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nd FOREWORD

It may be argued that Cuba is the oldest country of the New World and at the
same time s the newest country of that world; it has experienced a new beginning
which is manifest in its cultural life. And while Cuban literature and cinema are
now universally recognised, the visual arts have made less impact. Hopefully it is
within this exhibition that one will begin to experience the vitality of CONEMporary
Cuban visual art.

Made in Havana is the first ever exhibition of art from Cuba to be presented in
Australia. As organisers we are delighted to present a representative exhibition of
a new generation of Cuban artists, an exhibition which communicates an energetic
blend of cultural, social and visual predispositions with enormous vitality. In the
Soviet Union in the years following the Revolution there was a flowering in the
arts, and it will be seen that a parallel injection of enthusiasm has occurred in
Cuba, One of the most exciting features is to be found in the merging of various
cultural strainy of Cuban culture, engendering an exhuberant artistic force.

Ax the first exhibition w be held in the Gallery's new expanded Project Gallery,
Made in Havana marks a new stage in our continuing programme of
contemporary Project exhibitions, a programme that has been the most vital and
influential of its kind in Australia,

[ would like to extend my particular thanks to The Cuban Ministry of Culture
and the Visual Arts and Craft Board of The Australia Council — both
organisations have most generously supported the development of this exhibition.
Indeed without their support the exhibition could not have taken place.

I would especially like to thank the guest curntor of the exhibition, Charles
Merewether

William Wright,
Assistant Director
(Professional)



Alnca (Migena or Congo), and who came with their
spiritist religions of divination and prophecy, of Orishas
who adopred Spanish catholic names, and babalowos

Slaves in Cuba cutting sugar cane, picking colfee beans to

make nich the Spanish settlers who built for themselves a
beautiful colonial eity by the sea
u B n Cver the pil!ll :hirly vears, {'Iuhnn [H"ﬂ".l'l'l' have

experienced, alter a lour hundred year period ol
servitude, a complex Revolution and liberation. A
revolution that has seen an emerging co-existence of

LATE Communist and Alro-Cuban beliels and values, Two
conceptions of the world, and ol one's place in i secular
' on the one hand and on the other a dynamic admixture
MODERNISM '

of black, indigenous and European spiritualist beliefs,
Both offer points of power and ways of maintaining the

AFT'ER THE vital health of one's self and community.
REVOLUTION Cubans oday dress in European, Russian and Caribbean-

style clathing, they often wear the colours ol certain Afro-
Cuban Onishas who guide and protect them, and drive
Russian cars or large American, chrome-covered cars ol
the 19505, And in the houses people display statues ol
the Afro-Cuban Orishas, perhaps with candles and
Hlowers, and on the wall bricsa<brac of the Filties
alongside photographs of the family and a photograph ol
Fidel Castro, of Che Guevarra or martyrs of the
Revolution,

p |

Al nigl‘ll i the streets one hears the 1ﬂnuu;1p,l:' ol Hpimi:h
spoken, the sounds of a chevi hooting, the wailing
saxophone or pure jazz notes from the nearby club and,
as one moves away, a stll fainter sound of the tambores
echoing of! a distant hillside.
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e .;-'ﬁﬂt?ﬂ“ 1 The culture of Cuban people s made up ol all these

- '-*_L_‘.'_.:F'i"-d‘:_'.*“r*f' clements, elements whose traces remain not only buried
_I', AL st snrer 0 an the land, the language and environment, but in the
LR WARANA : g '

N 3 habits of everyday life. All these things, lived out by the
“"THE DISCOVERY OF TOBACCO' [Mh ¢ lithograph for majority of Cubany, 1s what gives Cuban music, literature
cigarette box, Cuba and art an extraordinary vitality, and makes the culture

so digrinet and different in every way from any other

| cuta - . , sland in the world,
What makes Cluba so distinet, so different, quite unlike

the West, yet also so similar? Cuban culture can be
described in terms of three interconnecting histories:
colomal, Latin American and commumst, The
interconnectedness of these mark s similantes and s
differences, The significance of contemporary art in Cuba
s that 1t marks a refllective and critical relaton o all
these three histories as they co-exist and interlock today.

BAROQUE AND TROPICAL MODERNISM

[t was less than one hundred years ago that Cuba gained
its independence from Spain, only to lall guickly under
the dominance of the United States. Not only did s
tradde, capital, labour and culture come under complete
control, but the English language took precedence over
spanmish in the higher education of the Cuban middle

MEMORIES OF UNDERDEVELOPMENT class, Such was the power of colonial rule that Spanish
— already an imposed language — was suddenly looked

Can we imagine what 1t would be like to ive on a tiny upon as an inlenor and ‘native’ tongue,

island in the hot seas of the Caribbean, once inhabited by

a gentle race of Indians belore being wiped out by the In the period from the Twenties to the Fifties two highly

Spaniards, whose great-grandparents were shipped across articulate movements of cultural resistance developed.

the Atlantic to Cuba ax slaves from the vast continent ol criollism and Alro-Cubanism. The first was led by such



writers as Jose Lezama Lima and Eliseo Diego, drawing
ispiration from European tradition, particularly Spanish
baroque and symbolist poets such as Mallarme, Rilke and
Valery, Lezama Lima believed that baroque was the first
autochthonous artistic movement in Latin America, and
therefore contained the kernel of uniqueness which
constitutes the Latin American self and its culture. The
significance of the baroque, as elaborated by Lima and
others (especially n number of Cuban writers), was its
displacement of European Rennissance aesthetics {or a
language without interiority, but rather excess,
ornamentation and overtness. Above all the barogue stood
for a public art, Such a theory resonates in the light of
contemporary Cuban an.

Almost 500 years to the day (October 24, 1492)
Columbus stepping onto the island of Cuba, announced it
to be the

fmirest island human eves have vet beheld . and it
18 certain that where there i such marvellous
scenery, there must be much from which profit can
be made.

The Spaniards came to get rich. Cuba was very quickly
overrun by Spanish penisulares (Spanish born)
government oflicials, merchants and bureaucrats; followed
by Criollos (creoles, Cuban-born descendants from the
Spanish) some of whom were wealthy plantation-owners,
while others were peasants, cattle ranchers, tobacco
growers, or prolessionals in the city.

Returning in 1943 o the Caribbean alter years in Paris,
the Cuban writer Alejo Carpentier rediscovered what he

called ‘real maravilloso’, the marvellous reality around
him, a reality which would inspire the luxurious, vital
growth of tropical modernism thronghout those myriad of
tiny islands. He wrote later:

o this presence and force of the marvellously real
wiats. . patnimony of all America whose inventories
of cosmogonies has still o be terminated, The
marvellous real is found at every step in the lives of
those who insenibed dates in the history of the
continent and left names sull borne by i, .,

And because of the virginity of its landscape, ity
formation and ontology, the splendid presence of
the Indian and the Negro, the Revelation that its
dhscovery constituted, and the fecund syntheses it
lavoured, America is very far from having
exhausted its wealth of mythologies. (1)

Before Alejo Carpentier had left Cuba for Europe, he
participated in the founding of Alro-Cubanism in the
Thirties. He went to France only to lind himself in the
middle of a primitivistic craze for ‘arte negre’,
Carpentier's rediscovery of his Africanist heritage and
return to his native land led him, like others, not only 1o
discover a popular culture of the people, but to become

fascinated with the land itsell. Deep in the countryside of
Cuba there are still caves, tracings and rock-paintings of
the first Cubans, the Tainos and Siboneys. These
paintings are over 3000 years in age. The Caribbean
Indian had come to Cuban from other parts of the
Americas secking refuge from the Caribs, only o be
destroyed centuries later the Spaniards,

Carpentier’s generation gained a sense of themselves as
inheritors of another's land as much as the carriers of an
Alrican culture. They drew largely on the heritage of the
native population, the memories and myths of old slaves
and their descendants. In particular the Afro-Cubanist
movement found its poet in the figure of Nicolas Guillen
who in 1931 wrote:

esta tierrn mulata
de africano y espanol
(Santa Barbara de un lado,
del otro lado, Chango)

Guillen's early poems, like Frederico Llorca's use of
gypsy myths of Andalusia, use Afro-Cuban words, sounds
and rhythms with which to celebrate Afro-Cuban culture,
Although the movement was basically white, urban,
primitivistic and at times ‘picturesque’, it did provide the
basis for a recovery and eritical engagement with Cuban’s
complex heritage.

WILFREDCO LAM, The island walker 1944, o1l on canvas 200 x
126em

In the visual arts, the work of Wilfredo Lam represents
the key exponent of Afro-Cubanism, His works offered a
complete transformation of the cntical terms on which to
evaluate Cuban art. With few exceptions, Lam's work,
even though he gained a reputation outside of Cuba for
the wrong kind of reasons — i.¢, association with Picasso



and Breton's celebration of his work — offered a model of

counter-colonial representation. The influence of

Furopean art, notably Picasso and ‘arte negre', was
approprated and transformed so as to reveal, and
distance through this transformation, that colonial
heritage, (2)

The very first Black people to set foot on Cuban soil
came with the Conguistadores, They were ‘Spanish

blacks and servants rather than slaves. In 1524 the first
Alfrican people arrived, sent to Cuba in chains, t© work as
slave labour in the almost depleted gold mines at Jagua.
This massive importation of African people — especially
the Yoruba people from Nigeria and people from what
was then the Belgian Congo — continued up until late
19th Century.

Thewr entry into Cuba however marked the beginning of
a slow but utter transformation, the extent of which ean
only now be fully recognised. The slaves brought with
them customs and behefs that the colonial Spaniards could
never completely usurp, or eradicate, but only force
underground, into an underworld existence which bred by
night, by secret signs and forms, whose overt, visible
character belied its meaning. How else 1o maintain one's
enforced and brutal separation from families, land and
ancestry — all of which were integral to those Africans
livelihood and culture. With the end of slavery, the forces
by which white society tried to eradicate this culture ook
new lorms. (3)

ARE WE NOTHING MORE THAN RUMBAS .. ..
AND CARNIVALS? (REGINA PEDROSO)

CONSTANTINO ARIAS
Roberto Salas 1954

Miss Universe ea, 19455

In the Filues, Cuba was sull under the control of North
America and run by a succession of corrupt, brutal
chictatorships, In 1952 Batista assumed dictatorial powers,
turning Cuba into a nightmare for many Cubans and a
playground and brothel for North Americans. Cuba was
situated close to the Florida coast, and not so far from
Miami. It was showtime in Havana, and a era of brash,
gaudy superficiality that came with movie stars and a
mass consumer culture, White Americans drove their
sparkling new chrome chevies along the palm-shaded
streets of Havana, on their way to the nightclubs and the
Tropicana offering to their clients, the best of Afro-Cuban
culture of jazz, dance and song.

The Forties and Fifties was an extrnordinary period
culturally with ns co-existing realities, contradictions and
exchanges. While Lam's work oflered a key figure in the
cmergence of a post-colonial Cuban modernism; there
were also other important arasts who began 1o emerge
They had been influenced by their contact not only with
suropean art, but North American abstract expressionism
and early pop art (especially the work of artists as diverse
as Pollock, Warhol and Rauschenberg), Cuban artists like
Roberto Diago, Amelin Pelaez, Acosta Leon, Antonia
Eiriz, Raul Martinez, Raul Milian and Ever Fonseca, in
quite cistinct manners, offered new visions of an
emergent modern Cuba. (4)

However, it was in these same years that the
revolutionary movement grew swiftly, On January 1st,
1959, the dictatorship was overturned, the Americans
were thrown out, and the Revolution began, From that
time, on the perception of Cuba went into o slow freeze,
[t was reduced to ndt only the gorgeous girls of the
Tropicana and golden beaches of the Caribbean, but
cigars, Communism and Castro,

The history of Cuba from the moment of Spanish
conguest to Independence, and the subsequent occupation
of North America through to the post-Revolutionary
period, marks a continuum for modern and contemporary
artists, Their work reveals a constant returning and
sensitivity to the question of identity and the context in
which they find themselves, whether it is Alrican,
Spanish, American, Caribbean or Latin American. The
Cubitn eritic and writer, Gerardo Mosquera, has written
ol Cuban culture ay essentially mestizo, peripheral, vet
part of the large metropolis, Western yet non-Western.

Recent Cuban art has had the advantage of radical
changes in the cultural policies and actions of the
government, In the mid Seventies Cuba changed ity
attitudes and policy towards contemporary culture, This
was prompted by the establishment of a Ministry of
Culture at the end of 1976 and the appointment of
Armando Hart as its Minister, Following this the Institute
Superior de Arte was founded. What Hart's leadership at
the Ministry of Culture actively supported was a vision of
Cuban art as part of contemporary world culture, as a
product of integration between West and non-West, as
both local and universal, It signalled both a recovery of
and advance from Fidel Castro's conception ol artistic
freedom, when he wrote:

Freedom of lorm has been spoken of here,
Everybody agrees that freedom of form must be
respected . . No one ever thought that every man,
or every writer, or every artist has to be
revolutionary. (5)

Contemporary artists have led the way in overturning,
with a playful perversity and humour, any notion that
might fix the Cuban identity 1o one point or Cuban



culture to some shding scale of value. Their practice
manilests not only a conceptual basis, but a dialectical
relation 1o their history. The symbols used are constituted
out ol a kind of storechouse ol 1images or collective
memory, These symbols form a public discourse with
which Cuba has both been represented and represented
itsell,

In these terms some artists viewed their culture as kitsch,
Hecause it has always arvived from elsewhere, it is always
a version of another's culture and never the original, The
search for a single unifying Cuban identity became a (alse
path because it 15 a conglomerate, a bricolage of world
culture, Spanish, African, American etc.,

As with Willredo Lam's approprintion of Picasso to paint
an Alro-Canbbean world, or Raul Martinez's
transposition of Andy Warho! into psychedelic communist
pop by which to celebrate revolutionary heroes and the
Cuban people, so these contemporary artists utilise the
imposed or imported culture as a resource, and nltimately
a pomnt of departure,

What lollowed was that such movements as
conceptualism, kitsch, primitivism and neo-expressionism
all took on a local significance, They appeared as counter-
movements to the earlier models of a fine art tradition,
European modernism (especially surrealism), or socialist
realism, (6)

The culture reflects this sense of difference, continuity and
change, of individual lives intrinsically bound together
with that of a community. It shows a profound desire 10
establish a critical relation o its history of the present,

MADE IN HAVANA

Unlike their predecessors, the devices and strategies of
recent art represents another staging of this relation, For
instance, the work of both Flavio Garciandia and Consulo
Castaneda suggest how the culture and image world of
the West appears discontinuous, [ragmentary and uneven.
This fragmentary relation to Western culture is not only o
conchition ol colonmahsm, but also of the US blockade
against Cuba, The elfect is a sense of a peripheral
identity based on a model of reproduction, and at a level
of reproduction, a sheer surface without depth — a kind
of pure symbolic value.

In Cuba everyone learns [ram reproductions. We
swe very lew onginal works of art, Consequently,
many works have the finished guality of a print

We like our work to look slick, like reproductions in
o magazine, It all takes place unconsciously, That's
why we had 10 found a movement that concentrated
n style, on the mode of presentation, (7)

The work of Garciandia and Castaneda in the mid

Fighties 15 charncterized by an emphasis on cut-out

image and assemblages, Cuba becomes n museum ol
colomial relies, kitseh objects and revalutionary icons, an
art in atsell, gaining its identity through the assemblage of
cut-out shapes and forms, These devices represent
experimental critiques of an emergent avant-garde,

Both artists moved away from ‘strmght’ painting to
emphasise the material support and llusionism of
painting, and sugeest the imitative character of the ‘fine
art” tradition of painting, imitative of, that is, mass
produced or cireulated images.

Nevertheless, their formative work was quite distinet from
one another. While Garciandia was working in a photo
and hyper-reahist, Castaneda became a foundational
member ol a conceptual group, 'Hexagono'. A collective
ol six people, they produced three site-specific works in
Vinales (a region of Cuba), later exhibited as
photographic documentaton at the Nationa! Landscape
Salon. One of these works shows a line of string framing
a patch ol ground with various objects (shoes, clothing
and a bag) strewn within it, another piece is a white
canvas stretched between trees, and another a quadrangle
formation of sticks stuck into the sand, but placed across
the borderline of sea and sand, so as the formation is
repeatedly constituted by the entrance of the sea washing
across this space.

Following this work Castaneda returned to painting. In
recent years, her canvases have become a kind of tableau,
the Cuban ground, on which she places fragments and
part-objects of other cultures, In “Triangulo para la
Chiocomdo® (1985) she repaints fragments of Leonardo da
Vinei's "Mona Lisa" as triangular jigsaw picces or ¢ut-out
paper, floating over a clear pink field of paint. The
quotation of da Vincl is effectively displaced by the
punting’'s mock incompleteness. Its subject is the
supercession ol a language that constructs woman as i
colonial subject, through the circulation of Renaissance
and Furopean images. This is the subject of a number of
warks, including "Untitled” (1984), in which Castaneda
depicts 0 madonna and child. The fragments of the image

CONSUELO CASTANEDA

Qrren le presta log brazos a e Venuy de Milo
Who lemt the arms to Venus de Milo

9
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are revealed by the stripes as if bunied under layers ol
history. While the references often belong to the world of
high culture (although the circulation of such images in
apanish Latin America was extraordinarvily thorough), its
manipulation of the image, as cliche, returns it 1o the
context ol popular culture. (8) In ‘Boticelli, Hokusai y los
Tiburones' (1986) the figure of Venus rises out of the sea
surrounded by sharks swimming and diving into Hokusa
witves, that break across the canvas and heyond the
picture frame itself, What s striking about the work is its
capacity to integrate as ‘natural’ these disparate elemoents,
and in so doing Castaneda olfers a new version of
marvellous or magical realism,

Magdalena Campos, in a quite distinet manner, explores
the Lield of sexuality, to conjure the contradictions mt
work in the sexual politics of contemporary Cuba. In a
manner similar to Castanedas, Campos plays with and
subverts the representational power of dominant material
lorms e, the canvas as a4 window or mirror constructing,
by means ol identiication, the subject and specifically

gender dhifference. This is evident in both ‘Anticonceptivo’

(1987) and ‘Cinturon de Castidad' (1985). The later, for
instance, 18 a trangular piece of mounted canvas
representing the sex and pubie hair of woman, With
humour, the artist treats the representation of sexuality
and gender as literally a body or assemblage ol
constructed signs, As in ‘Ixquic and the Serpent’ (1985),
utilising a mesoamerican myth, she creates a hieratic
image, simiar o religious painting, that gently mocks the
lenshization of woman as sexual object. At the same time
her work scems to indicate that such a letshization has
also produced a prolibition or prescriptiveness on erotic
life.

FLAVIO GARDIANDIA

Chos que no pen 985
Eves that don't see 1985

In the late Seventies, Garcinndia moved through various
styles of photo or hyper-realist to chiaroscuro images with
themes suggested by titles such as ‘Notas del estudio de la
congusta’ (Notes for a Study ol the Conguest), and
whose style seemed to overtly imitate early Spanish
painters. He then produced a series of ready-made, or
punted form, wall-installations, These mstallations
represented or directly apphied pieces of commercial
decoration gathered from his home town ol Caibarien

This was followed by a series of small shaped canvases
with local proverbs or expressions such as *'mango
bajito’™" (to pick the “lowest mango'’ is 1o take the easy
way out) or “caballo regalao™ (gift horse). Mosquera
writing of Garciandia’'s work suggests:

these designs may be the result of a “'savage"
assimilation of “civilized' forms, the natural and
ariginal product = e, the imaginary — af *mass
culture”” or even a naive degeneration or
“primitivization " of elements drawn [rom T mass
culture™’, (9)

Garciandia, after enumerating the countless divergent
objects and images included in his installation ‘Swan
Lake', at the Sixth Biennale of Sydney, wrote of his own
“imitation of corrupted popular art’, that is;

the whole aggregate of objects and subjects
constituting the visual experience of the common
lolk — or, the common Cuban, perhaps; vet in a
nch uncategorised imagery, without a cultural
evaluation, in an inventory, an uncontrolled

kaleides ope. (10)

Carciundin takes the image of the swan, with its overt
relerences to the classical ballet (o celebrated an form in
Cuba) as much as ‘swan-like fauna’ (to which he relers)
and places it in the folinge ol a tropical jungle, amidsi
dancing hgures of Soviet hammers and sickles. No longer
18 1t the apparition of Afro-Cuban Orishas found in
Willredos Lam's paintings, such as “The Jungle (1943),
but the dance of the beautiful prima ballerina and her
companions in the intoxicating splendour of a Canbbean
fantasia. This 18 also reminiscent ol another set of
associations, where Lam’s "The Jungle' was once placed
next to 4 photograph of Castro and his comrades in the
Sterra Maestra, (11)

Both the work of Ruben Torres Llorca and Tomas Esson
extend in another direction the work of Flavio
Garciandia. They rework popular imagery to show its
clevation or retlication and empowerment = signs of
power, both political or religious — that have taken on a
sacred quality,

RUBEN TORRES LLORCA

I leowr bapo mr puel 15080
| have vou under my skin 1986



In carlicr work Ruben Torres Llorea recycled pop and
commercial images of the Fifties to reveal a crass
sentimentality, and suggest its continuing presence in
contemporary Cuba. The recent work now pushes this
further to unmask the machismo and the mock heroies
that lie behind conception of the ‘new man', He
represents the busts and pedestals of imaginary heroie
leaders, Transported out of their civic space, they appear
as religious objects, the heroic body as a fetish relic, and
parody of signs that have become stereotypical of the
Cuban Revolution. Quotation of the dominant signs of
iconic power crack open the tragic incompleteness and the
religious faith that underpines such beliefs.

Similarly Tomas Esson, in a continuous series of
paintings produced over the past three years, has
exploded a traditional theme of national painting, the
porteait gallery of heroes, The heroes and generals
become bears, ostrichs or barely recognisable yet obscene
blobs of flesh. Rather than the archetypal family of
‘socialist realism’ resting on the grass of communism, a
phallus-like canon of war presides with balls on the
luxuriant patch of grass. The crude eroticism of this work
18 transgressive, unlike the high moral seriousness of the
Sixties art, Comparable 10 the work of Magdalena
Campos, Exson installs his work as a montage of parts
overlaid with the central image 'El canon de los
Mambises'. Fsson's painting-assemblage is parodic, aping
the law, as in Bakhtin's Rabelnis, with the emphasis given
0 the obscene grotesquenies of the body, the body as
organs, a sexualized submissive subject dominated by
phallic power — the wentity and the empowering of the
male through sexuality,

As with his contemporaries, parody contains an important
emancipatory dimension. This dimension seems a crucial
component of new art in Cuba. As doubly coded, parody
1s dependent on an interplay of identity and difference, on
the one hand converging with and acknowledging the
authority and priority of the ‘original” text, yet on the
other, detracting and subverting it. As with colonial
mimicry this relationship is one of imitation, influence
and allusion but, at the same time, it signals a hybrid
culture. This component offers a key to a sense of Cuban
identity itself.

Parody is not simply another lorm of
intertextunlity, lo s preceminently the form which
combines double coding with irony, aggression and
contrast. .. It is the crucial threshold between
cpochs and styles. (12)

The possibility and emergence of parody represents an
important shilt within Cuban eulture. Not only does it
raise the spectre of the Sixties, but marks a entical
departure from the ideology with which the dominant
neo-academic style had been founded,

By the mid-Sixties, following North America's direct

military attack on Cuba at the Bay of Pigs, the ‘Cuban
missile crisis’ and in the context of a continuous blockade;
Cuba had been thrown into a state of crisis, Under these
conditions there was strong pressure to produce an overtly
committed and singular revolutionary calture. Similar o
the Soviet Union in the late Twenties, the memaoir,
testimonial Netion and factography emerged as ‘new
revolutionary forms’ by which to accommodate the drive
towards more a [actual basis to creativity and a thematic
reovientation towards social issues and a mass public,

This development is most evident in the priority given to
graphic art, poster-making, photography and cinema,
rather than other forms of visual ars. And when we think
ol Cuban culture, it is predominantly the folkish lyricism
ol their posters or films from the late Sixties that we
remember, such as the marvellous 'Lucia’ by Humberto
Solas, or Tomas Gutierrez Alea's 'Memories of
Underdevelopment” or the black comedy ‘Death of a
Bureaucrat’. (13) |

However the West has also had the long=standing
perception that any art produced within a communist or
socialist country must be by necessity socialist realist. For
example, in the case of the Soviet avant-garde, Western
critics are often at pains (o demonstrate the continuities
between, rather than the changes and advances from pre
to post Russian Revolutionary art, Certainly in the case
of Cuba, the visual arts was dominated until the mid
Seventies by poor academic socialist realist painting.
When we think of Cuban art, we think of idyllic family
scenes, soldiers taking ‘smoke’ or at the frontline, painted
with u heavy, impasto surface as if with the more paint,
the more real and palpable will become the scene. This
wiis history painting, a literary dramatisation in which
revolutionary leaders were seen as members of one unilied
subject. The public sphere, in other words, delined an
individual as a Cuban subject, (14)

There are two ways this history can be followed, one
through the changing attitudes of the West, in particular
North America; and secondly through studying such
Cuban organisations as the Casa de las Americas and the
Natonal Union of Artists and Writers, In the case of the
lnter, the kind of art they promoted seesawed throughout
these years. Nevertheless it is worth remembering that
they did also sponsor and encourage — adopting Jose
Marti's call for *Nuestra America’ = an intellectual
forum to serve Third World and Latin America writers
and eritics, and therefore combat the cultural isolation o
Cuba and the Third World, The Cuban Film Festival is

just one of many examples demonstrating this support,

At the same time there continued, in the visual arts, other
forms of art pracuce and styles. The only difference way
they did not receive the same promotion or high profile of
acadermic painting, The crucial exception to this was the
work of Raul Martinez, And in the context of a socialist
realist aesthene, he remaing the key artist for the

1
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RAUL MARTINEZ, '"Viva la revolucvon ', Long live the revalution,

silkscreen 1961

contemporary generaton today, His extraordinary lusion
of socialist realist subjects with pop art devices of
repetition, and the elevation of mass-produced images
through processes of photographic reproduction and
transfer, signal a crucial shift in Cuban art, and more
particularly a departure from European-based modernism
towards a post-revolutionary art. Although the importance
of pop art in Cuba was based on its North American
origins and the production of & mass culture disseminated
at a global level, i Cuba it was transformed into
reconstruction of everyday life and celebration of the
public sphere

At the same time, the work is no longer an art of
revelation or essence imtiating a discovery of sell-identity,
nor an aesthetics of purity and originality. Art becomes
an assemblage of ready-made elements — images, styles
= that like flotsam have spread itsell across the shores of
Cuba. Like an imaginary 'syntax of everyday life’, the
eruption of heterogenous elements and combinations in
contemporary work threatens not only to reveal the
residual colonial structures at work within the ‘fine art’
(and academic) tradition in Cuba, but to destabilize any
unifying narratives of identity. The heroic sentimentality
ol “socialist realist’ painting has been positioned once and
lor all as conscrvative in its constitution of the popular.
Such is the case with Garciandia’s painting of hummers
and sickles frolicking in the jungle, More than ever before
there is a humour throughout the work, a festive lnughter
of carnivile that comes with celebration of the popular
against officialdom. (15)

‘ILLUMINATED PRIMITIVISM'
(LUIS CAMNITZER)

Addressing the issue of *primitivism’ Gerardo Mosquera
writes of how Cuban culture belongs to both the West
and the non-West. It is mestizo, synthesizing both the
modern of the metropolitan centre and the folklore of the
primitive,

Primitivism will not signify a break, an intellectual
stand, or something exotic to be borrowed from a
different cultural environment, Even when they
study i, ie will not be like studying a foreign
language. Primitivism will be familiar, a daily
experience, since it remains alive in the people of
their own environment. (16)

One important feature of recent Cuban art is the
attention paxd to the material character of its own practice
and processes of production. As with her cantemporaries,
the recent work of Magdalena Campos suggests the
presence of a distinct economy of the image and image-
making. In much of her work there is a performative
dimension, It is not visual illusionism that empowers the
images and its perception, but its object construction.
Like certain non-Western and African cultures, the
perlformative is the principal means of articulating and
transmitting the power possessed by objects, words,
images and the land, This power is engendered through a
process of transference onto the object of certain beliefs,
For Campos this power resides in the process of
producing a carved series of objects, shaped and painted
to symbolically represent body parts and animal forms,
Specifically, her work raises as spectacle the mythic
construction of gender and the body of woman.

The work of Marta Perez Bravo and Rogelio Marin are
amongst the few examples that disturb the dominant
realist tradition which has dominated post-Revolutionary
Cuba photography. The most notable exception to this
has been the work of two photographers, Mayito and
Marucha, who have consistently sought to take
photography beyond the aestheties of the Sixties,
particularly through photo-murals done in collaboration
with Raul Martinez, and through more particular
explorations of the customs and everyday life of local

people. (17)

While Bravo's photo-series parallels the themes of both
Consuclo Castaneda and Magdalena Campos, her work
has a distinet and specific character. Its very practice calls
nto question a realist tradition, but by utilizing the
medivm as an armature and sign to figure the power of
the imaginary within the real. For instance, an early work
hke "Waters' (1984) documents, as a photographic series,
an ephemeral, site-specific installation. With long strands
of white paper, she figures a mythological earth mother,
embodied by a snake, coming out of the ground and
making its way through the woods. Although an
installation, its photographic and documentary narrative
form suggests the force of existence in these mythic and
spirit figures. Local lore and customs serve as very active,
material force of mythology on motherhood and women's
lives,

Bravo's two series *To Conceive' and ‘Memories of Our
Baby' are located in the interstices of two worlds, again
articulated together through her use of photography. On
the one hand, images which related to certain beliefs



about conception within santeria are invoked through the
performative and sellreferential character of the work
and, on the other, a kind of ironic distance achieved
through a documentary-style and construction of hersell as
an object of study,

Besides Bravo's work, the use of photography by Rogelio
Marin marks another important break from tradition.
While much of his earlier photography was done within a
photo-documentary style, the recent work is dominated by
processes of montage and hand-colouring

The central, recurring image in the series ‘In the tear of
a Stranger there is only water' is a swimming pool, with
stairs leading down in the immediate foreground and at
the other end of the pool, a changing image of a car,
rocks, the sea ... It is the stull of dreams, a kind of
hallucinatory vision of the future for the Cuban people,
The swimming pool becomes the life-force of the present
in which they are immersed. The future awaits them as
vet unclear, undecided. The poetic sensuousness of this
work with its prose lines of Michael Ende below, offer
again another sense ol Carpentier's marvellous realism.
But rather than, as in Carpentier’s novel ‘The Lost
Steps’, a retracing back into the history of Cuba and the
Canibbean, it is an exploration of the hidden future that
lies beneath the surface of the water, Marin's other recent
work ' 1836-1936-1984" brings his work far closer to the
work ol artists Like Marta Perez Bravo, Jose Bedia and
Ricardo Brey. Again it has a visionary and poetic quality.
A mannequin is to be seen wherever one turns. [t
occupies the space as a presiding spirit, that both
determines and is a manifestation of the future. The verse
lines inseribed below by Lucia Ballester point to this space
of possibility, the sense of a palpable, yet unknown
future.

From the late Seventies, Jose Bedia has been engaged in
creating a series of works that pay homage 1o the Indian
people of the Americas, The early work placed, within
various hand-painted, gridded frames or gestural marks,
photocopy images of different groups or individual
Indians, In this way he pointed onto the power of the
representational field o reduce the Indian to the
equividence of a sign. The photocopy placed alongside the
gesture or marks of black paint made more emphatic the
surface charncter of the yimage, and suggested the
destructive practice ol ethnographic representation. With
such work Bedia signalled that as a contemporary artist
he was neither ethnographer nor ‘indigena’, but o
practitioner who could set up a eritical exchange between
the two cultural points.

In Santeria — the most widely practised Afro-Cuban
religion = the Indian (notably the Sioux Indian ol North
America) is still an important figure, He stands for the
land inherited by the blacks and a relationship forged by
the oppression imposed on both people; wherein Indian

and Black African customs of curing are combined to
fight off the destructive spirit world and infections of the
white masters. In the early vears of colonization, Indians

and African slaves forged an alliance against the Spanish.
The Indians taught the Africans escape routes, showed
them their caves, medicinal plants ete, (18)

The significance of the Indian and indigenous culture in
the context of Afro-Cuban culture can also be seen in the
work of Ana Mendieta and Juan Francisco Elso. Both
these artists have been tremendously influential, especially
Mendieta who returned to Cuba in 1979 and 1981, the

first time since her forced departure as a child in 1961,

ANA MENIDIETA

Evewlturns Rupestres
Rupestrian sculptures
carved cave wall excavated s the Cueva del Aguila, Escaleras de

Jaruen, Cuba 198

At the time of her second visit to Cuba, Mendieta went
to the Jaruco region where she carved the form of her
body into the walls of the limestone caves, In so doing
she invoked the onginal Taino Indian inhabitants of
Cuba, who themselves centuries before had carved into
the stone. They became known as 'Rupestrian
Sculptures’. Mendieta died under tragic circumstances in
1985, at the nge of thirty-seven.

My art 18 the way [ recestablish the bonds that
unite me to the universe,

Over the period of her short hile, Mendieta produced an
extraordinary body of work full of the vital, animistic
power of Alro-American culture as much as the complex
symbolic interaction of the subject woman and the
elemental character and spirit world of natare, (19),
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JUAN FRANCISCO ELSO, P America 1986, mixed media
installation

As with Bedia, Ricardo Brey and Marta Maria Peree
Bravo, so too was Elso deeply aflected by the work of
Mendieta, A number of artists, including those who
participated in the "Volumen Uno’ exhibition, visited
Mendieta in Jaruco. Elso developed an art practice that
through an intimate invalvement with the land and
mdigenous American traditions, is both highly personal
and universalist in s aspirations. As with Mendieta,
Flso's work secks to conjure the animistic power that
pervades nature and provides the vital lorce of ‘man’, His
ligures and objects become heroes of this union and a
celebration of a utopie quest for the achievement ol
spiritual and material fulfilment, (20)

JOSE BEIDIA, EY goltw del tiempo 1986, The beat of time,
installation, mixed medin 1986

Bedia's art over the past four years has extended
outwards in two ways; first towards a consideration of
Alro-Cuban culture (in particular the inheritance of
traditions from the Congo and Nigerin) as well as
Amencan Indian, and sccondly towards a development of
imstallation work, 1.e. “El Golpe del Tiempo® (1986) or
'La Commision india vy la comision alricana contra el
mundo matenal’ (The Indian and African Commissions
against the materialist world, 1987).

In *El Golpe del Tiempo® Bedia combines differem
technologies of the image. A serial installation of a
photocopy representing an Indian horse and rider, leading
across to a South Dakota Indian grave marker suggests
the degeneration of an ‘original” image, and ultimately
death. Yet the presence of a spirit figure presiding over
this movement, and a string of cloth-pieces whose four
colours signal the presence of a natural spirit world,
suggests the possibility of continuity through death and
regeneration rather than fnality. (21),

Installation for Bedia olfers a means of reinscribing or
mapping out symbolically the different realities co-existent
within the Americas, an inscription that marks out the
frontier between these dilferent worlds. Into the centre of
this, he places a heroie persona of the ‘common man’ (in
a manner similar to children’s books) who discovers
him/hersell through the rituals and beliels of these
opposing worlds,

Although inflluenced by Beuys and arte povera, Bedia's
relation o non-Western and "primitive” societies is
cdistinet, 1t s, ax Mosquera sugeests, not ‘a “‘cultured’™’
manilestation ol folk culture’, that lies outside the
inmediate cultures of most European and North
American artists, For Cuban artists, both indigenous and
Alvicanist culture represent a vital part of their
contemporary world, as well as offering a universal
human perspective, or ‘a new perspective ol universality
that would take into account the interests ol all people’

(42)

RICARDD RODRIGUEYZ BREY, Lo siruciure de dos metoy 1985,
The structure of myths 1985

Over the past few years, Ricardo Rodriguez Rey has
developed his art along two lines of exploration. First the
colonial ‘discovery’ of the Americas, and its historical
mscription by European scienusts and naturalists, such as
Charles Darwin or Alexander Humbolt.

| try to discover my own continent and its history,
and mysell and my biography and the exact link of
both, where they connect. (23).



From there he moved 1o an exploration of Afro-Cuban
tracitions and popular religious cultures. Through
drawing and installations he has produced a conceptual
relationship to ritual, in which elements of the natural
world and environment are used 1o invoke o spirit world
ol which man is a part, Through the use of natural-made
and man-made objects or artelacts, Brey shows that what
15 taken for granted or regarded as o mundane, inanimate
world 18 occupied by forces of power which guide their
lives. 'Innocent Object’ (1987-88) occupies this world,
The central figure of the doll is empowered by the context
nto which it is installed. [t presides over one's destiny,
and has the power to embody the spirit of humans, Just
as with some of Bedia's figures or Marin's work, its
appearance is invoked as a means of protection, The doll
stancs at the mid-way point, the crossroads of life and
death, of present and future. Reminiscent of Kongo nail
figures, the fabrication of this doll by Brey, represents an
important step in contemporary Cuban culture 1o renew
and transform Afro-Cuban tradition, There is only one
way to walk the streets of Havana, and that is o
recognize the multiplicity of signs, both hidden and
visible, To pass a crossroads, one should be careful not 1o
step on the small brown bundles placed carefully as
homages to Eshu, the Orisha of the crossroads. (24)

The character of Brey's and Jose Bedia's work suggests a
concern lor discovering a universalist language that deals
with national issues, It is a constant self-questioning about
identity, but not one that is blind to the force of colonial
history or its mark in creating the co-existence ol different
realities. These ditferences in fact provide the dynamic of
their work, a tension articulated in competing signs
registering both the old and new, the modern and
primitive, the mythological and the real — diflerences
which interchange and appear as the other.

This reflexive relation to their history represents a
fundamental characteristic of late modernism across Latin
America, and indeed many cultures of the Third World.
Distinet, though not separable from European modernism,
avant-garde movements in Latin America took over
modermsm to transform it into a eritical diglogue of
trachition and radieal change, of similarity and difference,
constituting their history of the present. The art of such
painters as Frida Kahlo, Wildfredo Lam or Joaquin
Torres-Garcia represent a formative position in the
development of a critical relation to an emergent neo
colonialism. In more recent years, especially from the late
Sixties through to the present, some artists in Latin
America have developed and forged their own practice out
of a complex mteraction of their immediate antecedents,
as well as the European and North American neo
avant-garde,

The revindication and recognition of Cuba's Alricanist
heritage, as part of their contemporary culture, has
emerged from early this century beginning with the work
of Fernando Ortiz, to Lydia Cabrera, and more recently

writers like Miguel Barnet and Martinez Fure, Casa de
las Americas, the Havana Institute of Ethnology and
Folklore, the Museum at Guanabacoa, the African
Museum, and the Conjunto Folklorico of the National
Theatre, all promote research or utilize Afro-Cuban
culture. The folklore and stories of the Afro-Cuban
Orishas have become integral (o the concept of the Cuban
Revolution. Not only does it represent a distinet and vital
lorm of internationalisim, as well as respect for coloninl
heritage, but serves as a unifying mythos of the nation.

(45)

Both the work of Brey and Bedia represent two of a
number of practices that have benefitted from the
inereasing breadth and diversity of expression, and
recognition of difference oceurring in Cuba; a recognition
that allows for a critical relation both to their historical
and immediate past, This has prompted also an attemp
to reintegrate high or fine arts culture back into popular
culture, Such changes as the break with painting, the
move away from a folkloric relation to Afro-Cuban
traditions,
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JOSE BEDIA, Loy cuchiflos no o pinchan 1985, The knives do noi
preree him 1985

FLASH OF THE SPIRIT

The relation and contemporary presence of Africa
distinguishes Cuba from countries such as Chile or
Argentina, where the small populations of African slaves
very quickly disappeared and the indigenous people either
wiped out or marginalised, The indigenous cultures of
Peru and Mexico, whose history has not only been one of
extinction at the hands of the Spanish, but also the
subject of policies of integration. Cuba is perhaps closest
o Brazil in the maintenance of an Africanist culture; but
Brasil has sought since its uboliton of slavery (1888) o
obscure the conditions of racism against the blacks
through asserting a co-extensiveness between race and
nation, If the West has appropriated and narrativized
Latin America as a universal founding mythos of origin,
that covers the dynamics of colonialism (as Brey's earlier
work suggests), then certain Latin American countries
have nationalized this mythos as their own (notably
Mexico and Brasil). (26)
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This is a crucial point of difference between Cuba and a
number of other Latin American countries. While the
massive importation of mass culture from North America,
in the Filties and Sixties, into Latin America was
constitutive of Neo-colomalism, and art came directly
under the influence of not only abstract expressionism
but pop art, the representation and conception of popular
culture were radically different. Within the context of the
Cuban Revolution, popular culture and its construction at
the level of national identity remains the crucial and
critical point 1o be addressed by conteraporary artists. In
comparison there is no possibility of this kind of practice
occurring in Latin American countries where there are or
have been dictatorships.

Ultimately the Revolution of 1959 brought about the
conditions by which a very real relation with this heritage
was possible, From a point where it was suppressed as the
culture of a degenerate criminal underworld, Afro-Cuban
culture has become a part of the ‘natonal’ culture.
Cuba's involvement in Angola also brought greater and
more dhirect contact with Alrica, as well as the
government's developing role as a leader and advocate of
Third Waorld non-alignment, The advent of the Bienal de

la Havana dedicated to the Third World is a line
example ol thiy advocacy.

The spirit and character of contemporary Cuban art ofters
n sense of peching back old stereotypes, cliches and
vestiges of all that has been thrown into the "nkisi-kettle’
and make up Cuba yesterday and today: an opening up
ol the vartous models, strands that constitute Cuba, or
their manifestations and effects as found in the popular
culture, in a mass culture and in the line art tradition.
Cuba has become a transcultural sociery,

In most recent years, the growth ol a visible and
divergent youth culture has been tremendous. This has
been, in part, the consequence of an increase in the
means by which younger generations can guin
opportunities to learn and work in the field of the
contemporary arts, Such organisations as Instituto
Superiores Artes, Fondo Bienes Culturales, Centro
Wilfredo Lam, Casa de Fotogralia, and small galleries, as
well as publications like 'Bohemia® or 'Revolucion y
Cultura’, all assist in fostering and promoting a
contemporary cultural dynamic, as well as create a
growing audience and demand for contemporary art.

And as Coco Fusco writes!

Art and cultural debate fall into the precarious
space between public and private language,
supported, published, and/or exhibited by the State
but produced by individuals who do not speak for
it Ieis a volatile space in which individuality
within Cuban socialism is perpetually being

redefined. (27)

There exists a sense of transition: an opening of the
contrachictions of sell and society, a certain introspective
relation 1o the revolution which forms part ol a utopian
quest, and the celebration of sensuality, pleasure and
humour as much as the erncal recognition of machismao,
clements central to contemporary Cuba and its people,
This openness and enitical exploration of the different
realities co-existing within Cuba, however tentative and
new, suggest a radical shift in our sense of a post-
revalutionary culture. Straddling three continents of the
Americas, Burope and Alvica, contemporary ant
inaugurates a new phase for a country whose style of
communism is unique to the world, a third world, a
tropical communism, Like the artistic manifestation of the
Afro«Cuban orsha, Shango, Cuban art has become
‘water by the side of fire at the centre of the sky’.

Charles Merewether
Sydney, August 1988,
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RUBEN TORRES LLORCA

Con mi enemigo bajo ¢l mume lecho |98
With my enemy under the same rool 1988
mixed medhia 30 x HO x 50
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JOSE BEDIA VALDES

My work 1s the result of a very personal interpretation of the primitive world in
general, 1 beheve that there are still many useful things, not only from the art of a
specific culture, but from “'all'’ the diverse manifestations and productions of those
cultures which have been designated as ‘primitive’, that we can assimilate with
great benelit to the envichment of our own cultural heritage,

Those cultures of which | speak are currently, almost without exception, passing
through a period of strong external influences of a transcultural natire, consequent
upon their encounter (neither sought nor voluntary) with Western civilization, My
personal situation reflects this, but inversely. T am a person with a Western
background who, through a voluntary, conscious and premeditated intellectual
system, attempts (o approach primitive cultures and o experience their influence
also in a transcultural manner.

In this way | wish to relate mysell at an experiential level (not, 1 realise,
without certain disadvantages) to ‘the indigene’, in a situation of possible
similarity, We are both hall way along the road, but in opposite directions and
situations, between the modern and the primitive, between the civilized and the
savage, between the West and the non-West. From this recognition and at this
frontier, which is being constantly broken down, my work emerges,

COMENTARIO ARTISTICO:

Mt trabajo es el resultado de una interpretacion muy personal del mundo primitive en peneral
Creo que aun existen muchay cosas utiles, no solo del arte de una cultura en especifico, sino de
“loday " las diversas manifestaciones y producciones de esas que han sido demominadas como
Cprimtwas ', que podemos asimilar con gran beneficro para o ennguecimento de nuestro
prropio acerve cullural

Esas culturas de que hablo se encueniran akora, en su inmensa mayorta, atravesando por un
periodo de [fuertes influencias exteriores de orden transcultural, producto de su encueniro (no
deseade mi valuntario) con la cwilizaciin occrdental. Mi stiuactin personal es similar pero
muersa. S0y una persona con una formacion occdental que mediante un sisterma voluntario
consciente, premeditado, de indole intelectual, pretende un acercamiento a las culturas primitwas

¥ experimentar sus ofluencras pualmenie de manera transcultural.

De esta Jorma, quiero ubicarme a mivel de experiencia (reconozeo que no stn cterlas
desventajas), en relacrion con ‘el indigena’’, en una situacion de posible similaridad Ambos
estarmos a mitad de camino, solo que por direcciones y situaciones opuestas entre la modernidad
y la primitiez, entre lo civriizado y le salvaye, entre lo ocardental y lo no occidental. De rile
recanocimiento y en este limue fronterizo, que tiende a romperse, sale mi trabayo.




MARIA MAGDALENA CAMPOS PONS

ARTIST'S STATEMENT:

| handle the supposed criterion of prohibition or perscription on the erotc life of
individuals, a coneept which has apparently been overcome by Modern Man, but
which in my personal experience appears as a historical element in permanent
contracdhiction

To this end [ select different cultural representations related to this issue,
pointing my rescarch and therefore my artistic intentions towards the analysis of
the perpectives of artustic and social language, based upon the beliel that life
cannot be separated from art, since it is intrinsic to its very nature and its goals,

In my work 1 propose and confront myself with a reflection on erotic life, its
meaning and its expression through the development of art,

All that wconography, handled as much in the sense of historical recuperation of
other cultural representations (pre-Columbian or European art) as that of the
introduction of sign elements emerging from my metaphorical speculation,
magnihies or detracts from specific aspects of this reflection.,

COMENTARIO ARTISTICO:

Manmipulo el supuesto crilterwo de prohibicion v preseripeiin en la vida evélica de los imdividuas,
conceplo que aparentemente ha sido superado por el hombre moderno, pero que en mi experiencia
vital aparece como elemento historico en contradiccton permanente.

Para ello selecciono diferentes vepresentaciones culturales alrededor de esta problemdtica,
dirigrendo mi tnoestigacidn y por tanto mis propésitos artisticos hacta of analisis de los enfoques
de lemguaje artistico y social desde la creencia de gue la vida no puede separarse del arte, pues
exta en su género y en su finalidad

En mu obra propongo y me plantec una reflexién alrededor de la vida erotica su swenificaciin
y su expresion a traves del desarrollo del arte

Toda la wonografin mangada tantp en el sentrdo de recuperacion historica de otras propuesias
cwiturales (arte precoiombrne o enrapec) como la mtroduccion de elementos sigmicos resultantes de
mt especulacton metaforica, magnifican o desvirttian delermanados aspectos sobre esta reflexidn

2
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TOMAS ESSON REID

ARTIST'S STATEMENT:

Sex, the grotesque and the humorous are present as basic elements in the work,
conjugated with anthropomorphic, zoomorphic and phytomorphic components of a
particularly sensual morphology. This sensuality is depicted ambiguously, 1o
achieve an inexact definition of sex and to suggest totally different aspects to those
apparently depicted,

I have also been interested in aspects related to sexunl prejudices which
sometimes exist and which can lead us to reject outright, without thorough
analysis, certain works ol true artistic worth,

I am concerned to treat these themes in a form which rejects the affected, the
cosy, superficial beauty. 1o this end 1 choose a powerfully expressive mode, which
brings out the grotesque aspects of my characters,

At times | employ irany and humour, in order to give a “*harmonious'’,
“ideahized” vision of certain social phenomena or individual attitudes, and at
other times to reaflirm or accentuate their existence in our reality, In this way |
confront those hollow, hypocritical perspectives which sweeten or decorate reality
excessively,

In the majority of my works, the titles play an inseparable conceptual role; for
example The canon of the mambises (which comes from my latest work) in which,
as in other recent works, my interest is in overlaying all that which has previously
characterised my work on patriotic-historic themes, as well as national and
umiversal themes of a political nature.

In this way my work begins to penetrate into the great fan ol themes, on the
basis of which my greatest aspiration is directed to the representation of all aspects
of life through the prism of sex and the grotesque.

COMENTARIO ARTISTICO:

Ll sexo, lo grotesco y lo humonistico estan presentes como elementos basicor en la obra,
compugados con componentes antropomarfos, zeomorfos y Jitomorfos de morfologra especialmente
sensual. Fsta sensualidad esia representada de forma ambipua, para su no definrcton exacta de
\exo 0 para sugenr aspectos lotalmente diferenies a lo aparentemente representado,

Tambeén me han interesado aspectos relactonados con los prejuicios sexuales gue a veces
existen y que pueden levarnos a rechazar de plano, sin un analisis profundo, determinadas
abras de valores artisticos verdaderos

Es mi iierés tratar estos lemas con una forma que se alepe de lo relamido, de lo edulcorado,
de la belleza superficral. Por ello escojo una manern fuertemente expresiva, pestual, la cual
resalta los caracteres grotescos de los personajes

Utilizo la tronia y el humor en algunes casos, para dar una vistén *'arménica’’,
Vtdealizada’’ de determinados fenomenos socrales o actitudes individuales y otras veces para
recrudecer o acentuar su presencia en nuestra realidad. Con ello enfrento aquellas épticas huecas,
hipacritas, que endulean o adornan demasiado la realidad.

Los tuulos son parte concepiual inseparable, en la mayoria de mis obras; cjemplo El canion
de los mambises (que ademos Jorma parte de mi tltima produccion) en la que como en olras
obras recrentes, mit tnlerés estd en imbricar todo lo que anteriormente ha cavacterizado mi trabajo
a temas patridlicos-historens, asi como de caracter, politico nacionales y umiversales

Con ello my obra comienza a peneirar en un gran abanico de temas, a pariir de los cuales m
mayor asprracion se divige a representar todos los aspectos de la vida a través del prisma del
sexe y ol grofesco.



FLAVIO GARCIANDIA ORAA

ARTIST'S STATEMENT:

Generally | am interested in the infinite complexity of syncretic processes and
transculturation,

And specilically, i the confrontation on the smme stage (the work) of conflicting
and paradoxical elements, such as: the vulgar and the sophisticated, the kitsch and
the authentic, the local and the universal, the Ogurative and the abstract, the
popular and the eliust, the banal and the transcendental,

In the series upon which 1 am currently engaged 1 use the dialectic tension
which results from the clash between provocative sexual and political symbols and
a perverse decorativism

COMENTARIO ARTISTICO:

Me intevesan, en peneral, la infinita compleyidad de los procesos sincrélicos y de
{ransculluracion.
Y en lo particular, la confrontacion en un mismp escenario, (la obra), de elementos opuestos
0 paradojicos como pudieran ser; lo vuigar y lo sofisticado, lo Kisch y lo auténiico, lo local y
(0 untversal, lo fipurativo y lo abstracto, lo popular y (o elistista, (o banal y lo transcendental.
En ln serve que me ocupa actualmente utritzo la tension dialéctica que se ongina del choque
enire simmbolos sexuales y politicos provocativos y un decoralivismo perierso,
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Untitled 1988
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MARTA MARIA PEREZ BRAVO

ARTIST'S STATEMENT:

" To Conceive™ and *"Memories of Our Baby'' are photographic series produced
between 1985 and 1987, based upon my personal experience of motherhood,

“To Conceive' — 1985:6 — is related to certain thoughts, superstitions and
popular beliels about conception within santeria (1), In this serics text and image
are related in a complimentary manner, The present work contains parallel
chscourses that will determine its reading sccording to the identity of each
spectator who confronts it the conscious practice of these beliefs on one hand, and
the ironic attitude towards them or their rejection on the other.

This duality will dissolve, as | said previously, according to the vision and
position of the spectator, because *‘the person who believes in these things does
not play with them'" (this being one of the possible readings), and the non-believer
i not worrted about ironizing and manipulating these values (this being another
attitude that can be adopted).

| establish through my own photographic image a kind of distancing between
these two alternatives of understanding, the conception of a world and its values
and an ‘ambiguous proposal’ conlronting the spectator. Furthermore | am
interested in emphasising the autobiographical nature of the document, because
maybe another woman in the same sicuntion, perhaps through superstition and
fear or simply shame, would not have agreed to be photographed in such
circumstances, f

The autoblographical character of photographic images as a document of
personal experience is maintained in the series '*Memories of Our Baby'' 1087,

I attempt 1o develop through the use of both suggestive and precise images
parody of an album, not to recall moments, but rather constants charged with
contradictory elements — strength and weakness, sleep and waking, etc — along
with other elements that might be suggested by the images themselves, such as the
sensuality of the strong sex, to the physical violence childbirth itself implies and
the sensation of sacrifice before the image of a scar, to name some examples,

In other words it will become an album of images of carnal categories
independent of feelings; that is, the material recording of maternity, and in some
way the questioning of the spectator with regard to what lies beyond that
“mission"’,

(1) santeria; Afro-Cuban spiritist religion, still widely practised in Cuba,
principally, although not solely, among the black population.

COMENTARIO ARTISTICO:

“Para concebir'’ y *Recuerdos de nuestro bebé'' som sertes Jotograficas realizadas entre 1985 y
1987, a partir de la experiencra personal de la matermidad,

“Para concebir’" — 1985-86 — esta vinculada al pensamiento, supersiiciones y algunas
creencas populares acerca de la concepeidn, vineuladas a la santeria. Texto ¢ imagen en esla
serie estan relacionadas de maneva complementaria,

En esta obra existen discursos paralelos que determinardn la lectura de la misma de acuerds
al espectador con que se enfrente: La practica consciente de estas creencias, por una parie, y la
actitud ronica o de negacion de éstas, por otra,

Esta dualidad serd disuelta, como dije antertormente, de acuerdo a la vision ¥ postcrdn que
asume el espectador, porque ‘‘el que cree en estas cosas no Juega con ellas’’, siendo ésta wna de
las postbles lecturas que se hapa, y el que no cree, no le preocupa manipular o tronizar estos
valares, siendo ésta otra actiwidad a asumiy,

Establezco mediante mi propia imagen folografiada una especre de distanctamiento entre ¢sas
dos alternativas de comprensidn, concepeiin del mundo o valores y una Cpropostcron ambigua '’
anie el especlador, ademas de que me interesa enfatizar el caracter de documento autobrografica,
porque quizas alguna otra mujer en las mismas condiciones, ya sea por supersticion ¥ muedo o
simplemente por pudor, no hublera aceptade ser foiografiada en semejantes actitudes.

También se mantiene el cardcter autobiogrdfico en cuanto a imagen fologrifica como
documento de una experiencia personal en la sere “*Recuerdos de nuesivo bebd’’— 1987

[ntento continuar mediante imagenes sugerentes y precisas a la vez una parvedia de dlbum
para recordar no instantes, sino constantes cargados de elementos contrarios — la fuerza y la
debilidad, el suefio y la vila ete — Junto a otros elementos que puedan sugerir imdgenes en s
musmas, como la sensualidad del sexo fuerte a la molencia fivica que tmplica el parto mismo y
la sensacion de sacrilegio frente a ln vmagen de una cicatriz, por poner alpunos ejemplos,

Es decir que se convertivd en un dlbum de imdgenes de cateporias carnales independienter
las senlimtentos, o sea la relacion material de la matermdad, y de alpuna manera cuestionar al
espectador acerca de lo que queda al otro lado de esta *'misidn’’



RICARDO RODRIGUEZ BREY

ARTIST'S STATEMENT:

Since 1980 my work has been aimed at analysising the history of Latin America,

S0, taking as pretexts the voyages ol naturalists such as Humboldt and Darwin,
I ereated works whose principal interest was founded upon that amazement which
characternises the foreigners” approach to the New World.

Fragments from their diaries and notebooks became pomnts of departure for an
analysis of the nature, sociology and ethnology of these lands.

These works were expressed in paintings, skerches and installations

Since 1985 1 have been contrasting historical compilation with mythic reflection
(non-history)

The piece | am presenting here is a kind of ‘ready-made’ myth. The utilisation
of objects of varying ongins and uses within Afro-Cuban religions is one of it
main leatures,

Thus an object removed from ity original context takes on other functions and is
controlled by other laws

COMENTARIO ARTISTICO:

Desde el ano 1980 mi trabajo ha tenido como objetive el analisis de la historia de América.

Ast, utilizando como pretextos los viajes de cientificos y naturalistas como Humboldl ¥
Darwin, realicé obras cuyo interés maximo descansaba sobre la aproximaciin extranjera
deslumbrada al Nueve Mundo.

fragmentos de sus diartos y libros de apuntes se conviviteron en puntos de partida para ¢l
analists de la naturaleza, socwlogia etnologia de estas (ierras

Lstas obras fueron realizadas en pintura, dibwos ¢ instalaciones.

A parter del afio 1985 contrapongo la recopilacion historica al pensamiento mitico (la no
historta ),

La peza que presento nhora es una especie de ready made mitico, La utilizaciin de objetos
de distnias procedencias y usos en las religrones afrocubanas es una de sus especificidades.

Asi un obyeto mavide de su comtexto oriyginal adguiere otras funciones y lo ripen otras lepes
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RUBEN TORRES LLORCA

ARTIST'S STATEMENT:

My work proposes a methodology wherein the socinl and the personal are
comsummated in one single act, wheremn creating a work ol art {8 a conscious act
of magic — understanding magic as an instrument, free of any religious or poetic
connotations. | attempt 1o express mysell through a personal *'consciousness cure’,
concretsed through a practical act, capable not only of describing but of
provoking personal responses of a spiritual nature; of acting upon the individual,
as a psychologist or a magician might, with the difference that the primitive
magician only knows magic in its practical aspect, never analysing the mental
processes on which his magic is founded, | express mysell through cognition,
employving the prnciples of the language of art as instruments in the construction
of a practucal object with connotations close o magie, and [ attempt, as far as
possible, to confront real issues that alfect the individual and society,

In the reahsation of my works | use elements taken from religious and political
wconography, stripping them of their ideological character, presenting a new icon
with the same sense of being an artistically authentic image that objects of
veneration or devotion have for their believers, eliminating the supernatural and
inviting a modest conlfrontation through the modesty implicit in artistic proposals,

The general aspects which | test ont in these works are negatively charged —
impure Man, the confrontation of opposites, the flow of frustrated acts which
torment Man's conscience, etc — resolved in an instant of purification, wherein i
15 the receivers who act exactly us when they digest their food, concentrated in an
cmotion free ol conceptual premises, ', 1eis as if an officiant were trying 1o
persuade a sick woman, whose attention to the real 1s undoubtedly diminished —
as her sensitivity is heightened — through suffering, to relive in a very precise and
Intense manner a previous situation and to perceive its minutest details™ (1) Tt is
as if the work of art were partially an end lor me and the beginning of a
remembrance for the spectators; a system of logic regrouped in expressive
potentiality, a work which, emerging from an open poetic, with an
interdisciphinary creed, channels itsell within an enclosed emotion, composed of
various complex informational instruments, as il it were being felt emotionally in a
moment ol respite,

(1) Levi-Strauss, "*Structural Anthropology””,

COMENTARIO ARTISTICO:

Mt trabajo propone una metodologin donde lo social y lo peesonal estén consumados en un
musmo aclo, donde realizar una obra de arle sea un acto conscrente de magia, entendiendo la
magea come un instrumenio, excenio de sus connolaciones relipiosas y poélivas. Pretendo
expresarme mediante una cura personal de la conciencia, petrificada en un hecho practico,
capaz, no solo de describir, sino de provecar vivencias de indole espinitual, de acluar en ¢l
indrviduo a la manera de un sicélogo o de un mago, con lo diferencin de que el mago primitivo
canoce solamente la magra en su aspecto praciico, nunca analiza los procesos mentales en yue su
magia esta basada. Me realizo a través del conocimiento, uitlizando los principios del lenguaye
del arte como recursos formadores de un objeto practico de comnolaciones semejantes a la magia y
pretendo, en lo postble, tneidir en hechos reales que afectan al individuo y la soctedad.

Para la realizacion de mis piezas utilizo elementos de la iconografia reliposa y politicn,
despoyandolos de su cardeter deoigico, presentando un nuevo feono con ¢l misme sentido de
tmagen artisticamente mcuestianable que tienen los objelos de culto o veneracion para sus
devotos, eliminando lo sobrenatural y solicitando una confrontacién modesta a partir de una
modesita implicita en los presupuestos plasticos.

Los aspectos penerales que ponge a prucba en estas obras son de carga negativa. el hombre no
depurado, la opasicion de contrartos, el flupe de actos fallidos que atormentan la conciencia del
hombre, etc, resueltos en un instante de purtficacion, donde e5 el receptor ol que actia
exaclamente como digiere sus alimentos, recoprdo en una emocidn sin premisas conceptuales.,
Yoot comoe st el aftctante fratara de conseguir de una enferma, cuya atencion a lo real ie
encuentra sin dudas disminuda -y exacerbada su sensibilidad- debido al sufromento, que reviva
de una manera muy precisa y muy intensa una setuacion inicral y perciba mentalmente loy
menares detalles”’ (1) es como st la obra de arte fuera parcialmente una finalidad para mi y un
intcto de rememoracion para ol espectador, un ststema de logica reagrupado en un potencial
exprestvo, una obra que a partir de una poctica abierta, de posiciones interdisciplinarias, se
canalice en una emocion cerrada, formada con instrumentos complejos y vartos de la informacion
come st se palpara emolivamente en un instante de reposo,

(1) Levi-Strauss, "'Antropolopia Estructural’”.
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NEW
CUBAN
ART:

[DENTITY

AND

POPULAR

CULTURE

In the late 70s a movement began to take shape in Cuban
visual ants, which would transform the status quo through
the implementation of new artistic orientations. Young
people, born and bred in the revolutionary period,
toppled the nigid structures and stereotypes of the time
mmed at endowing art with an alleged political mission,
wlso assertive of our national identity, The movement
crystalized in the 80's and has not slackened its pace since
then. No other sector of Cuban culture harnesses so much
vigor and dynamism, favours so many different
inttiatives, or promotes so much debate, All this seething
ACUVILY surprises visiting artists and crities, some of whom
have now begun to talk about a "*Cuban renaissance’.(1)

This upsurge has social roots. First of all, artistic freedom
and cultural support — so0 seldom intertwined — is a
combination inherent o the culture policy implemented
by the Revolution from the start, Some have even
suggested that new Cuban visual arts are a paradigmatic
embodiment of this cultural policy. A more tangible
element was the new atmosphere = more conductive to
arfistic creation — that prevailed after the establishment
of the Ministry of Culture in 1976, It is not by chance
that this institutional process comncided with the
development of the visual arts movemnent since both
responded to a new historical stage. Lastly, there is the
direct inlluence of the new system of artistic education
which has guaranteed free training for all talents, from
clementary to higher education, giving them all facilities
throughout the country. This is the only example of such
widespread moral and budgetary support in the
underdeveloped world,

The panorama of Cuban visual arts is so variegated as to
make an identfication of general traits hardly possible,
save lor is very diversity. This also holds true for the
new art, However, it could be characterized by ity
orientations in contrast with the spirit that prevailed in
the cultural scene during the 70's: priority granted 1o the
intrinsic values of art as opposed to extra-artistic
compulsions; an opening to contemporary “avant-garde’’
experiences, locusing on the expression and discussion of
man s overall problems in this relation to the world, an
in-depth of Latin-American and Third-World identity; an
ethical scale of values and, particularly among the
youngest, a concern over a more direct sacial role for
visual ars,

There are two main lines appreciable in this show which
could be considered among the most promising, One has
to do with a more prolound insight into the essence of
Latim Amernicanism and the other, with a closely-knit
contact with folk culture, Both are familiar with and take
advantage of "“international’’ — metropolitan -
developments in visual arts, but they transform these
developments to suit their objectives, recontextualizing
them, using them asx a means, not as an end. For obvious
reasons, these lines often overlap.

Although, in a general sense, Latin American culture can
be classified as Western — have a European tradition
characteristic of a capitalist State — its singularity results
to a large extent from the decisive presence of non-
Western clements in its composition, These elements are
s0 much ethnocultural = African, Indian-American — as
they are historical and social (precapitalism). This
synthesis 1s both a privilege and a disadvantage. Whereas
an Asian, an Arab or an African can feel himsell torn
hetween his traditions and a Western culture he is forced
to accept at least partly if he wishes to exert an effective
influence on contemporary issues = art as a sell-
contained activity is a Western concept, more so in the
case of paintings and sculptures destined to exhibitions



in galleries we are not faced with that dilemma. Non-
Western culture is our culture, but Western culture is also
our culture. However, the peripheral and neocolonial
conditions we live in hamper their full intermingling and
we frequently cither become Westernized complex-ridden
epigons of the metropolis, or we execrate all things
Western and entrench ourselves in a narrow folkishness.
Furthermore, our countries are multi-ethnical, boasting
large communities that are not integrated to the
“"mestizo™" cultures that bear our nationhood,

The artists of the first main line I mentioned seek to
commune with the roots of the non-Western elements that
characterize our essence, not through a superficial
rapprochement, a mere exposure of autoctonous or
Alrican traditions = the germ of so much tourist art —
but through a substantinl compenetration. More than
finding inspiration in shapes, rites or anecdotes, they seck
to introject the ideology, values and, in a general sense,
the Weltanschauung of these peoples, factors all that are
blended into the new nationalities or that remain
reposited with the ethnie groups. To this end, they make
use of certain openings provoked by conceptual trends,
often resorting freely to the recovery — for different
lunctions — of the procedures of “primitive’” cultures, [
is a well-known fact that in the 60's and 70's, some
Europeans and Americans (Beuys, Hesse, Long, Holt,
Puryear . ) did conceptual art from their interest in
tribal societies. Their knowledge of them based on
anthropological readings, paved an artistic way which led
to the non-literal reinterpretation of some aspects of their
practices and conceptions. Now then, Cuban works are
profoundly different, regardless ol methodological
similarities. A Beuys or a Hesse always tried 1o
incorporate external sources into their own avant-garde
artistic practice. A basic trend in their work i to
“deviate™ from their culture along somewhat exotic
paths. A Bedia and an Elso, however, take up clements
from their own culture, throbbing in their everyday
context. And they do so o "“steep'’ themselves in their
culture, thus firmly enrooting their identity. What is more
important, they do not try o ensconce themselves in it to
Hourish in the comfort of narrow lolkishness; they seek to
project values, accents and views from our tradition in a
global human perspective, also capable ol concrete action
in the contemporary world,

It could be said that the art of these young people,
however ""Western'', is, in a certain sense, ''‘non-
Western'' from within, as in Latun-American culture. It
could likewise be suggested that as in the case of the
latter, it is at once "'primitive’’ and “‘contemporary'’.
They pursue a synthesis, fully attainable only to those
who partake not just of the hvbridization or coexistence of
tradts from widely different cultures but also of forms of
awareness from various stages ol historical evolution —
the “*metissage’” of time, to coin an expression. (2)

In Cuba, the importance of this Latin-American
assumption transcends the merely artistic. Due o its

historical and geographical determinations, perhaps no
other country in the continent was so much divorced from
Latin America and so subjected to the overwhelming
ideological and cultural colonization of the United States.
The Latin-Americanist concern of the young is to find a
way to reinsert themselves in their own environment, not
behind the standards of a programmatic course, but as o
spontancous process of introjection that stems naturally
from the political and eultural changes underway in the
country,

Allow me to insist on the sense of universality in this
Latinc-Americanism and, particularly, on s vocation of
present, It is no escapism, no "‘return to the roos™ . It is
the reallivmation of our own values as a means to
influence contemporary reality, the presence of a Third-
World will — not always consciously perceived — to
impose a new international cultural order, a new
perspective of universality that would take into account
the interests of all the peoples, in opposition 1o &
Manhattan island-made cosmopolitanism,

The second line mentioned above is also in keeping with
these general assertions. While in the foregoing,
conceptual orientatons prevailed, this line evidences, to a
large extent, a post-modern penchant towards the
vernacular and kitsch, as a part of an inclusive,
expressionist, parodial and metaphoric poetics, But its
unique trait is the artist's deep-rooted belonging 1o a folk
culture they have never relinquished.



It often happens that, despite his folk origin, the artist
tends to draw away from it in the course of his activity,
Even though his work reflects this background, he forfeits
his environment o adopt a diflerent one. For various
reasons, this has not been the rule in Cuba lately. On the
one hand, the new social conditions have allowed young
people from all population strata to study art; on the
other, jointly with various factors, they have fostered their
continued immersion in their own natural environment,
thus preventing their "cultured™ artistic activity from
becoming a differentinting barrier.

Consequently, besides expressing lolk culture and deriving
nourishment from it, their work somewhat overlaps that
same culture. In other words, it could be considered so a
paradoxical “cultured’ manifestation of lolk culture, in
the sense that it is a professional — not traditional, naive
or spontancous — creation based on popular
mainfestations, produced by active bearers of and
participants in these manifestations and in the conditions,
customs, values and psychology that oniginate them. This
situation persists despite the adoption of eritical approach,
as is often the case,

(115 to this integration that so many works owe their
festive, carnivalesque character, us well as their
exuberance, colourfulness, and shrill baroquishness, which
can make us detect even n Carribean touch in works
where there is a tangible influence of Borofski, Clemente
or Scharl — sometimes 1o the point of a parody.,

These young people are charged with having made an
Yincorrect”’ inappropriation of conceptualism and
modernism for they have incorporated some of the
resource and not the overall “philosophy ' of these rends,
consistent with their own historieal, social and cultural
problems.

Actually, this has been a common occurrence in the
history of the peoples’ interrelations. Boris Berstein states
that **the reception of external influences presupposes
their insertion in the system of relations of a given
cultural unit, where received phenomena inevitably
acquire new meanings and, at the same time, as happens
with all innovations, in some way resiructure the system
that receives them™ . (3) Bernstein illustrates this through
voung national cultures “‘for which an intensive reception
of “alien'" experience 15 a vital need’' .(4) He further
makes it clear that this “'does not in any way mean that
alien experience has been assimilated “correctly’’,
organically, On the contrary, it can be taken externally as
a loan, without an understanding of its locus and
meaning in the other cultural system, thus receiving a
totally different meaning in the context of the recipient
culture, Nevertheless, the transplant ook place, and i
created a new situation, restructured the mesh of relations
that had therefore existed and influenced development
prospects’ (5)

This could also be said of "old™ cultures vis a vis the
“young'' as when the cubists, totally ignorant of the
meaning of African visual arts very productively made use
ol them to suit their purpose. We would be all the most
Justified in doing the same with some resources
extrapolated from an alien, although not unknown,
background. Indeed, any artistic mainfestations can make
use of elements of universal value in other manifestations
regardless of all considerations of ethnic, historical or
social relativity, and of the differences in meaning they
may have,

Eloquent proof of this is the fact that post-modernism has
urnished instrumental propositions for an own's action
while others are disregarded. Post-modern openings are
used when they respond to contextual concerns or when
they act as detonators, in the same way that conceptual
orientations served, above all, to deepen into Latin-
American cultural foundations. This is what | would term
an aflirmation on the rebound

Enmeshed in all festive pacvaphernalia, bubbling over with
lolk kitsch, we perceive an ethnical concern, Despite its
criticism of very concrete behaviours, it 18 more of an
attitude of general assessment. There's nothing redolent of
a holier-than-thou stance, quite the opposite. All these
artists — followers of the fiest and the second line alike —
share a very problematized view of human beings and
their relations with the world, This ethnical perspective
can be felt in the very substance of the works, whether
they deal with the equilibrium of cosmic forces or a
marginal conduct, even when moral ssues or any of their
aspects are not the gist of the work,
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Such a perspective is part of a broader one, typical of
Cuban visual arts in the 80's. As a reaction to the
gudiclines of the previous generation, an interest for
man's most general problems and his development in the
universe 15 seen to prevail, There 18 a4 genuine
“philosophical'” concern, no matter what the subject
treated or the language used may be. The final view of
these problems is positive, over and beyond the interest o
express contradictions, There is no mihilism or alienation.
This positve sign is another important factor in the
content which singularizes Cuban art despite language
similarities with present Western trends,

On more than one occasion foreign left-wing critics and
artists have wondered at not discovering in contemporary
Cuban art the direct political or social orientation they
expeeted to find, Although this is a very complex topic
which deserves a thorough discussion, and despite the fact
that this concern is perfectly logical, | believe, first of all,
that all sorts of expectations have been placed on Cuban
realities due to the demands posed by a different
situation. In Cuba, where there ix a different social
participation, where the most pressing social problems
have been solved, wouldn't art tend 1o develop its
potentialities in an effort to delve deeper into the general
human aspects and focus on man’s spirituality? Is this not
A superior social perspective?

Certainly, this does not presuppose that art is unable to
deal with polities, and much less that it has lost ity ability
to criticize. I am referring to an anthropological tendency
which might be conditioned by transformations in the
social infrastructure, In any case, the answers — always
more than one — and most likely contradictory = will
emerge from artistic practice, since individual creative
freedom is an essential prerequisite which implies art's
“spontancous’’ evolution and the fact that social control
can only be exerted — for better or for worse -
indirectly. For the Cuban Revalution, this has not been a
“liberal"" premise, as some radicals point out, but a
principle which stems from the very essence of art, which
~= 80 far, at least — is an activity intimately linked with
individual subjectivity, with the “'black-box"’, even in
cuses of purposefully direct social search,

Be it as it may, there is a growing inclination among the
younger artists to link art with concrete social problems,
This has introduced a eritical perspective which, despite
its immediacy and imperviousness o ‘transcendental”’
imphcations, still maintains the ethics and universal
projection referred to above, Morcover, there is a will to
transform the role art and tirn it into a more direct and
active social function: a crucial purpose, for, 1o date, in
none of the socialist countries has the function of art been
transformed so that art continues 1o develop within the
same education-production-chstribution-consumption
system based on the “creative genius'', the museum, the
gallery, the ertic, the passive spectator, the
communication gap between art and the people, the

“eultured™ elite as target group, etc., regardless of the
transformation ol the system’s contents and ends in
favour of society. What we should ask ourselves s
whether it would be possible to revolutionalize art or if i
i doomed to continue becoming more and more complex
as a highly-specialized activity, sharing is works with a
“mass culture’’ as is now the case, or whether it would
be passible to revolutionalize the people so that they can
appreciate art; or whether they will revolutionize us, the
“eultured'’,

In another paper we could examine how Cuban visual
arts are inscribed in multiple corordinates: creative
spontaneity, socialism, affirmation of national identity,
Latin-Americanism, opening to Western trends, Third-
World idiosyncrasy, social function ... but here we have
touched upon some of these aspects. In my view, what i
most interesting 18 the way in which Cuban visual arts
show a possibility for action on the part of Third-World
culture.

There is no need to elaborate on the contradictions extant
in the aforementioned culture, Present are the problems
bred directly by underdeveloped, poverty, neocolonialism,
cconomic and social structural deformations, among
others. Present are the more concrete problems dependant
on or related to the others, such as a low educational
level, metropolitan control over the mass media, disregard
lor our values, cultural colonialism, Influenced by all this,
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there are several polar tensions between which our
cultures now blaze their tml: tradition and
contemporaneity, localism and universality, “cultured”
culture and “lolk"" culture, colonialism and liberation,
West and non-West, mimicry and identity ... In regards
to the more general problems, on the basis of their
specific social conditions — a specificity that does not
wolate them from the overall Third-World panorama —
Cuban visual arts have spontancously adapted stances
which, in my judgement, may turn out to be very
fruntinl.

“Nationalization™ without fears or guilty qualms of
whatever may be useful in metropolitan visual arts,
adapting them to our own needs, This *'natonalization”’
inphes a transformation of formal aspects such as content
and social function, the latter requiring a radicalization
towards more direct action, much the same as (o be much
more blatant in making use of any artistic development in
our bhenelit,

The transformation 1 am referring to often produces quite
different results from those derived from the original
trends, owing to the satuslaction of our reguirements. But
this is not limited to a local use of “international”’
clements when there is a metamorphosis ol universal
magnitude — only that it is a universality which
originates in our zone, from here outward, In this
connection, there as at once an expansion and enrichment

of the possibilities in “‘international’’ trends. Hence, since
this is an active, creative 'nationalization'’, the humanly
viluable “nationalized'" nuclel develop towards new
vistas.

The above is possible, to a large extent, due 1o a
familiarity with these trends, since they are felt as
belonging to an entire cultural ambit in which we
participate, It s very clear for young Cuban artists that
= a8 the Mimister of Culture, Armando Hart has said (6)
— Cuba has never departed from the West, considered as
a geographical and cultural merndian, It is also clear that
we have a personality of our own, characterized o a large
extent by the significant presence of non-Western
igrecients in the national ethnogenesis and the
contemporary existence in our countries of non-Western
peoples and cultural manifestations not blended inta our
national cultures, In other words, Latin America is
distinctly recognized a8 a synthesis between the West and
the non-West, and as a multisnational entity, with rich
non-Western cultural values, A clear-out awareness of our
profile may be extremely fraitful since it would make us
the masters of a very vast cultural spectrum. Instead of
considering ourselves second-rate Europeans, or
“Inchians”" or “black’ who have nothing to do with the
West, or victims of chaos, we can stand on our own
grounds and make use of the multilaterality of our culture
and work on the basis of our own synthesis, which allows
us to adopt the most variegated clements natarally

Identity, understood as action, not exhibwtion, In the
"search lor our dentity”’ there has been a much-touted
"expression of our roots"" which has led o serious
cultural misconceptions. False solutions to the problems of
our own expression have been put forth by resorting to
lolkishness, local color, traditions, and even trying to
revitalize some — long time dead — of which we have
httle knowledge. The solution to the problem, it was
thought, lay in showing ofl the things of the blacks,
Indians or eriollos: a dangerous mistake because it is not
a matter of exhibiting our identity; rather of aeting in
keeping with it, from within, of projecting it. It is a
matter of being ourselves. Indeed, due to cultural
colomahsm and to our own diversity it is still necessary to
complete the defintion and identification of our own
profile. But this should be done always from the optic of
our action trom within, towards the outer world. Of
certamn relevance s the debate on “'negritude’” and

that a tiger does not announce his tigritude: he pounces
A tiger in the jungle does not say, "'I'm a tiger'', When
you walk by the place where the tiger s and you see the
bones of a gazelle, you know that the place is flooded
with tigritude.(7) Cuban youths are taking steps in that
direction. There is no programatic search for an identity,
and this is another trait which differentiates them from
the generation of the 70's. If their works express & Cuban
and Latin American identity it is because this identity has
been exercised; this identity has determined, from within,
vilues and their artstic projection.
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The above ties in with the solution of contemporaneity of
trachtion. Our cultures have often fallen into the pitfalls
posed by the call of tradition, which restrains our
potential to cope with the present-day world. Once a
bulwark against penetration, it can become an casy chair
and a pair of slippers that can comfortably isolate us from
the pressing demands of our time. These are the two faces
of tradition so eloguently deseribed by Ambrosio Fornet
twenty years ago. Indeed, very few things can be more
comifortable — and more conservative = than cultures
taken as a posteard, sell-complacent in its baroque volutes
and colorful drums, We are neither to deny tradition nor
to dress up in it nlls and laces: we are to make it,
something that lives in this day; in other words, we must
build our present on our worthiest values in order to act
our way in the midst of contemporary problems. Fornet
stated: “'In a revolutionary society, the past 1s assumed as
4 lorce lor a projection into the future, for man's return
to his roots while projecting them with a new meaning
towards humankind as a whole.(8) The artists we are
discussing are working in this direction, One of their
achievements iy their contribution to closing the gap
between ancestral values and modern action, Current
artistic openings help them in identifying and projecting
them broadly, while the artists themselves can even get o
transtorm the meaning ol these openings. Thus, it is
possible o foresec tradition, not as granny's hopechest,
not even as a live source, but as a main trunk in constant
growth, which expands its green branches in all
directions.

These four, closely imbricated, attitudes are ideal,
somewhat rhetorical abstractions of the perspectives
present in the Cuban arosts” work guidelines, in their
initial stages of implementation. Even if they were fully
realized, we would only be in a phase of the process of
total definition mnd self~rebance of LatincsAmenican
culture.

The goal will be attained only when our continent is able
o undertake the making of contemporary culture on its
own; that is, when it s able to produce its own present-
day culture as an active lineament in today's world, And
this will be the day when, paradoxically, we in the Third
World make Western culture, or, in a nutshell, when we
de-Europeanize current calture, Because at this point in
time European-based culture cannot be disregarded, The
issue transcends the ethnic problem: it was Western
culture that flourished and expanded through all the
planet under imdustrial capitalism and, consequently, the
one that developed the instruments for action at that
time. Our dilemma cannot be solved by throwing it into
the trash can and then returning to pre-capitalist options.
Nor can it be solved by going into the third millenium
lollowing its tenets, adapting it; not even by nationalizing
it = which would undoubtedly be a transitional solution.
The actual solution would be to make Western culture by

ourselves, following our own criteria, or at least to
participate actively in its evolution . .. little by little,
mereasingly so. And when this happens, it will no longer
be western culture,

Crerardo Mosquera
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IDENTIDAD

CULTURA
POPULAR

EN EL

NUEVO ARTE

CUBANO

A fines de lox 70 comienza a manifesiarse un movimienlo que va a
transformar la situacion de lo plastica cubana, implantando
newevas ortenlaciones arfisticas, Son jovenes formados enleramente
en la estapa revolucionaria, que hicieron estallar los postulados
mgentes en aquella decada, caraclenizada por la rigidez de algunos
estereotipos que pretendian dar al arte un supuesto comelido politico
y de aftrmacion de (a identidad nactonal, Este movimiento cuaje en
los 80 y desde entonces crece cada vez mas, En mngun otro seclor
de la cultura cubana existe hoy lanla fuerza y dinamismo, se
realizan tantos ensayos diferentes, se discute tanto, Tal ebullicion
sorprende a los arlistas y criiicos gue vesttan Cuba, y alpune ha
legado n hablar de un ''Renacimiento cubana’' ()

Liste auge liene bases soctales. Anle odo, la umon de hbertad
artisiica apoyn a la cultura ~dos aspectos Que rara vex van juntos-
piropia de la politica cultural practicada por la Revolucion deside
YIS ERICLON,

Incluso se ha Hrquﬂ a Fugerir gue la nuepa Mastica cuoana
constiluye una plasmasion paradigmatica de esia politica cultural
A un nwwel mas concreto ha actuado el nuevo cluna tras la
fundacion del Mmisterio de Cultura a fines de 1976, que
establecio un ambiente de creacton. No ex foriurio que este fpiroceso
instrtucional haya coincidio exactaomente con el desarrolio del
movimiento en la plastica, pues ambos respondian a una nueva
estapa histirica. Por wltemo, y de mode muy divecto, esta lambien
el sistemn de enseflanza del arte, que ha paranlizado la formacion
pratutta de cualgurer talento, desde el nivel elemental al superior,
brindandaoles todas las facelidades a lost estudiantes, ast procedan
del rincon mas apariado del pats. Todo este apoyo moral y
presupuestario @ la cultura es unwo en el mundo subdesarrotiudo

El panorama peneral de la plastica en Cuba es tan vanado que
resulta dificl encontrar raspos penerales, como no sea la propa
diverstdad, lpual sucede con el nueve arte. No obstante, ésle purede
carnclerizarye por suy onentaciones opuesiay al s ﬂl'm'r.l !Hrih’h’rr'ﬂ"ﬂh‘
en la escena eullural cubana durante los 70,

prioridad a los valores especificos del arte frente a compulstones
extrartisticas, apertura a experiencias contemparaneas "‘de
avanzada'’, concentracion en expresar y discutiv problemas generales
del hombre y su relacran con el mundo, profundizacton en la
wleniidad lattnoamenicana v tercermundista, sentide clico vy, solire
lode entre lox may povenes, preocupacion por un rol social mas
directo de la plastica

IHay dos lineas que purden apreciarse en exla exposicion y estan
entre las mas prumr.'nff.-ru.'l_ {na se rful;"'r i ;‘mgfrm.rh:n*r en el ser
latinoamericano y otra se desenvuelve en un contacto muy dirvecto
con la cult: ra popular. Ambas conocen y r:f:rruwﬁrm desarroli
“internacionales ' (léase meirapolitanos) de ln plastica, pera
transformandalos a sus propros obpectivos, recontextualizandolos,
empleandalos mas como medias que comp fin. Por razenes obuias,
eian ,f;rmrnrfﬂ e il du.'- fl'.i’“"ﬂ.‘l {1 mﬂrr;mrrrrr

Aungue dentro de un enfoque muy general pueda decrse que fa
culiura latinoamericana es ocadental (de tradicion europa y propra
del desarrolle capualista), su singulanidad ¢ en gran medida
resultado de (o Jrresencia decistva de componenles no pecidentales en
s contilucton, Extos componentes son tanlo einoculturales
(afrrcanas, indoamertcanos) come historico-soctales
(procaprtalismo) Tal sintesis es a la vez un privilegio y una
desventapa. Mientras un asiafeco, un arabe 0 un africane pucden
verse excindidos enire su acerve tradicional y una ewltura accrdenial
que se ven precisados a aceplar por lo menos en parie st quieren
actuar con efectividad en la problematica contempioranea (¢l arte
como actividad autosuficienie es ya un concepto occidental, mas aun
¢l hacer cuadros o esculturas para exponer en una galeria ),
osolros no tenemos (al problema. La cultura de No Occrdente e
niesiva cullura, pero lo de Ocardente lambién es nuestra culiira
Sin embargo, la sutuacion perifevica y neocolomal que sufrimaos
deficulia la plena fusion, y con frecuencia nos occidentalizanmios
convtriéndonoy en acompleradas epigonos de las metropoles, o
condenamoy todo lo ocardental, refugrandonos en un folklorisme



4

localista. Ademas, nuestros paises son multeétnicos, — con grandes
comurntdades no integradas o las enlluras mestizas'" portadoras de
las naciones,

Los avtistas de la primera linca a la que me he referido buscan una
comuntan con las bases de oy elementos no pecidentales
caracierizadores de nuestra esencia.

Pero no xe irata de un acercamiento superficial o expositive a las
tradiciones indigenas o africanas, causa de tanto arie turistico,
Edlos procuran una compenelracrin sustancial. Mas que inspirarse
en formas, rilos o andedotas, persiguen una interiorizacion del
pensamiento, los valores y, en general, la cosmovision de estos
pueblos, factores que, o se fundieron en lox nuevas nacionalidades,
0 permanecen en grupos etnicos.

Para tal fin se strven de ciertas aperturas traidas por lax corrientes
concepluales, a memude franca recuperactén <para funciones
distintas- de procedimientos de las culturas “'primuivas’’. Sado
es que durante los 60 y 70 algunos europeos y norteamericanos
(Beuys, Hesse, Long, Holt, Puryear . ) hicieron arte de tipo
conceplual a partir de su interes en lax sociedades tribales.

El conocimiento de ellas por leciuras de antopologia fundamento
una via ariistica donde reinterpretaton de modo no hieral alpunos
aspectos de sus praciteas o concepoiones,

Ahora Bien, lu abra de los cubanos liene diferencias profundas,
may alla de las semepanzas motodologrens. Para un Beuys o un
Hesse siempwe se trataba de incorparar fuentes externas papa
practicas particulares del arte de vanguardia.

(/na orienlaciin basica de su trabajo es *'salivse’’ de su cultura
por camanoy que no dejan de resultarles exiticos. Un Bedia o un
Elso, en cambio, actian con elementos de su propia cultura, vivos
en yu conlexto colidiano, Ademas, lo hacen para “meterse’’ mas en
su ewliura, arvaigando su identedad. 'Y, lo que es mas unportanie,
no prrocuran encerrarse en ella para florecer en la comodidad de!
localismo. intentan proyectar valores, acentos y puntos de vista de
nuestro acerve dentro de una perspectiva humana global, y, al
mismo tempo, capaz de accion especifica en el mundo

contempranco.

Pudiera decirse que el arte de estos jovenes, siendo “occidental’’, en
cterio sentido vesulla *‘no occidental'’ a la vez, desde dentro, del
mismo moddo que la cultura latinoamenicana. En igual forma,
pudiera sugerirse que, como ella, es 'contemporanco’’ y
Cprimitwe ™" a un tempo. Los artistas avanzan en pas de una
sintests silo accenible en profundidad a quienes participan, sin
contradiccrones, no solo de ln hibnidacion o coexistencra de raspos
de culturas muy diferentes, stno de formas de conciencia
correspondtentes a distinlos estadios de evolucidn histiniea, ex decir,
de lo que llamo el mestizaje del tiempo. (2)

Para Cuba, la importancia de esta asuncion latinoamertcanista va
mas alla de (s artistico. Por determinaciones de su historia y su
situacidn geografica, quizas ningin otro pais del continente se
encontrabia mas de expaldas a Lattnoamerea, bajo mlensa
colonezaciin idenligrea y cultural de Estados Unidos. La
Preoccupacion latenpamericantsta de los jivenes es como un
rewlegrarse al ambite propio, pero no bajo lax banderas de una

marcha programalwa, Constituye un proceso espentanco de
interiorizacton, consecuencia natural de las cambios politicos y
culturales en Cuba.

Insiste ademas en ¢l semtido de universalidad de este
latinomericantsmo. Y sobre todo en su vocacion de actualidad. No
hay escape, mi “'vegreso a las radces’’. Es la reafirmacion de
valores propios para iratar de incidir con ellos en la realidad
contemporanea, Lsta presente una voluntad tercermundista o
menudo no del todo conciente- por imponer un nuevo orden cultural
internacional, una perspectiva de umicersalidad donde intervengan
intereses de todos los puebios, opuesia a un cosmopolitisme

Jabricado en la isla de Manhatian,

La segunda linea o que me refiera corvespande también con esios
planteamientos de cavacter general. St en la anterior predominaban
ortentactones de (ipo conceptnad, en ésta o mantfiesta en buena
medida la inclimaciin postmodermista hacia lo vernaculo y el
kitsch, como parie de su poética inclusiva, expresionisia, paridica
¥ metafinica. Pero lo pecultar es ol arraigo de estos artistas en una
cultura popular a la cual no han deyado de pertenceer,

A menudo ocurre que ol artista, aunque proceda de un contexto
pofiutar, irende a distanciarse de éste por el hecho mismo de su
actividad. Aunque so trabajo exprese esta formacion, ¢l ariista suele
separarse de su medio de ongen, vinculandose con un ambienie de
otra indole. En Cuba, por varias razones, esto no se producido
mucho ultimamente. La nueva situacion socaal, por un lade, ha
permirtido estudrar arle a povenes procedenies de tocdos los vectores de



la poblacion. Por otro, junto con distintos factores, ha condictonado
que la mayoria de ellos conlinian tnmersos en su medio Jamiliar y

de vida cotediana, stn que la actividad artivitea “‘eullc’’ determine

una barrera diferenciadora,

Esto permite que su obra, mas alla de expresar la cultura popular
y alimentarse continuamente de ella, se superponga en cierio sentido
con esa muma cultura,

Seria algo asi como una paradijiea mantfestacton cultivada’’ de
la cultura popular, en of sentedo de que constituye una creaciin
profesianal — no tradicional, igenua mi espontanca- hasada en
mantfestaciones populares, hecha por portadores y participanies
acitvoy de esas mantfestacrones y de la suuacion, costumbres,
valores y swologia que les da origen. Sttuacion que se mantiene atin
cuando los enfoques sean criticos, seplint ocurre con frecuencia,

De esta integracton proviene el caracter festivo, carnavalesco, de
tantas obras.

Tambiin su exhuberancia, su coloride, su barroguisme chirriante,
que nos puede levar hasta a sentir un sabor carthesio en trabajos
donde, por otro costado, puede notarse la influencia de Borofski,
Clemente o Scharf, a veces parodiados desfachatadamenie.

Se sefiala que estos jenes han hecho una apropiacion “'incorrecta’’
del conceptualismo y el postmodernismo, pues han incorporado mas
algunos expedientes que la *'filosofia’’ general de estas corvientes,
que corresponde a una problematica hitinea, secral y cultural
propa. En realidad, esto ha ocurrido a todo lo large de la historia

de las lerrelaciones de los pueblos, Ex muy wmteresante lo que
pumiualbiza Roris Bernsiein: "'La recepeion de las mfluencias
externas significa la inclusion de éas en el sistema de relaciones de
la umdad cultural dada, en el que los fenimenos recibidos reciben
inevitablemente nuevos sigmfrcados y, al mismo tiempo, como toda
inmovacién, restructuran de alguna manera el sistema que recibe’’,
(3) &l epemplifica con las culturas nacionales jovenes ‘para las
cuales la receperon intensiva de la experiencia ‘ajena’ e una
necesrdad vital'" (4) Aclara que ““no significa, en absoluto, que lo
experiencia ajena haya sido asimilada “correctamente’,
orgaracamente. Por el contrar, puede ser (omada en préstamo
externamnente, xin una comprension de su puesto y sentido en el otro
sustema cultural, y recibir un significado absolutamente distinto en
el contexio de la ewltura que recibe. No obstante, ¢l trasplanic se
efectud, y cred una mucva situacion, restructurd la red de relaciones
que habia exustido hasta entonces ¢ influye en la perspectiva del
desarrolle ', (5)

Pero otro tanto pudiera decivse de las culturas “vigas"" en relacion
con lay "‘jovenes’’, como cuande los cubistas aprovecharon para si
muy productivamente la plasteca africana sin conocer una palabra
de su lrasfondo. Gon mayor razin podremos hacerlo nosotros con
algun recurso extrapolado de un trasfondo ajeno pera no
descomocido. Y es que todo avie tiene la capacidad de emplear
miicleos de valor universal plasmados en otro arte, mas alla de la
relatividad énica, histdrica o social, y las diferencias de
sigmifreados gur de ella emanan.

Resulta elocurnte que del posimodernismo se toman los planteos
mnstrumentales para una accion propra, deyandose otros de lado.
Las aperturas postmodernas son empleadas cuando encajan en las
preocupaciones del contexto o hacen de detonantes, del misme modo
que la orientacion conceptual sirmé sobre todo para una
profundizacton en fundamentos culturales latinomericanos. Ey algo
asf camo una afirmacton de rebole,

{/mda a la parafernaha festiva, pletirica de kitseh popular, vemos
una preocupacion ética. Aunque produce criticas a comportarntentos
muy concretos, se trala may bien de una postura valorative peneral.
Nada hay aqui de saniurroneria. Por el conirario; en todos estos
arlistas, lanto en los de una linea come en los de la otra, resalla
una wision muy problematizada del ser humano y su relacion con el
mundo. Esta perspectiva élica puede sentirse en la sustancia misma
de los trabajos, asi se vefieran al equilibrio de fuerzas eosmicas o a
una conducta margmal, y aun cuando la cuestion moral o alguno
de sus aspectos no constituyan tema u objectivo de la obra.

Tal perspectiva se inseribe en otra mas amplia, tipica de lo
plasitca cubana de los 80. En reaccion frente a hneamientos de lo
yeneracion anlterior, predomina ahora ¢ interis por los problemas
mas generales del hombre y su desenvolvimienic en el universo. Hay
una verdadera inquietud '‘frloséfica’’, no importa enal sea ¢l tema
tratado no el lenguaje que se uie. La vision final de estos
problemas es afirmativa, mas alla del tterés por expresar las
contradicciones. Nada hay de mihilismo ne alineacion, Este signo
positivo ex altre wmportante facior de contentde que pecultariza al
arte cubano por encima de similotudes de lenguage con las corvientes
actuales de Occrdente.
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En mas de una ocasion crilieos y artistas de izquierda de olras
patses se han sentido sorprenchdos al descubrir que el arte cubano
actua! no muestra la direccidn politica o socral directa que ellos
espernban,

Aungue se trata de un asunto muy complejo, que mevece una
discusion detaliada, y la preocupacron es alendible, crea ocurre ante
todo un traslade a la realidad cubana de expectativas producto de
las exigencias de una situacion diferente. Porque en Cuba, donde
existe una participacton soctal distenta y donde los problemas mas
acuctantes de la sociedad estan resuellos, el arte no tendera a
desarrollar sus potenciabidades para profundizar en lo humano
general y concentrarse en la espintualidad del hombre? No hay en
esto una perspectiva social superior?

Por supuesto, no quiere decir que el arte no sea capaz de ocuparse
te politica, y menos aun que prerda su capacidad critica, Halblo de
una tnclinacrdn antropoligica que pudiera estar condicionada por
transformactones en la base social. De cualquier mode, lay
resfruesias -stempire seran varias, y probablemente contradictorias-
las dara la practia del arte, pues se parte de la premisa de o
libertad de creacion indwidual, que tmplica una evolucion
Vespontanca " de aquél, donde el control de la socredad -para bren
v para mal- yilo podra efectuarse en dorma indirecta. Para l
Revolucion Cubana no ha constitutdo una premisa *“liberal”’, como
indican algunoy radicales, sino un principno emanado de la esencin
misma del arte, que ~por lo menos hasta este momento- ex una
achwidad muy enlazada con la subjetividad indimdual, con la
Yeapa oscura’’, an en los casos de bisquedas divecta y
concienternente soctales.

De cualqurer modo, se acenttea entre los mas jévenes unn
tnclinacton a vincular ol arte con problemas soctales concretos. Esto
ha miroducido una perspectiva crittea que, a pesar de su
tmmedtatez, su actualidad y su ausencia de preocupacion
“trascendente”’, no abandona e caracter ético wi la proyecciin
umiversal a que me he referido. Aparece ademas una voluntadapor
transformer ¢l papel del arte hacia una functén soctal mas activa y
directa.

Cuestion medular, pues hasta ahora en ningiin pais soctalista se ha
revoluctonado la funcion del arte, y éste conting desenvolviéndose
dentro del mesmo sistema de educacion-producctin-crreulacton-
consumo basado en el "'penio creador’’, ol museo, la paleria, ol
critico, el espectador pasivo, la brecha en la comunicaciin con la
Lente, el desting a una éite “'cultivada’’, ele., aunque log
contenidos y fines del sistema se hayan transformado en favor de la
soctedad. La pregunta es st sera posible revolucionar el arte o st su
destino seva continuar compleyizandose como actindad altamente
especiahizada, dindende ol trabape con la enltura de masas "’
comao ocurre hoy, O sera posible revolucronar o la gente para Gue
pueda apreciar el Avie? O nos revelucionaran ellos a nosotroy los de
le cultura “'culta'?

Seria obpeto de otras lineas analizar cdmo la plastica cubana se
wniseribe en covrdenadas muy diversas; espontanerdad de creaciin,
socialismo, aftrmacion de la identidad nacional,
laltnoamenicanismo, apertura a las tendencras occidentales,
tercermundismo, funcién soctal. . pero aqui hemos podido discutir
algo de eso. Esttmo que lo mas interesante ex la manera como en
elly se manifiesta una posibilidad de accron de la enliura del Tercer
Mundo.

No creo necesanio abundar en las contradicciones que sufre esta
cultura. Estan los problemas que acarrean en dirvecio ol
subdesarrollo, la pobreza, la sttuacin neocolontal, las
desformacrones estructurales de la economia y la sociedad, y tantas
mays. Estan los problemas mas especficos que dependen o se
relactonan con los otros, como el bajo nivel educacional, el control
metropalttano sobre los medios de difusion, el pretevimiento de
nuesiros vatores, ol colomaliomo cultural, Moduladas por todo esto
hay varias tensiones polares entre las cuales nuestras culturas abren
hay su camino. tradicrion y contemporanerdad, localismo y
umiversalidad, o "culto”" y lo popular, eolomialismo y liberacion,
Qccrdente y No Ocardente, mimetismo ¢ identidad. . Con respecto
a esta problematica mas peneral, y a partir de la singularidad de
i sutuacton social ~ singularidad que no la aisla del cuadro
general del Tercer Mundo- las plastica cubana ha lomado
espontancamente alpunas posiciones que, en mi criferio, pueden
resultar fecundas.

“"Nacwonalizacion"' sin miedo mi sentmeentos de culpa de cuanto
pueda resultar util en la plastica metropoluana, para ponerio en
Juncion de nuestras propias necesidades, Esta *‘nacionalizacion’
lleva implicia una transformaciin tamto en aspeclos formales comp
de conterndo y funcion social, punto este ullimo que seria necesario
radicalizar hacia una acctom mas directa, como lambién lo seria

una mayor deifachatez para aprevechar en nuestro seniido cualquuer
descubrimiento plastico.

La transformacion a que me refeero froduce a menudo resuitados

bien difeventes de aguellos de las tendencras de origen, consecuencin



de la satisfaccrin de nuestros requertmientos propios. Fero no se
limita a un empleo local de lo "‘internacional ', al producirse una
metamorfosis de envergadura untversal, silo gue una universalidad
hecha desde nuestra zona, de aqui para alla. En este sentido trene
lugar a la vez extension y enniguectmtento de las posivilidades de
las cornentes ' ‘miternactonales "’ Asi, al tratarse de una
"“nactonalizacion '’ achwa, creadora, se desarrollan hacia nuevas
perspectivas los micleos humanamente valiosos de lo nacionalizado.

Lo anterior es posible en gran medvda por una familiavidad con
estas lendencias al sentivse que corresponden a todo un ambito
cultural en el cual participamos. Para los jovenes arivstas cubanos
esta muy claro «como ha dicho el ministro de Culture Armande
Hari- Guba no ha selido jamas de Occidente (6) come meridano
geografico y cultural. 'Y lambién esta preciso que lenemos una
personalidad propia, dada en notable medida por la presencia
sustancial de mgredienies no ocardentales en la etnogénesis nacional,
¥ por la existencra contemporanea en nuestros paises de pueblos no
occrdentales y de manifestaciones culturales de ese ongen neo
fusionadas en las culturas nacionales. Es deciv, existy una claridad
mental en reconocer a America Lating como sintesis entre Ocadente
y No Occidente, y como entidad multinactomal, con ricos acervoy de
culturas ne ocadentales. La conciencia exacla de nuesiro perfil
puede ser muy fecunda, ol hacernos ductios de un espectro cultural
muy vasto. &n vez de sentirnos europeos de segundo rango, o
“indios'" y 'negros'’ que nada tenemos que ver con Occrdente, o

olctimas de un caos, podemos plantarnes en nosotros mismos y
aprovecharnos de la multilateralidad de nuestra cultura, trabayando
a paritr de nuestra propra sinleses, que nos permue tncorporar con
naturalidad los mas variados elementos,

ldentrdad como accion, no como exhibicron. En las "busqueda de
ntiestra dentidad "’ se ha proclamado mucho una “expresion de
nuesiras raices ' que ha conducido a graves desenfoques culturales,
Se ha crevdo resolver los problemas de la expresion propia
mostrando folklorimos, colares locales, tradiciones, y aun
indentande revivir algunos, muertos hace bempo, de los que muy
poco sabemos. Con exhubrr alpuna cosa de negros, wmdios o eriollos
ya estaba resuelto ¢! problema, Error peligroso, porque el asurnto no
eita en mostrar la identidad, sino en actuar desde ella, de dentro
hacia fuera. En ser nosotros mismos Es cierto que a cansa del
colomalismo cultural y de nuesira misma diversidad todavia
conttnuan siendo necesarias la completa definrcion ¢ identificacion
de nuestro perfil propro. Pero esto debe hacerse stempre con la
perspectiva de la accrin desde nosoiros hacia ol mundo. Viene al
caso en crerto sentido la discuston a propisito de negritud y
“lgritud "' en Africa en los afios 60, Decia Wole Soyimka: ""Un
tgre no anuncra su tigritud: salta. Un tigre no esta en la selva y
dice: Yo soy un tigre, Al pasar junito al lupar donde esta ol tigre y
ver el esqueleto de la pacela es cuando se sabe que alli ha rebosado
“gritud. (7) Los pdvenes cubanos imictan movimientos en lal
direccion. En ningin gemplo ha habido una bisqueda
programatice de identidad, ¥ esto es otro punto que los diferencia
de la gemevaciin de los afios 70. sus obras expresan wna tdentidad
cubana y latinoamericana porque éxta se ha qercido, ha
determinado desde el tnierior los intereses, valores y enfoques que
han maodelade los trabajos y su proyecein artistica,

Con el precedente se relaciona la solucrin de contemporanerdad de lo
tradvcronal. Para nuestras endturas, el Hamado a la tradicién ha
sido con [frecuencia una {rampa que ata nuestras posibiivdades de
enfrentar con eftcacta el mundo de hoy. De baluarie contra la
penetracion, puede devenir sillon y pantuflas que nos — awsten
confortablemente de las urgencras de la época actual Son lay dos
caras de la lradicion a lai que se referia con elocuencra Ambrosio
Farnet hace vente aos. En verdad, pocas cosas hay mas comodas -
¥ mas conservadoras- que la ewdtura como postal, auntocomplacida
en volutas barrocas y tambores do colarines.

Ni negar la tradicion mi cestirnos de encape con ella: converiirla en
actualidad o, lo que es lo mismo, hacer que esta so construya desde
Huestras acervos mas baltoxas para actuar o nuestra manera en la
problematica comtemporanca, Afirmaba Fornet: ""En una sociedad
reonlucionaria, el pasado se asume como wuna fuerza para
proyectarse hacta el futnro, para volver al hombre hacia sus propeas
raices y, al mismo tiempo, proyectarlo con un sentido nuevo hacia
el conjunio de la humanidad'’ (8) Los artisias que nos ocupan —
apuntan en toda esta direccron. Uno de sus logros ex la
contribucion a fraguar un puente que esta (rayendo a la accron
actual valores ancestrales, Las aperturas del arte de hoy les stroen
— para tlumwmarlos y proyectarlos con amplitud, y ellos, al mismo
tiempo, pueden llegar a transformar el sentido de estas sperluras. Se
vestumbra asi’ la postbilidad de una tradicidn que no sea ol armarno
de la abueltla, ni siquiera una fuente viva, sino un tronco general
en continuo crecemitento, expandiendo ramas verdes hacta todas
partes.



Estos cuatro puntos ~tan interpencirados- son absivacciones ideales y
un poco retdricas de las perspectivas apuntadas e lineas de trabajo
de los artistas cubanos. Ellos solo comienzan a abrivlas. Y adin s5i
se realizaran a plenitud, no estaramos mas gue en una fase del
proceso de lotal defintcrén y autosuficiencia de la cultura
lattnoamericana.

Tal meia mo se aleanzara hasta que nuestro continenie haga la
cultura contemporanea completamente por sf mismo. Es decir,
cuando produzea su propia cullura actual como linearmento activo
en el munde de hoy. Y esto sera en ol momento en que, por
paradoya, nosotros lox del Tercer Mundo hagamos la cultura
occrdental, lo que es igual a que deseuropicemos la cultura de hoy.
Porgue a estas alturas no puede apartarse la cultura de base
ewropea. La cuestron sobrepasa el problema étnico: la culiura
occrdental fue la del auge y expansion planetaria del capualismo
industrial, y, por lo tanio, aquella que desarrells los intrumentos
capaces de accion en esta época.

Nuestro dilema no se resuelve tirandola al basurero para regresar a
opciones precapitalistas. Pero no es asunto lampoco de lHepar al
tercer milenio siguiendola, adaptandola, m siquiera
nacionalizandola, lo cual no dejo de ser una solucion de transito,
Ll asunto es hacerla nosoiros mismos segiin nuestros proprios
criterios, o por lo menos participar activamente en su evoluciin,
Poca a poco, cada vex mas, Y, cuando esto ocurra, habra dejado
ya de ser eultura occrdental,

Cerardn Mosguera

NOTAS:

L Luis Camnitzer: “"La Sepunda Bienal de La Habana'', Arte en
Colombia, Bogotn, u. 13, maye de 907, p, 83

d. Gerardo Mosquera: ““Mendioe, mestizo del tiemps ™', Resumen
Semanal Granma, La Habara, o 19, n 15, 8 de abeil de 1994, p. 4,
"ntvoduction ', New Art from Cuba, Amelic Waltaee Gallery, SUNY
College at Old Westhury, Nueon Yook, 1985, p. 1 " Primitioarme” y
ventemporancidad ' em aviisiar pioenes de Cobn ', Universidod de La
Habana, n. 227, enevospunio de 1986, pr. 135156, "'Africa o la
Plastica cubana ', Cuba Internacional, Lo Habawo, «. XVIH, » 205,
Wtubee de 1956, b 4041

¥ Horis Bermsiein! "“Algunas consideracioner en relacidn con o problema ‘nete
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1984, p 266,
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MARITA MARIA PEREZ BRAVO

Para concelir |94

Lo conceive 1985

gelaun silver photographs, 4 works each 50 x 40 (sheet)
<3 x 33 {image irveg)
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JOSE BEDIA VALDES

Autoreconocumuento ] 987
Sell recognition 1987
crayon on paper 70 x 100

Neulo 1987
Ngulo 1987
crayon on paper 70 x 100

Yo soy Sarabanda 1987
| am Sarabanda 1987
crayon on paper 100 x 70

No puedo ver el sol 1987
[ cannot see the sun 1987
crayon on paper 100 x 70

Mumetica reciproca 1987
Reciprocal mimeticism 1987
crayon on paper 70 x 100

Mundo al réves 1987-88
World upside down

mixed media, cloth mmstallation
274 x 359

El frio de la noche 1987-44
The cold of the might

mixed media, cloth imstallation
430 x 160

MARIA MAGDALENA CAMPOS

PONS

Ixquic y la serpiente 1945
Ixquic and the serpent 1985
spp on canvas on hardboard
200 x 200

Anticoncepliron 1967
Contraceptive 1987
spp on canvas on hardboard

300 x 300

Cinitiron de castidad 1985
Chastity belt (belt of honour) 1985

spp on canvas on hardboard
200 x 200

CONSUELO CASTANEDA
CASTELLANOS

Triangule para la Groconda 1984
Triangle for the Gioconda 1984
spp on canvas 207 x 180

Sin tuule 1984
Untitled 1984
spp on canvas 180 x 180 cm
(cube 51 x 51)

TOMAS ESSON REID

A tarro partide 11 1987-84
Cleft horn 11 1987-88

tempera on cardboard, 25 works each
93.5 x 101.5

El canion de los mambrses 1947
The canon of the mambises 1987
ol on cloth 155 x 193

FLAVIO GARCIANDIA ORAA

Sin titulo 1968
Unutled 1988

spp, glitter on canvas, 4 works each
120 x 150

ROGELIO LOPEZ MARIN

£y solo apua en {a lagrima de un extrafio
1986

In the tear ol a stranger there s only
witter 1986

hand coloured gelatin silver
photographs, 9 works each 70 x 55
(sheet) 40 x 27 (image)

Viape magrco y musterioso 1982
Mysterious and magic voyage 1982
hand coloured gelaun silver
photographs, 3 works each 70 x 55
(sheet) 27 x ) (image)
18306-1936-1984 1988

hand coloured gelatin silver
photographs, 3 works each 70 x 55
(sheet) 40 x 27 (image)

MARTA MARIA PEREZ BRAVO

Para concebir 1945

To conceive 1985

gelatin silver photographs, 4 works
each 50 x 40 (sheet) 23 x 33 (image
rreg)

Recuerdos de nuestro bebé 1987
Memories ol our baby 1987

gelatin silver photographs, 9 works
each 40 x 50 (sheet) varying image

dimensions 29 x 44 (image irreg) 4 x
29 (image irreg) 23 x 33 (image irreg)

RICARDO RODRIGUEZ BREY

Un objeto inocente 1988
An innocent object 1988
mixed medha installation 200 x 600

Obyeto mocente 11 1964
Innocent object 11 1988
mixed media on cardboard 50 x 70

Oyeto mocente TTT 1984
Innocent object 111 1988
mixed media on cardboard 50 x 70

Obseia inocente Tl 1988
Innocent object 11T 1988
mixed media on cardboard 50 x 70

RUBEN TORRES LLORCA

Ver, otr, locar, morder, pisar, para crecer
1947

To see, hear, touch, bite, tread, for
growth 1987

mixed media 140 x 110

Ll hombre wncompleto 1967
The incomplete man 1987
mixed media 65 x 50

En esta ohra no hay espacio para la ironia
1987 (triptico)

In this work there is no room for
wony 1987 (triptych)

mixed media 65 x 50

Con mit enemigo bajo el mismo techo 1968
With my enemy under the same roof

1988
mixed media 50 x 80 x 30

All measurements are 1n centimetres,
height before width
spp = synthetic polymer paint
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JOSE BEDIA VALDES
La Habana, 1959

Studies/ Estudios
1976 Escuela de Arvies PMldavtacay San Alepandro, 1981 Tystutulo
Stipertor de Arie

Member of UNEAC (Natonal Union of Writers and
Artists of Cuba) and AIAP (International Association ol
the Plastic Arts) Currently works as professor of Art a
the Insiitute Superiar de Arie,

Mrembro de la UNEAG y de la ATAP Actualmente trabaya
come profesor en of Initetuto Superior de Arte

Prncipal individual exhibations/ Principales exposiciones
prrsonales

1978 Revwste Moncada, La Habana, 1980 Casa de la Cultura,
La Habana, 1982 Cava de la Cultura, La Habana 1784
Museo Nacional de Bellas Artes, La Habana, 1985 Amalie A
Wallace Gallery, New York, 1986 Centro Wilfredo Lam, La
Habana, V97 Coastillo de la Fuerza, La Habana

Principal group exhibwtions/ Principales exposiciones colectivay
1980/82/83 XIX, XXI1, XXI1 Premio Intermacional de
b Joan Mui, Barcelona, Espafia 1981 First Look: 10
Young Artists from today Cuba, Wesbeth Gallery, New
York; 1982 /1] Bienal lbervamenicana de Arte, Domeg, Ciudad
Meéxica; 1982 Salon de Parsape '#2, Museo Nacional, La
Habana, 1984 Jovenes de Hoy, Museo Central, Tokto, Japin,
1984 | Bienal o La Habana, 1986 I Bienal e La Habana,
Musen Nacrona! de Bellas Artes, La Habana., 1986 10th
International Exhibivon of Oviginal Drawings, Moderna
Craleriya, Ryeka, Yugoslavia. . 1987 Idwgos, Galeria Angel
Romeve, Madrid; 1987 Buenal de Nao Paule

Awards/ Premuoy
1982 Gran premio, Salin Paviape 02, 1986 1 Bienal de La
Habann

MARIA MAGDALENA CAMPOS PONS
Matanzas, 1959

Stuches/ Estudips
1976 Escuela Provincial de Arte, Matanzas, 1980 Eviurla
Nacional de Arte, La Hobana, 1985 Institute Suporer de Arie

Individual exhibitiony/ Exposiciones personales
1905 Caderia 1.

Principal group exhibitions/ Principales exporiciones colectivas
{98 ) Cuatro jopenes creadores, Musen Nacional de Rellas Artes,
1982 Salin 13 de Marze, Galeria L, 1983 Safon 17 e
Murzo, Galerta L, 19B4 Expostcron de lov extucianies el 15A
por la | Bienal de (o Habana, Galeria L, 1986 Africa dentro de
Cuba, Seix artustas, Angola; 198G Festroal Internacional de la
Pintura, Cagnes-Sur-Mer, Francin

Awards/ Premon
1986 Mencidn, Feitwal Internacronal de la Pintura, Capnes-Sur-
Mrer, Francia

CONSEULO CASTANEDA CASTELLANOS
La Habana, 1958

Studies/Estud jos
1977 Escuela de Avies Plasticay San Alepandve, 1982 Instaiuto
Supenior e Arte

Member of UNEAC (Natonal Union of Writers and
Artists of Cuba) and AIAP (International Association ol
the Plastic Art). Currently works as professor ol Art m
the Tusteiuio Supersor de Avte. Mrembra de la UNEAC Y de o
AAP. Actualmente trabaja comue prafeiora en of Instalicto
Supevior de Arte.

Individual exhibitions/Expostciones personales
V\UB7 Teatro macional, La Habana

Principal group exhibitions/ Prancipales exposicinnes coleclivas
1OBS XX Premia Internacienad de Do foan Mure,
Fspatia, 1D04/8% Saldn UNEAC, La Habana, 1985
Exposicion Tnternacronal por el X1 Festival de la Juventud y los
Estudvantes, Moscu, 1906 X VT Festival Internacional de la

Pimtura Cagnes-Sur-Mer, Franca

TOMAS ESSON REID
La Habana 1963

Stuchies! Evtudvey
1OB2 Escucla de Artes Plasitcay San A i“?hndru, Ciudad Habana,
VOBT Dnstitutn Superior de Avte, Crudad Habana

Individual exhibinons/Expasctones personales

VOBS Pintwras y dibupos de Tomas Esson y Mavisabel Trutié.
Centro Provincral de Artes Plasticar y Divefio, Cindad MHaobana.
1987 A tarro parttdo/Clelt horn, Museo Provincal de Villa
Clara.; V987 Piniuras y dibujos. Centro de Avte 23 y 12,
Ciudad Habana

Principal group exhibinons Prancepales exposecrones colechivas
VOl Arte en la Fabrica. Crudad Haobana, 1984 Exposicion en
sofude a la Im. Bunal de La Habana, Parque 23 ¢/ M y N,
Instituto Supertor de Arte y Galenia Habana, Cindad Habana,
1986 Cancurse Internacional de Dibwjo Joan Miid, Barcelona

FLAVIO GARCIANDIA ORAA
Catharién, 954

Studhes/ Estudios
1978 Escudla Nacional de Avte; 1982 Inslitute Superior de Arte

Principal mdividual exhibitons! Principales exposciones
Tunales

1979 Flame Garcrandin Pimtwra, Galeria Casa de o Cultira

Plaza, La Habana, 1982 Verveda Trapical, Galeria Habana, La

Habada, 1982 Flavio Garcfanda Postwra, Centro Cultural _José

Marti, Mexico; 1985 New A from Cuba, Amelia A

Wallace Gallery, New York

Principal group exhibitions/ Prncipales exposectones coleclivas
1981 Jdvenes Astistas Retraspeciiva, Sulin Lale Carrascs, La
Habana;, 1982 Bienal de [ovenes, Parfy; 1984 | Bienal de La
Habana; V985 18 Beenal Internacional de Sao Paulo, Browl:
198O Sexta Hienal de Sydney, Ausiralia; 1980 Biemal de
Verecin, 1986 Sepunda Benal de Lo Habana

Awnrds/ Premias

1978 Premio del Fondo Econdmice de lay Artes Plasticay, TV
Bienal Iernacional de Pimtwra, Kosice, 1981 Premio en
Dibupo, TV Bvenal Americana de las Artes Grafucas oe Cal,
Codombra.

ROGELIO (GORY) LOPEZ MARIN
La Habang, 1953

Studlies/ s tudios

1973 Escuela Nacional de Arvte; 197077 Cursn de Fotugrafia y
Disesio; 1978 Licenciatura on Historia del Arte, Universidad de
lLa Habana

Member of UNEAC (Natonal Umon of Writers and
Artists of Cuba), Fas collaborated on numerous natonal

and foreign publications as photographer. Miembio de la
UNEAC y de In Avoctnciin Hermanoy Saiz, Ha colaborado on

umeronas publicactones nacionales y extramperas,



Individual exhibivons/ Expasteiones personales
1982 Casa de la Cultura de Plaza, La Habana, 1987
Fatopalerin Kallo-Coronel, México

Giroup exhibivions/Exposiciones colectivas

1975 Povure Cubana, Museo de Arie Moderno, México; 1977
Muestra de Plastia Conternparanen Cubana, Colombia: 1978
Primera muesirg e jnlM latinoamericena, Museo de Arte
Moderno, México; 1978 Sulin de Avies Plustions UNEAC.
Museo Nacronal de Bellay Avtes, La Habana: 1979 XX
Anrerrsario de la Casa de las Amércas, Museo de Arte Alvar y
Carmen 1. de Carrtlio Gil, México, D.F.; 1979 Muestra d!r
Pintura Cubana en la URS&' Alemania y Pniuu 1979 Salin
de Artes Plasticas UNEAC, Centro de Aﬂr fnm:nnn' L
Habana, 1980 Mn‘.ﬂlm de Fotografia Cubana RFA,
Checaslovaqua, Fungria y Polosia; 1981 Valumen I, Centro de
Arte Internacional, .’..l Hslmnn 1982 Premio de Fotoprafia
Cubana ‘82, Galeria 23 y M, La Habana, 1982

Nacional dr Paisape, Musm Nacional de Bellus Artes; 1983
Encuentra de Jdoenes artistas latinoamericanos

Awards! Premios

1981 Promer. Premin, trith 0 culecliva, Fotogrofia
Laiinoamerscana y del Caribe, Casa de las Amerreas, La
Habana; 1982 Premo Salén Nacional de Pavsape '82; 1984
Premio de Fotogra {ia "“"Tina Modotn', | Jhmd de La Hubana;
1984 Prcmm ;I;Irfm! por o Comte Epecutave de
la Avambiea H'lmnnuf dff er Popular en Ciudad de La
Habana, | Bienal de Lo Habana

MARTA MARIA PEREZ BRAVO
La Habana, 1959

Studies/ Estudios
1979 Escuela de Artes Pldsticas "'San Aejandro "', 1984
Inttetuio Superior de Arte

Individual exhibitons/Exposwciones persanales
1982 Dibupos y ceramicas, Casa de la Culivrn Plaza

Group exhibitions/Expasiciones colectivas

1979 La hiteratura en la !ﬁln}u, Teatra Nacional, 1980
Concurse 17 de Mareo, Galeria L, 1981 4 jdvenes creadores,
Pequedio Salon Nacronal de Bellas Avies; V981 [ Encuentro
Internacional de Jivenes Pontores, Tromidad, 1983 [dveney del
ISA, Rumansa, Yugosiavia, Mongolia y Checoslovaguia, 1984
il f.n.\' wio Latinvamericano de Foloprafias Museo Nacional il
Bella .'lrfu 1985 Fotografias IV Benal de Humpromo, San
Antomio de lor Rafox

RICARDO RODRIGUEZ BREY
La Mabana, 1955

Stuclies! Estudias
1974 Escuels de Avier Plasiicas San Algandro;, 1978 Escuela
Nacional de Avie

I'ruu'lpnl inclividual exhibitions/ Frincipaler exposiciones

1980 {..dn de la Cultura, Jaruco: 1981 Muico Nacional, lLa
Habana; 1985 Amelic A, Wallace Gallery, New 'i'nrk
1987 Centro Wilfredo Lam, La Habang, 1987 Galeria Kalho-
Caronel, Crudad Méswco

Principal group exhibitions/ Principales exposiciones iolectivas
V9RO Sadin Carlos Enviguer, Museo Nacional; 1981 Volumen
I Centro e Arte Iulrrnnrmlm‘ 1981 Primer. Salon Nacronal de
Pequesio Formato, Sala Lalo Carvaxco, La Heabana, 198
Premio Internacronal de Dibuy ]}MH Mira, Bﬂrm*nnu: 1982 Loy
Novismor Cubanos, Signs Gallery, New York, 1983
Encueniro de Grabade 83, Sala Tepis, 1984 1 Buenal de La
Habana, 1984 Cuba. Pintura Joven, Evindale College, Toronio,
1986 Ejpes Comstantes/Ralces Culturales, Galeria Alternativa,
Crudad Mexivo; 1986 1 Rienal de La Habana, 1987 Bienal e
Saa Paulo, Brani

Awanrds/ Premips
1980 Tercer. Premio Salin de Dibugo Arvistedes Fernandez, 1987
Premie, Encuentro de CGrabado 'ﬂ‘.!l

RUBEN TORRES LLORCA
La Habana, 1957

Studies/ Entudior
1976 Escuela de Aviex Plasticas San Adepandro; 1981 Instotnio
-“Pl‘ﬂﬂl‘ e Arte

Individual exhibitions/ Exposiciones perronales
1980 Como una vieg extampa, Casa de la Cultura Maza; 1983
Cine del Hogar, Galevia Habana, Lo Habana: 1985 Remedio

pura o mal de vpo, Galeria A P., Universidad Veracruzana,

Méxsca, Batlando on lo oseuridud, Galevia Collage, Mma
Méxrco; No hobrd mds pemas mi ofvido, Galerfa Arte 7, Miico;
|987 Esirctamente personal, Fotoleca de Cuba; 1988 Ei hombre
incomplete, Galerfa Habana

Principal group exhibitions/ Priscipales exposictones coleetivay
1980 Volumen [, Centro de Arie Internacronal, Lo Habana,
1981 Jovenes artisiai, Retrospiectiva, Salin Lals Carrasco, La
Habana: 1982 Cuban Art, Signs Gallery, New York, X/V
Festioad [nternacronal de Pyiirs ﬂqnn Shs Mﬂ. Francia,
1983 Cuban Photography 19591982, Westbeth Gallery,
New York; 1984 / Hlﬂllﬂ‘ fﬁmm-mm de Arte, Tustriulo
Jultural ﬂumn# México, D.F.; 1985 Exposiciin de Sotografia,
Coentra Fotografico, Estocolme
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