencing a US media version

of the story on public terror. Arturo DuclosOs version of the Chilean flag made out of

human femurs instead of cloth and thread questioned patriotism; Doris Salcedo has given
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new meaning to discarded everyddyjeets, using empty chairs to speak about patriotism

and the masses in Colombia. Her used, empty chairs of various sizes and colours stand in
the gore of violence in her Omass graveO creating by installing a clutter of chairs on the
outside of a buildindor the 2003 8th Istanbul Biennial, and as an homage to Colombians
killed outside the Palace of Justice in Bogott, where she lowered 280 chairs during the
course of two days for an installation in 2002. Oscar Mu—o0z's Project for Memorial

(2005) can be reaaks what curator, psychoanalyst and cultural critic Suely Rolnik calls
Oprovok[ing] an immersion in the sensations lived within the experiences they enabledO
(Bang Larsen and Rolnik 2007, 32). Mu—0zO metal plate etchings of faces from ID style
portraits, vhich appear only as the viewer stands close enough to the work to breathe

onto the plates (and which begin to disappear almost as soon as the warm air evaporates),
provoke a variety of images about terror for the viewers, by making them a catalyst, or
active participant, in the appearing and disappearing of the faces. Rolnik pondered,

OHow is one to convey a work that is not visible, as much as it is only produced in the
sensebased experience of each viewer?O (Bang Larsen and Rolnik 2007, 31). Itonically
these invisible sensory experiences became the essence of some of the most viewed
artworks of this period, when, after multiple appearances in exhibitions and galleries,

they came to define an era of Latin American art in the 2000s exhilsifions

Argeninean arts writer Ana Longoni describes this image of an immense absence in the
present, a byroduct of dictatorships andilitary rule in the AmericasShe writes, Bl
desaparecido, arrancado violentamente de la calle, del aula, de la fabrica, de sy casa

arrojado a un vacio del que nunca volvio, es aquel del que no se conoce cuerpo ni

231n another 2% century iconic Latin American artwork that bears mentioning here, Cildo Miereles® Red
Shift (196784), Rolnik reads the memory loiss. She describes the trauma and normalized violence from
military oppression by the state in Brazil as something that had become so ubiquitous in the consciousness
of the 1970s public that it was part of the cultural psyche (Rolnik 2009). Her thabvetidk about the
trauma of the dictatorship in what she calls, Othe resonant body of the artistO is based upon her exploration
of Brazilian artist Lygia ClarkOs work. She describes a body (belonging to the artist) which consciously or
subconsciously abgos the dynamics and ideals (of the violent context?) that seem to hum around the
body, like the invisible waves of static on the radio.
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historia desde ese momentgLOngoni 2007, 23%'* This absence is also memorialized
in the witness, in which case the absent becomes visable onceedaobfevivient] se
condensa no solo la memoria del terror sino tambien la narracion del yo politico, del
militante, activista, guerrillero, combatiente apresado, torturado, caido pero no
asesinadd@(Longoni 2007, 23)"° The memorialized victim is inscribed inside the

suvivorQOs identity.

Palestinian postolonial theorist Edward Said spoke of a similar emptiness in the cultural
panorama of the US, but instead of an absence of bodies, he describes missing
knowledge, or knowledge that was prohibited, erased even fro&hcoléctive

imagination through the project of an aAtiab culture. In the wake of hate crimes

against Arab Americans during the first few months aftél 9Said pointed to the lack of
knowledge about this culture that fuelled the violence. It wamwledge prohibited to

the general American public, which played into the explanation of war and identification

of Islam as antAmerican:

There is no massive literature, no fund of popular knowledge, no mobilizable discursive means to
bring in as an ardibte to writings about the Arab.... [no] ready examples at hand for circulation
that specify positive contributions of the Arabs to science, to world literature, to even so modest a
thing as popular wisdom. (Gabriel 208%9)

In the public sphere, these gap knowledge facilitate ignorance and misunderstanding.
Perhaps a way to understand and deal with the disappearances (or loss) of both citizens
and knowledge is through the multiple voices of art. Artists have already picked up on
these issues in a dogue with the publi®whether on city streets or inside galleries and

24OThe disappeared person, violently torn from the street, the classroom, the factory, his house, and
thrown into an mptiness from which he never returned, is one from whom no body or history has been
known since.O (authorOs translation)

215 (Yhe [survivor] condenses not only the memory of terror but also the narration of the political self, the
militant, activist, guerrlh, the captured fighter who is tared and fallen but not killetd(authorOs

translation)

#®3aid continues, Tese may exist in libraries, but the images, the values, and the knowledge they
represent donOt circulate. ThereOs a prohibition againshgatratArab story, as it were, which in the

U.S. has been equat&dhot with a complex history of an entire people, but only with being opposed to
Israel. ThatOs what the Arabs, in the endyestly known for.O (ibid).
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exhibition halls. But as Said writes of Arab literature and cultural contributions, these
narratives by artists often do not reach mainstream audiences, and do not become a part
of themainstream collective imagination. Other themes like this can be found in

curatorial and artistic responses to stgiensored violence, as with the case of

MultipleCity, another example to consider when examining the value of algjeasial

kind of exhbition that cannot be fully explained by the curatorial system created to
produce Latin American art as product.

Panamanian artist Brooke Alfaro preserfietbvé!’ in the 2003 public art intervention

with Panama City, called MultipleCity, to address essof public space and the gang
phenomenon. Utilizing the language of gangs and popular culture in a working class
neighbourhood in Panama City, Brooke Alfarb@eve (2003) featured a projection of

two parallel videos on local buildings. The video pieas shown as a part of

MultipleCity, curated by Adrienne Samos and Gerardo Mosquera and presented in public
street spaces of Panama City. Alfaro filmed rival gangs in separate videos, singing the
words to the same popular song, projecting these simaliaheon the outside of two
buildings, which stood sidBy-side withinthe neighbourhood of the gang#$ie videos
concluding as each gang turned to face the other, to throw/catch a soccer ball tossed from
one screen tthe otherThe projection was met lgheering and excitement from

hundreds of local residents who wagdifrom neighbourhood streets below (Garrett

2003) Later the video was presented in the context of the Singapore and Venice
Biennales of 2006 and 2003, respectivé\juevebridges a gap leeen work meant for

an art world audience and work meant for a working class popular public, a sector of the
public which Gerardo Mosquera calls the art worldOs Oabanddriedp(Mosquera

1995.

Examining theses stories and messages against the iyacaroncurrent political
events might help in moving towards a pluralistic world view, a OpluriverseO (Dussel
2009, 516ps Dussel calls it, in which political languages and philosophies from different

271n English: Nine.
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parts of the world meet to-4@nceive the whole ideof postmodernpolitics (Buck

Morss 2003, 5)lt seems the opposite of derisive curatorial narratives that would focus on
pitting an essentialism of a regional aesthetic against another, or seek validation for a
national art through entry into a systémattwill always necessarily objectify art and

artists from the South.

In similar ways, yet at the same time with very different consequences and expressions,
the public imaginary that surrounds artists making work in the Middle East and North
Africa has leen affected by political violence in a post Bglobal age. First, it was an
excuse for mass media to create a Yéorist image of Arabs in the news, an image

which had been used as a media stereotype since at least the 1980s, heightened by the
American Bush administration which worked to create the illusion theaked

terrorists from the Arab world were the public enemy number one. But this stereotypical
image was then forced to change in 2010 with the advent of the Arab Spring, when mass
media vas obliged to show many different expression of Arab citizens (albeit still
operating from the base of stereotypical types, now they were forced into a plurality of
images rather than the singling out of one image which had previously dominated news
aboutthe region throughout many decades). Circling back to the exhibition
Told/Untold/Retold, it is significant to note that this exhibition, marking the inauguration
of Mathaf, the Arab Museum of Modern Art, occurred during the same year as the Arab
Spring. Jst as the media was presenting a larger number of Arab faces and profiles in the
news, Mathaf also presented to the artworld the idea of an Arab contemporary artist, with
curatorial statements from curators Till Fellrath and Sam Bardaouil that hopedeo pro
they were presenting a curatorial narrative about this figure which differed from the
biennial rosca imaginings of Arab contemporary art.

Fellrath based his curatorial narrative on the idea that this image had been OdistortedO and
the identity of theyenre of Arab contemporary art OstolenO by three factors: the global
political climate, the stereotyping of Arabs in the mass media, the process of
commodifying contemporary art, and the predominance of the biennial rosca, or in his
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words, OWestern institonal practiceO. He criticises these forces for combining to
highlight three Western preoccupations that originally stem from Orientalism: the clichZ
of the veil and veiled woman, the idea that artists in the Arab world necessarily face
artistic censorspiand other cultural limitatian The MoMAOs OWithout Boundary
Seventeen Ways of Looking (2006), suggests that all artists from the Middle East have to
deal with boundaries and restrictions like censgrstellrath also mentions The Saatchi
GalleryOs Ureiled: New Art from the Middle East (2009) and the publication Veil:

Veiling, Representation, and Contemporary Art (2003), among other exhibitions and
publications. All of these, he says Oexplicitly seek to reject and revert persistent
stereotypes, yet oneonders if such titles end up achieving the exact opposite.O The
same question could be asked of Told/Untold/Retold, as was brought up in some of the
exhibition reviews. In geographically defined contemporary art shows on Arab art,
viewers have been cortidined to expect Oa use of calligraphy, portrayals of veiled

woman, and references to IslamO (perhaps in the same way viewers were conditioned to
expect all art from the region to be colourful, ciidfe and primitive art with ftkloric or
indigenous qudies). Fellrath counters that the artists in this exhibition defy these
stereotypes, describing them as a transnational crew who were given free range to submit
any kind of work they chose, each piece commissioned specifically for the exhibition. He
descibes some of the demographics of the participating artists:

Another misconception in the West is the confusion of Arabs and the OMiddle East,0 which
disregards the enormous cultural differences in the region. ThereOs an underlying tendency to
unify artiss with Arab origins irrespective of where they live and work. Artist [sic] that were born
in the Arab world and continue to live and work there, will probably draw from different
inspirations than those that have been living in the diaspora. Out of thiy-tlveee artists
represented in the exhibition, more than half have been living in the West. (Fellrath 2014).

Like Barra, Fellrath traces an implicit map between the Arab world and the West, when
he proudly explains the life and work trajectories offihgicipating artists® (in similar

Z8Fellrath goe®n to list all of the artists categorized as OMiddle EasternO in his exhibition who have roots
in other parts of the world, revealing another example of a phenomenon Wu has demonstrated is common
to exhibitions of secalled ONoiwesternO art (a large piarstill made by artists living, studying and

growing up in the West) Tree artists, Abdelkader Benchemma, Kader Attia, and Zineb Sedira, were born
in France as secorgkeneration immigrants. A group of artists is working in New York, comprising Ghada
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fashion to the ways his own credentials as curator and professor are displayed on his
website). However, the exhibition does not mention that many of these same artists
featured in Told/Untold/Retold were also particifsaim the exhibitions he criticizes, as

well as other large recent biennials | have discussed in this chapter, such as Documenta
13 and the Venice Biennale. The work especially commissioned for Told/Untold/Retold

is similar, in some cases identical, tonstks the same artists exhibited around Europe

and the US around the same time period. Walid RaadOs piece is actually part of a series
by the same name which he began in 2007 and exhibited at the Whitechapel Gallery,
Documenta 13, and other institutionphses around Europe. Aspects of some of the
artistsO work that could be considered more risquZ are absent from the work submitted for
the Told/Untold/Retold exhibitioBeven when these aspects have come to be part of the
artistOs signature work as it hppeared in other galleries and institutions. There is no
mention Fellrath or BardaouilOs introductory essays of the queer or homoerotic male
figure central to Akram ZaatariOs practice, although they do write about other aspects of
his work. The piece haibmitted focuses on the processes of archiving photographs, and

does not feature centrally any of the other male figures so common in his work.

Bardaouil insists that his exhibition presents a coumderative to the presentation of
contemporary Arab #sts from a Western perspective, and that this is not a show based
upon the geographic turn in contemporary*&tinstead of focusing the show on

geography and its Onaeve identitarian discourse,O Bardaouil proposes that the exhibition is
centred aroundrie and artists use of it as Othe only true universal formO and Othe last
frontier that todayOs artists can claim as their own.O Tigiadiag is central to

Amer, Wafaa Bilal, Ahmed ABoudani, and Walid Raad. Youssef Nabil splits his time primarily between
Paris and New York, KhaleBiakreti and Mounir Fatmi live in Paris, Adel Abidin in Helsinki, Sadik
Kwaish Alfraji in the Netherlands, Steve Sabella and Zi&ebira in London. Jeffar Khaldi studied in
Texas before setting up his studio in Dubai.O (Fellrath 2014).
2%1n the introductory essay, he writes: OOTold/Untold/RetoldO is a response to an exigent disparity in
critical discourse evident in the putative dgsition of form as subaltern to content and the posturing of the
referent and iconological as the cardinal gateway for all understanding. This seems to be a curatorial
paradigm that is particularly adopted in the atomization of artists who come frorotralijt nonWestern
origins. Mindful of such practices, yet far from expiatory rhetoric ofpo&tnial studies, this exhibition
aims at directing the viewerOs gaze towards the formalistic qualities adrceeathand.O (Bardaouil and
Fellrath 2014)
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BardaouilOs curatorial standpoint, though the actual exhibition in white and black cubes,
seemedad follow a much more traditional curatorial logic. Without the curatorial
statements, much of the Told/Untold/Retold looks very much like the big exhibitions in
London or New York on the same subject. In a review of the exhibition, Clare Davies
suggests 6 arc of an argument and the consistency of Bardaouil and FellrathOs own
curatorial vision for Told/Untold/Retold remain illegibléZD11).Is it a case of shuffling

the same deck of cards to present a similar suit of artworks and faces? Perhaps in many
ways like Incidents, the repetition of the trace in this exhibition overshadows all other
attempts to present alternative narratives within the space of contemporary art.

Is writing about, thinking about even speaking about Arab contemporary art it°the 2
century (and speaking about it in English), a minor expression, a necessarily politicised
project of translation and territories? OSome artists in different Arab cities are starting to
ask themselves this quies:0 wrote Tony Chakar in 2Qa5Could arfind its vital role

as an investigator of these uncharted territories of difference?0 (Chakar 2005, 46).

Buzzwords like Orientalism, terror and the veil haunt both media reports and art
exhibitions on the Middle East, and when presented outside tiosyege almost

always cast in the light of the dangerous, the forbidden, and the mysterious. Inside the
region, debates on pairab identity and communication are concerned with a different
set of issues, including migpresentations, politicised statesconstruction, intertwined
religion andculture, and Europe as oth&et the communities within this region do not
always see themselves as part of a unified continent or even culture platei ©f
contested boundariels the Middle East, North Aican and Arab diaspora, however, just
the opposite might be true. Outside the region;gthnic links become more visible and
often more important, especially whenobilising in the art worldThat is to say, while

an artist who is atheist and from Temraay not consider herself to be Arab, or Muslim,
she may identify with those who are, when building a network of artists in the diaspora
(e.g. New York City, London or perhaps Berlin).
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The importance of an Arab diaspora (creating work while livinguroge and the US) is
apparent in recent Middle Eastern identity exhibitions, especially in discussions about
artistic production and plac&he majority of historians, artists and cultural critics
publishing and showing work from these regions are thosehatie experience in both

the Middle East and a Eurean or North American countridot unlike the current Latin
American art Oauthorities,O the majaityalso educated in the Wesitists Tony

Chakar and Jayce Salloum, whom have published widelygtidan warn against the
possibility of the erasure of local identities implied in the creation of a project of an Arab
world or Arab aesthetic in afferms like OMiddle Eastern artO or OArab experimental
filmO are as contrived as the concept of Latin Asaer

A 2009 symposium at the Tate Britain titled Contemporary Art in the Middle East
presented some of the most pertinent issues in the field, from an obviously diasporic
position.Involving artists and curators who work transnationally, it was diviaied
discusions on five themeq) defining the Middle East 2) writing and translation 3) art
now- recent exhibitions 4) tradition and moderratyd 5) the politics of spac&he

concept of space becomes a necessary identity marker when the majotistofram

this region are making art and showihgutside of the regiorinversely, the majority of
their art is being bought by Middle Eastern collestand kept in the Middle Eadthis

makes for an interestimgetaphor on transnational arhe worls themselves become
symbolic migrants, shipped back to the homeland from the diaspora.

Tradition is an equally important issue, a defining feature that somdiimnésrs on
historical truismThe British MuseumOs collection of contemporary art from el&/

East, one of the largest collections of its kind in Europe, only acquires work that
expresses a link to an Islamic or ancient past (perhaps nicely complementing others of its
collections ofislamic art and ancient arBut how can such a curator@écision mark

the recording of this history of contemporary Middle Eastern art)? Does it create or
impose a theme upon artists from this region, by focusing solely on work from a certain
theme? Does it support a theme already significant &isavorkirg within the region?
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As the collection is housed in the diaspora, what effect does it have on the
memorialisation of nostalgia and links to the past or links to a homeland?

Along with an increase of exhibitions on Middle Eastern contemporary art, dneze h
been a rising number of voices calling for more critiques of Western art and the canon
from Arab, Muslim ad Middle Eastern perspectives.chitecture historian Zeynep ,elik
asserts that perspectives from these regions can be especially relevanteiadang of

the canon, in her essay Colonialism, Oriestaland the Canon (,elik 2000).ike other
arguments on the cultural relevance of Latin American critics to the world, Celik posits
that examples from the Middle East should be used to commeng d¥igbtern canon

and art world, insteadf always the other way aroun@ihis must be especially true if the
concept of the global art world is be given any authentic meaniriRecent projects like
Abdelkebir KhatibiOs discussion of Freudian logic ancnlgkéhatibi 2009, 689), or Inas
AlkholyOs reeading of European renaissance art in the context of currencpatitihe
Middle East (Alkholy439-447),offer readings of Western art and culture thtoddjddle
Eastern perspectivegictor TupitsynOs NotendGlobalisation: The Work of Art in the

Age of Shoethrowing (Tupitsyn 2009, 51%)escribes a whole era with a metaphoric
action between an Iraqgi reporter and American presidermwoccurred in 2008
BaghdadInstead of using 9/11 as the identity markieamm era, Tupitsyn uses an event
that took place in the Gulf but was witnessed around the world throagbiigy and

other global medialupitsynOs use of this event as an identity marker could also be read
as another example of using a Middle Easternpeets/e (in this case the cultural
significance of throwing ones shows) to explain a phenomenon from the West (the
war and the Bush dynasty.deeper look into the politics of art and culture in these
regions highlights many other ways that listertimghese perspectives from Arab regions
can bringnew meaning both to global andedtern issues.

While the concept of Arab (or even Middle Eastern) contemporary art was a term

arguably defined in the West, European curators still have a difficult tinngirtpgust

exactly where it is located. Edward Said used Western artworks about Arab culture as
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the crux of his argument against the Western domination of Palestine and other Arab
nations back in 1979 (Said 1979). The art he described and the cultuitghed in
OOrientalism,0 was the West, and not thelélighst, as he has specifidet few

cultural theorists (Western or ndestern) have picked up where Said left off, in an

effort to redefine a thexy about art from this regioMore recently, coremporary artists
from the region represent some of the clearest voices on this issue. Perhaps as a part of
this effort, a new project to document and comment upon both local and regional
specificity, they have taken up the role of archiving and defithiag own work.

Curatorial projects like Kamal Boullataaestinian Art from 1850 to the Present
(Boullata 2009pnd Jayce SalloumOs participation in the World Wide Video 2002
Festival in Amsterdam (Salloum 2005,-27) are two examples. For some, thevark
became an icon representing the exploration of grey area between fabrication and fact
from an Arab perspective, or between local realities and false claims perpetuated by the
media.For others, artwork like that of Walid Raad, which is often inttgat as related

to this theme, has already became an-oged trope to which all contemporary artists

from Arab countries are compared to by Western curators.

What is the danger or problematics in grouping an artist like Walid Raad kith S

Neshat, oSusan HefunaQuestions of which countries, languages, borders, religions,
andwhich heritagesre persistanShould art from this region be classified as Arab art,

Gulf art, Middle Eastern art, &th African art, Islamic art€an this be a group at il

artists speak different languages, come from different religious backgrounds, and express
different diasporic experiencéstheir artistic productionhe most common term used

in English publications since 2000 was art from the Middle East, untsiitend decade

of the 2£' century when the term Arab become more used.

In trying to describe Onew Arab videoO Jayce Salloum explains this debate, including his
doubts on the possibility of a p@rab art identity.

We live on variations of the same tydt we are dided.Developing a pamegional discourse of
Onew Arab videoO may eéher possible nor wished foFhe failure of PasArabism haunts us,
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as does the fear of authoritative mondjthll too menacingly presehtocal discourses are
possibleand do exist, there is a connective tissue of sorts formed/forming, fragile, prone to
external and internal pressures and subject to dissolution at any moment. (Salloum 2005, 29)
As Salloum asserts, a p&mab art identity may not be something welcorbgdartists
working locally, nonetheless, it has become a reoccurring theme presented outside of the
region in largecontemporary art exhibitionBerhaps this is due to a lack of authentic
information about art histories from this region or a purposeéduze of this
information on the part dominant US/Euro hegemony, as Edward Said theorised in the
pod 9-11 intellectual aftermattbetailed information on this cultural history from this
regionis still unknown to outsider3.he issue of language barri@imong different
versions of Arabic spoken North Africa, Egypt and the Gulf, for example is another
example of obstacles to unitigven within each region, a range of different sounds and
local dialects distinguish the Arabic spoken in each country.

Pronoters of ParArabist movement, such as Egyptian May Oueida ARd%isir, who is
credited with creating the concept behind a kind of Arab socialism, creatively addressed
this issue when Pafirabism rached its height in the 19608.some of his speeches he
Oadopted a theme of successfully bridging the different sounds of Egyptian, Syrian, and
Iraqi Arabic, and rose to a classical Arabic without losing or boring his audienceO (Yaqub
2004).

While PanArabism and Arab Nationalism, both political projects ethoriginated in the
Arabic speaking world, reached their height in the 1960s,areepow remnants of the
past.Many artists, like Salloum and Chakar, are aware of the failure of these projects,
and are wary of replicating a similar format with the pmeeoon currently known in the
West as Mildle Eastern contemporary ddinlike Latin America, the project of Pan
Arabism was not accompanied by national curriculum, public art projects, or
development of macademic intellectual fieldlthough ParArabism was commented

on by artists from variety of disciplines, there was not a specific movement within art

theory or criticism which formed a fieldibof addressing these thembscontrast, after
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the open call art historian Marta Traba in the 1960s, Latinr&ane historians and critics
stepped up to publish and theorise in reaction to Western theories about their arts, albeit
blind to many of the social conditions of-aneking in the region.

Even if Edward SaidOs critique of Orientalism can be compa@aldmbian art

historian Marta TrabaOs 1960s call to action for historians to approach Latin American art
from a larger perspective (i.e. not just a Western one), there was no movement which
ensued to create a variety of pluralistic critique of art fronrégen (as \as the case in

Latin America).There were however, similar sentiments of-pationalistic yearning in

Arab nationalist movements, and a search to turn shared characteristics into a shared
identity, although many considered the movement te ialed (even as artists from

Cairo, Beirut, and other Arab cities feel OstrgmtitetedO into an Arab identity proposed
in open calls for survey exhibitions hoping to present a definitive answer to the Western
art worldOs misunderstanding of the rejgion

Arab nationalism was created out of a response to a definition of Arab society from
Christian Arab thinkers in the early 1900s who sought arabgious definition fo Arab
culture and traditionsArabism came to represent a perspective in oppositias an
alternative to European thought and dominance (Sharabi 1970, 134). In Franz FanonOs
words, it is a strategy Oto assume an Arab or African culture in the face of the global
condemnation effected lige dominant power.O (Fanon 20P@4). Arabisms not so

much a natural lived experience but an attitude adopted with a plan for strategic

resistance.

Visual artist Tony Chakar describes the paradoxes implied in the concept eéthpiEn
Arab category, one that implicates the problem of a unifygigevand a diverse set of

issues:

The Arab world, the Orient, the Levant, the Middle East or the more recent Islamic World are all
terms that seem to be leading a life of their own in political and/or ideological discourses. This
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life is in sharp contmdiction with a lived experience that increasingly negates these concepts, and
yet they do not subside. (Chakar 2667)

In Cairo, 2008, Nida Ghouse describes how another appearance of the concept OMiddle
Eastern artO particularly bothers artists workingfwathin the region (Ghouse 2010).

She writes of local artist discussions spurred by the arrival of international open calls for
Arab artwork tabe shown to foreign audiencé&he describes local artist frustration with
Othe claustrophobia of catchallegairies such as OArabO and OlslamicO art. Raed Yassin
tested out this experience by facetiously labelling himself as a Owar artist,O when
submittingwork to international venue$he work exaggerated stereotypes about artistic
production in Beirut, but this surprise was both taken for truth aden gallery
representatiorit the same time he found difficulty showing his other works which were
not about warGhouse describes this phenomenon as a narrowing of avenues available
for artistic expression, astists often feel Ostraight jacketed into identities they didnOt
alwayscare for, much less ask foL.&rge survey exhibitions, hoping to become
authoritative examples on the unclearly defined topic of OMiddle Eastern Contemporary
ArtO function in what Bouse calls Othe museumisation of that region.O (ibid). These two
different concepts of paethnic identity in the regioBone from within the region (the

Arab world) and one from outside (Middle Eastern Contemporarybiotesent equally

artificial congructions, often at odd with local realities.

But what if survey exhibitions focused more on the diversity of theafied OregionO
rather han the reconstruction of it®hat, if anything, constitutes the cultural links
between nations in this regm? On one end of the spectrum, a shared language and
culture is emphasised to the extent of creating animaagspace (the Middle EasAt

the other end of the spectrum, local differenced terthreaten a unified fronthe

search for what is a Middle Basn piece of artwork suffocates and limits artists as much

220 Chakar continues,I®fact, not only do they not subside, or play a passive role, but they are hindering a
certain consciousness (Oun prise de conscienceQ), of difference amongst the people of said region. These
political and ideological discourses insistyd have been insisting for almost two hundred years, that the
Arab Nation is one and that, if it is divided now, it is because of colonial interests and/or imperialism
and/or Christian or Western culture (it depends who is doing the talking)O (ibid).
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as it fetishises them in the popular dartis jour moment of the 2000$.mestizaje was a
somewhat successful construct in Latin America, and Mexico in particular, why could not
a similar modebf difference or irkbetween spaces be pursued by curandsartists

within the regionBuch diverse realities across national boundaries might be useful in
creating strength in numbeRerhaps an even more interesting option would be to look
outside theeuropean/Middle East dichotomy in creating more open art actions.

Although the concept and implementation of mestizaje is not a utopic one in Latin
America-- suppression of indigenous identity and autonomy has been committed in its
name- but the concecreated a new category for a nation which is neither this nor that
established racial or ethnic category, and is in opposition to the north American

polarising of racial and ethnic identity.

Princess Wijdan Ali of Jordan asserts that cultural mixirapignportant feature in

Islamic art, perhaps not so different from admloof mestizaje or hybridityDIslamic art
itself has borrowed from previous civilisations since its inception and throughout its
historyE For example, the influence of Chinese paigton Iklhanid miniatures in
borrowed forms and style was neither diaabnor questioned.O (Ali 199D). Hybridity
seems to be a majoharacteristic, althougteldom mentioned by artists or historians
when discussing the Middle East. Jayce Salloum presesobservation on themes
prevalent in Arab art, listing OLiving life, loss, love, histories, territoriality, the failure of
justice, home, memory, repression, power, occupation, neglect, rejection, resistance,
youth, gender discrepancies, the bodyuséty, violence, ego,
patriarchy/authoritarianism, representation, retrospectiogmeatation.O (Salloum 28

Is this list purposefully universal in the sense that it could be applied totamos
contemporary arts scenépfar, displacement, exile, gesrd mapping, and authority are

all other themes which artists say describe their work, as listed in ariesitzopd

exhibition statementd.ike the mythic OLatinoO aesthetic, these may or may not add up to
an Arab aesthetic, although the Western contearp@rt world seems intent on

fabricating such an aesthetic.
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Since the late 1980s, survey exhibitions representing artists and artwork from this region
have employed a variety of strategies, from educational interventionist to documentarist
to an annota&d bibliographic style, in an effort to define the cudtigcene of a particular
area.The most common might be regarded as a structural functionalist kind of model
evidenced in commercial exhibitions such as the Saatchi GalleryOs 2010 Unveiled,
presentig a general overview of a vast culture (often an imaginary one defined
specifically for the exhibition) and an opportunity for locdists to show internationally.
This has led to a kind of identity opportunism with both ethical and monetary
implicationsthat artists can finthard to swallow (Ghouse 201®).the same year that
Magiciens de la Terre opened in Paris (and also Art of the Fantastic opened in
Indianapolis and Art in Latin America opened in London), Princess Wijdan Ali presented
Contemporary At from the Islamic World (189) in both Jordan and Swedéfer goal
was to offer international exposure for artists, and to dispel regdianced myths about
IslamBa goal which Ali has pursued in a series of lesgale shass for the last two
decadesAround the same time, the British Museum began its now large collection of
Middle Eastern contemporary and modern art which referenced tiem@histories of
Islamic art.Ali, founder and director of the Royal Society of Fine Arts of Jordan,
highlighted he importance of calligraphy to contemporary art in the region, and traced
the multidimensional connection between pastl present Islamic traditioh.was an
enormous effort to chronicle the development of contemporary art in nineteen countries
throughthe work of 206 artistsThe catalogue is featured prominently in most library
collections in the West and Nortim. the curatorial texts, Ali also called attention to
another key issue in the development of art from the Middleé\Bhst infiltration of
Western ideas about art as superior, and the reaction to this by Islamic artists whom Ali
describes as first imitating Western art, and then ultimately combining Western aesthetics
with Eastern themes and references toanridradition.The use of calligrdpy and text
inspired design fused with European art forms like sculpture and painting became
signifiers of a Modern Arab art aesthetic. Ali recounts how Arab and Islamic artists
eventually rebelled against the dominance of Western ideas in their worle-gaided a
balance between inspirations from their local situations and a modernist art language
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from other parts of the worff! While one of the first large exhibitions of its kind, the
exhibition did not clearly discuss the differences between the #ratsand Islamic
artist, and did not directly address any of the later themes which would become so

important to later shows on art from the region, such as exile, diaspora, gender.

In the following year, an interesting counterpart to AliOs exhibitapresented by Fran
LloydOs Dialogue of the Presefatab WomenOs Art (Lloyd 2002). contrast to Wijdan
AliOs exhibition from the previous year, Lloyd focused only on women artists, and
primarily those working from the diaspora in France and Britaie. dighteen artists
featured in the show came from twelve countries (Algeria, Dubai, France, Iraqg, Jordan,
Kuwait, Lebanon, Oman, Pales, Sudan, Tunisia, and USAJIl but four were either
educated or based in Eumjloyd, an art historian from Britajradded the themes of
gender and diaspora to the centre of the international discussion on art from the Middle
East which was barely beginning in the 1990s.

Dialogue of the Present showed a very different perspectives on Arab art, although the
same them of blending Western (and other traditions) with local histories and ancient art
histories continued ihoth AliOs and LloydOs worker discussion of Otransnational

histories and diasporic contributionsO would become central to the presentation of
contenporary art history from the Middle East. In contrast to the development of art
history in other regions, the transnational concept seemed to be at the heart of the fieldOs
development, rather than affshoot (unlike Chicano artl.he notion of diasporaoeuld

lead to a new set of post and rmmonialist issues explored in Middle East

Contemporary Art exhibitions in the 1990s.

221 pli describes this processBthe turn of the 2D century, Western art forms, mainly easel painting and
threedimensional sculpture, had already replaced the traditional arts among contemporary Islamic artists
from areas that had an early Westeriental art movement. This process resulted in an alienation that
engulfed modern Islamic artists in countries such as Turkey, Lebanon, Egypt, Tunisia, Iran and Iraqg. It cut
them off from the roots of their artistic heritage and forced them to learn paintreraipture. As
economic, political and military ties with the West were strengthened, the resulting physical and cultural
foreign domination led to loss of confidence in the artistsO own heritage, and to an inferiority complex
towards the past. Paradoally, this rupture constituted the first stage of an artistic awakening in the
Islamic world. It came at a time when traditional Islamic art, with the exception of calligraphy, had
reached stagnatioB.(Ali and Barbican 1989)
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In a similar vein to Wijdan AliOs goal of educated the public about Islam, Salwa Mikdadi
Nashashibi began her curatorial effortstie 1990s around Ocorrect[ing] the romantic
image of the passive Arab woman promulgated in the west through ninetesutly ce
orientalist painters.@ard 1995, 73)In 1994 her Forces of Change: Women Atrtists of

the Arab World, with International Couihtor Women in the Arts & National Museum

for Women in the Arts in Washington, USA, featuring 100 contemporary art works by 60
womenartists from 15 Arab countriek.was one of the first times a US public had been
exposed to this work, and notably indad many artists working or schooled in the
diaspora. Four overlapping themes organised the show were: 1) political and social
transformation 2) environmental problems 3) present reflections on rhythms of the past 4)
image and word (Mikdadi 1994).

Princess Wijdan Ali responded almost a decade later with a similar concept show about
Islamic art by women, Breaking the Veils: Women Artists From the Islamic World. She
partnered with Aliki MoschisGauget of Greece, president of the Réaditerranean

Women Artsts Network, to curate works by 52 artists from 21 Islamic countries. The
exhibition is currently on a three year tour of small cities in the US, having been
previously shown in fiftee&uropean cities and Austral@ut in AliOs second large
exhibition,contrary to her first effort, in Breaking the Veil not all the artists were Muslim
-- some works are by Arab Buddhists, Christians and Hindus. "When we say the Islamic
world, we mean the cultural world ... not the religious wofitiAli said. The goal othe

show was to combat negative stereotypes and misconceptions held in the west about
Islam and Arab countries, especially the stereotype of the oppressed veiled woman which

has been featured prominently in Western media since 9/11.

The concept of an Istaic world from which art is produced is@tce religious and nen

religious, heterogeneous and homogenous. The 1997 Venice biennale explored similar

222 Bls the Arab world aely for a reading revolution?.0
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themes in a special edition of the exhibition, apart ftoenpavilions for each natiott.
seems the Islamworld, not quite a nation but still located somewhere in the world,
necessitated its own space in the biennialthus the project Modernities & Memories:
Recent Works from the Islamic World (199@dited by Hasat/ddin Khan.Like AliOs
Contemporary At from the Islamic World (1989), the show included artists from
BangladeshMalaysia, Pakistan and Suddrhis presented an image of an Arabic world
outside what European shows commonly include in the region of the Middle East. The
focus on Islam as thenifying feature alters the map of the Middle East radically both
geographically and ithe imagination of the viewerhe term Islamic world seems to
imply a specific phce rather than religious tikkOs hard to imagine another religion called
a Oworld@ ibs own, perhaps because in the Western imagination the term Islam often

conjures up more of a political rather than religious meaning.

The first decade of the 2tentury witnessed a group of exhibitions formulated around
re-addressing the multiplectional and factual narratives about Arab identity, poignantly
referencing Edward Said in the vea&f the aftermath after 9/1These exhibitions

included Wijdan AliOs Between Legend & Reality: Modern Art from the Arab world
(2002) in Jordan & the Nethends, Sven Arnold and Abbas BeydounQOs

DisORIENTation: Contemporary Arab Art from the Middle East (2003) in Berlin, and
Rose IssaOs Reorientations: Contemporary Arab$eepations (2008) in Brussels.

While each exhibition represented a slightly differesittigal background, they followed

the same format of present a group of artists and curators/critics from diaspora & region,
addressing media stereotypes and revisiting SaidOs work. But how much did this tell the
larger narrative about local histories? $\aunifying front created only for diasporic

groups in the West? Because SaidOs critique is a case of Western history, could a show

based upon his original text be anything else but a show about the West?

Ol want to heasindividual voices [from local rists], not clichZd or stereotyped, O writes
Christine Tohme, curator and director of Ashkal Alwan, describing her approach to the
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media stereotypes vs. the arts debate, Ol don't want to see the war through the eyes of
mainstream media propaganda anymitrieas become completely pornographic and
dangerous. | am not pitting artistic documents against the media; | am just saying that this
is not my game.O (Demos 2006, 23). She explains that Ashkal Alwan, now a leading
generator of local contemporary argrséd with projects a series of grants for artists to
create video after the Israeli bombings of Beirut in 2006, meeting the moment of crisis
with an effort to reclaim the narrativé>

TohmeOs narrative encapsulates how a new art infrastructure intéraatsist

communities and the monumental effetCtvar destruction on the citjt is easy to see

how the war theme could dominant art representations about the area, but at what point
do exhibitions about war become limgifor artists in this contextSince this crisis it is
undoubted that many artists are concerned with this theme, but perhaps there is an even
greater interest by Western artists who want to read a war subtext into contemporary
Lebanese art.

There are a growing number of exhibitidhat explore the tension between local and
international perspectivasithin the context of a cityCatherine DavidOs Contemporary

Arab Representations pioneered this effort in 2002, presenting gpimteseries of

exhibitions in Europe, focusing arouBeirut, Cairo, andihally Iraq. The Oxford

Museum of Modern ArtOs Out of Beirut (2006) curated by Suzanne Cotter in

collaboration with Christine Tohme, and Photo Cairo4 (2009), curated by AlegadHa

and Edit Molnar, in Cairdzach exhibit articulates@ertain aesthetic that is either unique

to Cairo or Beirut, compiling local and international perspectives from artists and

curators. Central to each narrative are the concepts that concern artists in each urban site:
ancient and modern traditions, destron caused by war, multiple versions of history, a

223 Ot the start of this most recent crisis, Ashkal Alwan successfully raised funds for refugee relief. But
soon | felt frustrated, needing to return to my work as a curator. (In part, | was feeling that the city's whole
populdion consisted of nothing but the displaced and those assisting the displaced.) And so | set out to find
funding for artists to produce work about the current situation. | decided these shouldyeatyoojects,
so people have time to reflect and toadbtsome critical distance. The Prince Claus Fund for Culture and
Development has provided a grant soE [ten] artists can create amimee videoO (Demos 2006, 23).
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privileging of local experience and art histdrom a Western perspectiieghotography,
and the exploration of a field between documentary and experimental video and
photography have emerged as the medof choice, especially for the citiesO young

artists. Art critic Nizan Shaked elaborates:

For a variety of reasons, in Egypt, as in many of the countries contributing to the global
conversation of art today, some of the foremost art practitionersnoabeen trained within

official art programs. Consequently, canonical perspectives of art history, especially Western art
history, are not the main context of their interventions. Instead, we see within their practice a host
of different intellectual andocial concerns. Correspondingly, many of the works in Photo Cairo4
serve to analyse and demonstrate these histories and conditions to their viewers, or slyly reclaim
photography to critique its eoption within an ideological frame. (Shaketlal2009, £-3).

Photo Cairo4 speculates what tools are needed to look at art generated in an international
context, and begins to chart how we can map the intervention of art within photography's
overwhelming intensification. Instead of expanding from within phetolgy's history as

fine art outwards, the work in the exhibition intervenes into the field of fine art from the
outside. It does this by questioning photography's relation to cinema, the news media,

popular culture, personal archives and systems of knigel®

As in Latin America, and the rest of the world outside Europe and-npigelte class

USA, city-based exhibitions in the Middle East and North Africa can have a profound
effect on art theory, in including more voices and at the same time drawinficspec
attention to localituations that shape identitynlike the abstract, constructed categories
of Latin America and the Middle East, which are not places you can actually visit in
space and timBCairo, Beirut, Mexico City and San Salvador sitesthat exist in real
life. By exploring their multiple dimensions attached to history, culture, solciss,
design and art, they can also be sites for theoretical musings. Howevegdleeplies

in representationt is important to ask, which views aperspectives are being ignored
or erasd in the imaginings of cities&re these imaginings haunted by a reproduction of
the colonial power imbalance where small elite speaks for and defines the masses?
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Since 2003, a small variety of main thebesed exibitions about the Middle East have
begun to blossom, most notably on the gendered concepts of the veil, and the harem.
While the veil has been used a term in the title of several-&adgitions which

describe (metaphorically) breaking it or pushingsitde, the history of the term itself
became an object of investigation at InIVAOs Veil (2003), curated by artists Jananne Al
Ani, David A. Bailey, Zireb Sedira and Gilane Tawadréaram Fantasies (2003)

presented contemporary Middle Eastern art to Freamd Spanish audiences in a similar
way, pairing it with historical images of the Orient, many of the same images with which
Edward Said bgan his Orientalism critiqu€ritics of Western media have described

these loaded images of the Veil and the Haasroften more important to Western
audiences as symbols than theytarpeople in the Middle Easthis may perhaps be
connected to the prominent featuring of diasporiatarin these two exhibition$hey are
creating art in a space between two or nveoelds, where symbols of culture can be

multiple and even contradictorgeveral images of a veiled US Statue of Liberty, meant

to symbolise western fears of islamisation and created by a Russian artist collective AES
were censored after the opening, faling criticismfrom local Muslim leadersSome

critics described the show as reproducing the predictable cultural stereotypes rather than
challenging them.

Concurrently, the subject of controversial politics has been a major presence in most
exhibitions which identify themselves with the word Arab. More recently the idea of
creating art in a hypgpoliticised condition has been the focus of its own exhibitions and
fiercedebates within the art worl®@enowned Palestinian artist/activist Emily Jacir has
refused to participate in an exhibition which includes work from Israeli artists.
Palestinian artist/curator Kamal Boullata and Israeli historian/curator Gannit Ankori have
been involved in a bitter and very public dispute over insider/outsider perspeatie
the arating of Arab artOnce colleagues and friends, BoullataOs seething Art Journal
review of Gannit AnkoriOs anthology Palestinian Art (2005), accused her of stealing ideas
from her Palestinian colleagues and not crediting the work of insidatiocsiand
historians in her work which was promoted as, Othe fidéfith EnglisHanguage
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