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Abraham Cruzvillegas is known for elegant constructions of found material including what he describes as
“wool, sheep shit, chicken wire, discarded furniture, cardboard, stones, grass and my own hair.” These materials,
as well as the content and presentation of Cruzvillegas’s work, reflect the practices—like protest songs and self-
built homes—of a marginalized world pushed aside by private property and capital. In some projects this aspect
is underscored by elements of public performance and collaboration.

Tres Cadencias in English is “three cadences.” This 2005 work is an installation comprised of three strings of small
felt flags that can be hung in variable configurations. Whereas these kinds of flags often represent professional or
amateur sports affiliations, here Cruzvillegas turns such signs of team loyalty into a visual metaphor for a
linguistic or musical structure by combining two simple, common objects. As the banners sag from the chords
they create a visual harmony that represents falling inflections, musical chords, and individual notes that
comprise a piece of music or a spoken phrase.

Abraham Cruzvillegas
b.1968, Mexico
Tres cadencias (2005)
Printed pennants and nylon thread
Variable dimensions
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Abraham Cruzvillegas is known for elegant constructions of found material including what he describes as
“wool, sheep shit, chicken wire, discarded furniture, cardboard, stones, grass and my own hair.” These materials,
as well as the content and presentation of Cruzvillegas’s work, reflect the practices—like protest songs and self-
built homes—of a marginalized world pushed aside by private property and capital. In some projects this aspect
is underscored by elements of public performance and collaboration.

Wright Imperial Hotel (2004) is a bow and arrow made out of feathers, a São Paulo phone book, and other
materials. The title is a reference to a building Frank Lloyd Wright designed for Tokyo, which was completed in
1923. In its heyday, which lasted until after World War II, the hotel was reserved for elite personnel, many of
them foreigners. With the passage of time it came to be seen as outdated and dingy, and it was demolished in the
1960s. Cruzvillegas’s work ironically and humorously symbolizes the hotel imposing presence. He presents us
with the ultimate symbol of democracy—a phonebook—pierced with arrows. The sculpture is a symbol of
solidarity imperiled by imperialism.

Abraham Cruzvillegas
b.1968, Mexico
Wright Imperial Hotel (2004)
Wood, feathers, henequen cord, stone arrows
and paper collage
22 1/2H x 21W x 4D inches (57.15 x 53.34 x
10.16 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

These drawings are part of a larger series entitled Las Mariposas Eternas (Eternal Butterflies, 2010). They are studies
for large sculptures that explore the role of monuments and emblems in the configuration of Latin American
national identities.

Adrián Villar Rojas
b.1980, Argentina
From the series “Las Mariposas Eternas” (the
Eternal Butterflies) (2010)
Graphite on paper
15H x 11 3/16W inches (38 x 29 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

These drawings are part of a larger series entitled Las Mariposas Eternas (Eternal Butterflies, 2010). They are studies
for large sculptures that explore the role of monuments and emblems in the configuration of Latin American
national identities. This drawing reproduces an equestrian statue of Juan Lavalle, one of Argentina’s
independence heroes.

Adrián Villar Rojas
b.1980, Argentina
From the series “Las Mariposas Eternas” (the
Eternal Butterflies)  (2010)
Charcoal on paper
62.99H x 43.31W inches (160 x 110 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

These drawings are part of a larger series entitled Las Mariposas Eternas (Eternal Butterflies, 2010). They are studies
for large sculptures that explore the role of monuments and emblems in the configuration of Latin American
national identities. This drawing shows a Japanese anime character riding a monster, suggesting how an
equestrian monument in a globalized future would look like.

Adrián Villar Rojas
b.1980, Argentina
From the series “Las Mariposas Eternas” (the
Eternal Butterflies)  (2010)
Charcoal on paper
62.99H x 43.31W inches (160 x 110 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

Adrián Villar Rojas
b.1980, Argentina
From the series Two Suns (2015)
Modeling clay and epoxy putty
7 1/4 x 11 x 31 7/8 inches (18.5 x 28 x 81 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

Adrian Villar Rojas’s sculptures and drawings envision the end of human civilization. Based on historical
prophecies and fantasy, the artist creates apocalyptic scenarios that posit an enigmatic world plagued by social,
political, and environmental upheaval. Untitled (Set of Six Drawings) (2012) is an intricate watercolor of a child
sitting cross-legged with its head stuck inside a giant mask resembling a duck head covered with eyes. It looks
like a scene snatched from science fiction or a surreal dream; it is tempting to see in it some kind of warning sign,
or an ominous vision of the future.

Adrián Villar Rojas
b.1980, Argentina
Untitled (2012)
Graphite, Chinese ink, inkjet print on paper
11.46H x 8.27W inches (29.1 x 21 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
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sitting cross-legged with its head stuck inside a giant mask resembling a duck head covered with eyes. It looks
like a scene snatched from science fiction or a surreal dream; it is tempting to see in it some kind of warning sign,
or an ominous vision of the future.

Adrián Villar Rojas
b.1980, Argentina
Untitled (2012)
Graphite, Chinese ink, inkjet print on paper
11.46H x 8.27W inches (29.1 x 21 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

Adrian Villar Rojas’s sculptures and drawings envision the end of human civilization. Based on historical
prophecies and fantasy, the artist creates apocalyptic scenarios that posit an enigmatic world plagued by social,
political, and environmental upheaval. Untitled (Set of Six Drawings) (2012) is an intricate watercolor of a child
sitting cross-legged with its head stuck inside a giant mask resembling a duck head covered with eyes. It looks
like a scene snatched from science fiction or a surreal dream; it is tempting to see in it some kind of warning sign,
or an ominous vision of the future.

Adrián Villar Rojas
b.1980, Argentina
Untitled (2012)
Graphite, Chinese ink, inkjet print on paper
8.27H X 11.46W inches (21 x 29.1 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
into a vision of a new potential future. Much of his work imagines the end of human civilization and of his own
life, and he constructs his monuments in anticipation of that inevitability. Employing a unique mixture of cement
and clay, he makes his sculptures out of a material designed to crumble while on view, thereby invoking popular
conceptions of historical ruins. His works combine the daunting scale of conventional public sculptures with a
precarious fragility, keeping viewers mindful of the ephemerality of even the most imposing monoliths, both
resisting decay and celebrating it.

Adrian Villar Rojas’s sculptures and drawings envision the end of human civilization. Based on historical
prophecies and fantasy, the artist creates apocalyptic scenarios that posit an enigmatic world plagued by social,
political, and environmental upheaval. Untitled (Set of Six Drawings) (2012) is an intricate watercolor of a child
sitting cross-legged with its head stuck inside a giant mask resembling a duck head covered with eyes. It looks
like a scene snatched from science fiction or a surreal dream; it is tempting to see in it some kind of warning sign,
or an ominous vision of the future.

Adrián Villar Rojas
b.1980, Argentina
Untitled (2012)
Graphite, Chinese ink, inkjet print on paper
9.45H x 13.39W inches (24 x 34 cm)
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
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Adrián Villar Rojas is known for his large-scale, site-specific sculptural installations that transform their environs
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9.45H x 13.39W inches (24 x 34 cm)



KADIST

Adriana Lara is fascinated by how a single thing (an object, a photograph, a song, a text) can be transformed into
a work of art. This process does not relate to formal alteration or the application of expert skill, but rather to a
simple act of articulation. Rather than relying on the physical creation of something new, this becomes that
(namely, art) because the artist declares it to be so. This special kind of alchemy imbues all of Lara’s objects with
a restless ambiguity. Much like her art, Lara is something of a shape-shifter herself, moving between the roles of
artist, curator, musician, or writer whenever it suits her needs.

Lara uses things readily at hand to create objects and situations that interrogate the processes of art and the
spectrum of roles that art and artists play in society. To these ends, she has used furniture, projections,
photographs, clothing, and even people as her materials. A reflection on how the production of meaning itself
takes place in the manufacturing of things is embodied in wooden hand chairs, a crafty Indonesian version of the
iconic Pedro Friedeberg 1960s Pop design. Facing one another and pulling a tight thread between their fingers as
if playing a game, The Thinkers (2014) is a magnified version of the practice of weaving, with the hand as the
primary technological tool. Part readymade, part joke, and part examination of the role of the artist, the
significance of this simple gesture hinges on the feeling of discontinuity, the shift in consciousness, that it
provokes.

Adriana Lara
b.1974, Mexico
The Thinkers (2014)
Wooden chairs and nylon thread
200 x 100 x 60 cm
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Adriana Martínez is obsessed with ideas and entities that extend past national and regional borders. Martinez
makes work that wrestles with the global economy through simple gestures conceived with a lightness of hand.
Thought of temporally, many of her artworks can be described as quick: easily read, they come across like
nimble jabs, the most succinct and articulate rebuttals. Martínez is conceptual in her approach to making art,
often writing out her ideas in lieu of the traditional artist sketch. She is not concerned with the traditional skills
required to realize her works—those, like the commodities she often works with, are easily traded—but is more
interested in the process of imagining and articulating a certain point of view. She works with everyday and
readymade objects often, pulling from the mass market and our image-rich global culture to comment on the
very proliferation of those images (and the materials and peoples that they stand in for) around the world.

Her work Al final del arcoiris (At the end of the rainbow, 2015) is a bundle of bills from Chile, Venezuela, Brazil,
Colombia, Nicaragua, and Costa Rica, arranged by color to form a tight spiraling rainbow held close with a
rubber band. Here, Martinez uses these various currencies to gesture towards questions of capital and value, the
accumulation of wealth, and regional economies. Beneath the surface of her playful visual propositions, Martinez
asks us to consider not only the monetary costs of international goods, but also the real, human consequences of
a global economic culture that privileges some and devastates others.

Adriana Martínez
b.1988, Colombia
Al final del arco iris (At the end of the rainbow)
(2015)
Currency and rubber band
7H x 7W x7D cm
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Adriana Martínez is obsessed with ideas and entities that extend past national and regional borders. Martinez
makes work that wrestles with the global economy through simple gestures conceived with a lightness of hand.
Thought of temporally, many of her artworks can be described as quick: easily read, they come across like
nimble jabs, the most succinct and articulate rebuttals. Martínez is conceptual in her approach to making art,
often writing out her ideas in lieu of the traditional artist sketch. She is not concerned with the traditional skills
required to realize her works—those, like the commodities she often works with, are easily traded—but is more
interested in the process of imagining and articulating a certain point of view. She works with everyday and
readymade objects often, pulling from the mass market and our image-rich global culture to comment on the
very proliferation of those images (and the materials and peoples that they stand in for) around the world.

Her 2015 work Orión is a black flag-like cloth with glow-in-the-dark symbols embroidered in the shape of the
constellation. In the place of stars, Martínez has substituted the logos of international corporations and entities
that use stars as their symbol; celestial navigation commanded by the logic of international corporations. Easily
spotted is the smiling face of the Carl’s Jr. / Hardee’s logo, the three-pronged Mercedes-Benz emblem, Walmart’s
six-pointed asterisk, and the starry cluster of the Subaru shield.

Adriana Martínez
b.1988, Colombia
Orión (2015)
Cloth with fluorescent thread
148H x 200W cm
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Alejandro Almanza Pereda has a heightened understanding of the essence of objects. His personal collections
inform his practice as he explores laws of physics; gravity, motion, momentum along exposing the objects’
inherent sentimental value.  Pereda’s practice spans sculpture, installation, photography and video. Every found
object tells a story, and every made composition extracts the meaning of each story.

This still life falls apart, or rather floats apart as the composition is proved unstable and constantly morphing. An
impossible attempt at achieving a fixed state, some objects remain buoyant and some objects sink, constantly
tilting the overall scale and arrangement.  Properties of weight, mass and shape have their own will but a hand
appears in the scene, pushing back on these mysterious forces.

Alejandro Almanza Pereda
b.1977, Mexico
Better to have loved and lost than never to have
loved at all (2015)
Video
8:05 minutes



KADIST

Balteo-Yazbeck graduated in Fine Arts in his native city – Caracas, Venezuela and he’s now based in Berlin. His
practice  incorporates the activities of a researcher, archivist, historian and curator. Working across various
mediums, his productions formally resemble or incorporate the works of others, stressing notions of authorship
and cultural authority. Some of his solo exhibitions include: Electoral Autocracy (Venezuelan Case), Galerie
Martin Janda, Vienna, Austria (2016) and Diplomatic Entanglements, Rochester Art Center, Rochester, MN, USA
(2015).

Part of a larger series of photographic works, Alessandro Balteo Yazbeck’s Corrupted file from page 14 (V1)
presents an interrupted image. The images capture scenes from an urban development, La Vega, built to
modernize and connect favelas in Venezuela. Using money from the newly nationalized oil industry in the 1970s,
La Vega and Los Manalos became examples of a utopian promise—that the money accruing from the oil industry
would be distributed to better the lives of the people. Using images of these developments and a “faulty
scanner” to manipulate these images, resulting in the darkened lines and visual breaks that strike through the
photograph, Balteo Yazbeck points to the fracturing and unreality of this promise.

Alessandro Balteo Yazbeck
b.1972, Venezuela
Corrupted file from page 14 (V1) (2006-2008)
Digital C-Print, from faulty Scanner
44 7/8H x 44 7/8W inches (114 x 114W cm)
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Alexandre Arrechea was born in 1970 in Trinidad, Cuba, and graduated from the Instituto Superior de Arte in
Havana in 1994. In the early 1990s he was known as a member of the art collective Los Carpinteros, which he left
in 2003 in order to pursue his career as a solo artist.  Since then, his works have often explored the growing
prominence of surveillance systems in contemporary society and the fragility, loss of privacy, and
disempowerment that result from this obsession with control. Recently, Arrechea’s interest in the limits of the
artwork itself has led to his creation of interdisciplinary works in public spaces.

White Corner is a video installation, projected on two protruding perpendicular walls. On one level the work
constitutes a self-portrait of the artist, whose image is projected on both walls, separated by the corner. Yet while
facing, they don’t quite confront each other. The projection on the left hand presents Arrechea wielding a
machete, while on the right he holds a baseball bat. Together, the artist appears to be unwittingly attacking
himself, a poignant comment on blind fear and the failure to recognize the similarity in the “otherness.” There
are a number of layers to this 2-channel sculptural installation, its architecture, with the use of a “corner” to talk
about speculative situations in a metaphorical way, reflecting on the anxieties of an unforeseen future in Cuba. It
also deals with a racial divide, the fear of the other, in this case, the black man. The use of the baseball bat and
machete are very interesting reversals of tool/weapon, as these objects are integral to Cuban identity.

Alexandre Arrechea
b.1970, Cuba
White Corner (2006)
Video
8 minutes
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Alexandre da Cunha reinvents found objects in surprising ways that combine the material characteristics of Arte
Povera with the concerns and techniques of painting. Da Cunha’s work often features flags—either as a found
material per se or as a constructed form—that reflect the artist’s interest in issues of nationality, governmental
politics, allegiance, and culture.

His Deck Painting I recalls the simplistic stripes of conceptual artist Daniel Buren, or the minimal lines of
twentieth century abstract painting, but is in reality a readymade, fashioned from repurposed fabric of deck
chairs.

Alexandre da Cunha
b.1969, Brazil
Deck Painting I (2005)
Deckchair fabric
121.5H x 76.5W cm
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Alexandre da Cunha reinvents found objects in surprising ways that combine the material characteristics of Arte
Povera with the concerns and techniques of painting. Da Cunha’s work often features flags—either as a found
material per se or as a constructed form—that reflect the artist’s interest in issues of nationality, governmental
politics, allegiance, and culture.

Glaze (Savana) (2005) is an assemblage of found materials: a car wheel, a tire, and a wooden plinth of the type
traditionally used to display sculpture. It directly engages with the readymade, a subject that Alexandre de
Cunha takes up throughout his practice, often inflecting it with a tropical, and South American–inspired
materiality and painterly style that could potentially come across as a stereotype. Here, da Cunha transforms the
component parts into a composition that highlights often-overlooked materials of artistic production and cultural
mass-production.

Alexandre da Cunha
b.1969, Brazil
Glaze (Savana) (2005)
Painted car wheel and tire and wooden plinth
47 3/8H inches (120 cm) including the wooden
plinth



KADIST

Alexandre da Cunha reinvents found objects in surprising ways that combine the material characteristics of Arte
Povera with the concerns and techniques of painting. Da Cunha’s work often features flags—either as a found
material per se or as a constructed form—that reflect the artist’s interest in issues of nationality, governmental
politics, allegiance, and culture.

In Laissez-Faire (Rainbow Flag) da Cunha has turned a beach towel into both a painting and a flag. Where the
printed surface of the towel originally served to enliven this commodity, here the pattern—now stretched and re-
presented—suddenly refers to abstract painting’s promises of transcendence. And its crisply painted shape pulls
the printed colors into the rectangularity of the canvas and, as da Cunha notes, the graphic iconicity of flags.

Alexandre da Cunha
b.1969, Brazil
Laissez-Faire (Rainbow Flag) (2010)
Acrylic on beach towel
53 1/2H x 53 1/2W x 1D inches (136 x 136 x 3
cm)
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Alexandre da Cunha reinvents found objects in surprising ways that combine the material characteristics of Arte
Povera with the concerns and techniques of painting. Da Cunha’s work often features flags—either as a found
material per se or as a constructed form—that reflect the artist’s interest in issues of nationality, governmental
politics, allegiance, and culture.

The series West (Flag 1), West (Flag 3), and West (Flag 6) continues da Cunha’s ongoing exploration of the form’s
various vertical, horizontal, and diagonal stripes. Here, da Cunha overlays thick bars of color (blue, green, and
red) on photographs of the ocean at sunset with surfers in floating on the horizon. The solid colors contrast with
the fading colors reflected in the sunset, and the tilted orientation suggests a familiar California beach scene.

Alexandre da Cunha
b.1969, Brazil
West Flag 1 (2011)
Photomontage on c-print
14 3/16 H x 11W inches framed (36 x 28 cm)
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Alexandre da Cunha reinvents found objects in surprising ways that combine the material characteristics of Arte
Povera with the concerns and techniques of painting. Da Cunha’s work often features flags—either as a found
material per se or as a constructed form—that reflect the artist’s interest in issues of nationality, governmental
politics, allegiance, and culture.

The series West (Flag 1), West (Flag 3), and West (Flag 6) continues da Cunha’s ongoing exploration of the form’s
various vertical, horizontal, and diagonal stripes. Here, da Cunha overlays thick bars of color (blue, green, and
red) on photographs of the ocean at sunset with surfers in floating on the horizon. The solid colors contrast with
the fading colors reflected in the sunset, and the tilted orientation suggests a familiar California beach scene.

Alexandre da Cunha
b.1969, Brazil
West Flag 3 (2011)
Photomontage on c-print
14 3/16 H x 11W inches framed (36 x 28 cm)
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Alexandre da Cunha reinvents found objects in surprising ways that combine the material characteristics of Arte
Povera with the concerns and techniques of painting. Da Cunha’s work often features flags—either as a found
material per se or as a constructed form—that reflect the artist’s interest in issues of nationality, governmental
politics, allegiance, and culture.

The series West (Flag 1), West (Flag 3), and West (Flag 6) continues da Cunha’s ongoing exploration of the form’s
various vertical, horizontal, and diagonal stripes. Here, da Cunha overlays thick bars of color (blue, green, and
red) on photographs of the ocean at sunset with surfers in floating on the horizon. The solid colors contrast with
the fading colors reflected in the sunset, and the tilted orientation suggests a familiar California beach scene.

Alexandre da Cunha
b.1969, Brazil
West Flag 6 (2011)
Photomontage on c-print
14 3/16 H x 11W inches framed (36 x 28 cm)
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Amalia Pica describes herself as an outsider, in the sense that she is an Argentine artist living and working in an
art world that is still largely dominated by the same nations that colonized the globe centuries ago. But Pica is
not the kind of outsider who stands by sullenly and criticizes; she’s more like the quirky character spouting wit
and wisdom from the peripheries of the stage. Her works often engage with the idea of being out of place and
out of time—staging the aftermath of a celebration rather than the party itself, for example—all the while
maintaining an attitude of bemused observation.

Memorial for intersections #2 (2013) is a minimalist, black metallic structure that contains the brightly colored
translucent circles, triangles, rectangles, and squares that originally were presented in Pica’s performance
work A ∩ B ∩ C (2013). When read as A intersection B intersection C, this piece references the fact that, during the
last dictatorship in Argentina (1976–83), the military junta forbade Venn diagrams, and the related concept of
intersection, from being taught in elementary schools, because they were viewed as potentially subversive. In A
∩ B ∩ C, Pica invited performers to manipulate translucent, colored Perspex shapes, producing new
configurations that used the idea of intersection to reimagine collaboration and community.

This work enacts the very role that its title suggests, asking how a performance can become a sculpture. The
structure transforms the original human performative gestures into cold, stylized frames that indeed
memorialize something that was once living. If most memorials are monuments—that is, embedded in rich
substrata of symbolic references—then Memorials for intersections are delicate and literal tributes to the truisms
of math. Borrowing from minimalist and constructivist traditions, the memorials are simple, almost sophomoric,
in the directness of their shapes and colors. While fixed in place, the transparent geometric panels hanging on the
frame shift in tone throughout the day, responding to changes in light and reverberating with the live actions
that led to their conception.

Amalia Pica
b.1978, Argentina
Memorial for intersections #2 (2013)
Colour coated steel and coloured perspex
200H x 220W x 94D cm (78.7 x 86.6 x 37 inches)
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Amapola Prada
b., Peru
Movement (2013)
Video
2:11 minutes
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Amapola Prada
b., Peru
Power (2013)
Video
2:32 minutes
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Amapola Prada
b., Peru
Unit / y (2013)
Video
6:42 minutes
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Ana Roldán works in diverse media such as performance, sculpture, installations, video and collage. Using a
wide range of materials, her work is inspired by cultural phenomena: historical events, philosophical ideas,
language, systems, reflections on aesthetics; theoretical concepts in general. She studied history at ENAH,
Mexico, and fine arts at HKB Bern from 1999-2003. Important exhibitions include soloshows at Badischer
Kunstverein and at Kunsthaus Langenthal in 2011 as well as groupshows at Witte de With in Rotterdam 2012
and the participation at Lulennial in Mexico in 2015.

Ana Roldán’s Displacements works use images taken from a 1970s exhibition catalogue for an exhibition called
The Death in Mexico. Using pre-Columbian objects and other artifacts from Mexican history, the exhibition
aimed to explore various representations of death in the Mexican cultural tradition. Roldán’s works begin with
these rich black-and-white photographs and break them apart into fragments, slicing and dismembering the
artifacts they depict. Puzzling the pieces back together in altered ways, Roldán’s resulting images reveal lines of
fissure, gaps of black, and dislocations in form. These imperfections in the surface of her reconstituted artifacts
relate to the imperfect processes of memory and the fragmented inheritance of knowledge and meaning.

Ana Roldán
b.1977, Mexico
Displacements (2012)
14 pigment prints, framed
27H x 27W cm each
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Ana Roldán works in diverse media such as performance, sculpture, installations, video and collage. Using a
wide range of materials, her work is inspired by cultural phenomena: historical events, philosophical ideas,
language, systems, reflections on aesthetics; theoretical concepts in general. She studied history at ENAH,
Mexico, and fine arts at HKB Bern from 1999-2003. Important exhibitions include soloshows at Badischer
Kunstverein and at Kunsthaus Langenthal in 2011 as well as groupshows at Witte de With in Rotterdam 2012
and the participation at Lulennial in Mexico in 2015.

Ana Roldán’s Primeval forms series looks up close at the fecund shapes of plants often found in the artist’s native
Mexico. These botanical portraits, like this one of the Pseudobombax ellipticum, or shaving brush tree, bristle
against the edges of the image’s frame, fecund and wild, familiar yet foreign.

Ana Roldán
b.1977, Mexico
Primaveral forms (2012)
15 pigment prints, framed
27H x 27W cm each



KADIST

Analia Saban
b.1980, Argentina
Sapele Circuit Board with Architectural Details
(2014)
Laser sculpted wood
48 1/4H x 48 1/4W x 2 1/8D inches (122.6 x
122.6 x 5.4 cm)
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Analia Saban
b.1980, Argentina
Study for Cobalt Blue Pocket Watch #1 (2014)
Laser sculpted acrylic paint on canvas
18 1/8H x 18 1/8W inches (46 x 2.85cm)
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Antonio Caro
b.1950, Colombia
Tríptico Colombia Minería (2016)
Fabric
28 5/16 x 112 15/16 inches
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Bárbara Wagner and Benjamin de Burca investigate how inherited aesthetic judgements differ across social
classes in developing economies. Their collaborative practice operates between documentary and art, making use
of familiar narrative forms in order to ask fundamental questions related to the actual social and political value
of art, who it is made for and why. Creating series of photographs, videos, collage and installations they collect
accepted forms of visual cultural production and bring to an equal level of presentation diverse and
contradictory elements of reality in order to destabilize embedded hierarchies, evincing questions of taste,
tradition, race, class, belonging and status not immediately visible.

Originally commissioned for the 32nd Sao Paulo Biennial, the film Estás vendo coisas (You are seeing things) depicts
the subculture of Brega music, a fusion of American Hip Hop, Brazilian techno and Caribbean reggaeton that
emerged in North Eastern Brazil over the last decade. Part anthropological documentary and part musical the
film speaks about the realities of Brazil with its enormous social and economic tensions.

Bárbara Wagner & Benjamin de Burca
b.1980 and 1975, Brazil and Germany
Estás vendo coisas (You are seeing things) (2016)
HD video
16 minutes
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Beatriz Santiago Muñoz lives and works in San Juan, Puerto Rico. Her approach to making films and videos
resembles the careful approach of an ethnographer. She learns about the place, the site of the film, its cultural
histories and local mythologies. She learns about the people who are both subject and actors. She invites them to
participating through enacting their own life, or an aspect of their cultural history. They trace the contours of
cultural memory, and frame  political and social issues. Her work combines documentary record, indigenous
historical memory, participatory inflections, chance discovery, and fictional explorations.

La Cabeza Mató a Todos or The Head that Killed Everyone, is a subtle mixing of indigenous mythologies with
present-day characters, geographies, and culture. The title refers to how a shooting star was (in these myths)
interpreted as a head without a body, crossing the sky, signaling the arrival of chaos and destruction. The main
character, Michelle Nonó, is herself a hybrid creature, mixing male/female traits and in touch with the native
plants (in her work with medicinal botany) and contesting the present through activism: she hosts cultural events
in her house, which is in a very poor section of primarily black (Afro-Caribbean), and post-industrial area called
Carolina. Cats are very common on the island of Puerto Rico, and in this video, the cat is cast as a mythological
entity, capable of world-altering transformations. The soundtrack further signals this mixing between past and
future, alternating between a track from the Peruvian punk band, Los Psychos, and the chirping and croaking
music of the coquí frog, omni-present in PR’s wet landscapes.

Beatriz Santiago Muñoz
b.1972, Puerto Rico
La Cabeza Mató a Todos (2014)
HD Video
7:30 minutes
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Benvenuto Chavajay’s body of work includes sculpture, interventions into objects, installation, performance, and
painting. The artist rearranges unconventional materials in ways that often appear innocuous at first glance, but
are in fact deeply political, based on the cancellation of objects as they relate to the violence that surrounds them.
Chavajay draws inspiration from many different contextual realities in order to produce his work. His creative
process alludes to the present context not only in Guatemala, but also in Latin America and beyond, in the sense
that one part always affects the whole.

Jardín (2013) refers to environmental destruction, specifically the preponderance of disposable plastics, as well as
Medellín’s long history of dangerous conflict; it was once considered the most violent city in the world because
of the drug trafficking there. This floor sculpture consists of shoes made of river stones, strung with flip-flop
straps. Here, Chavajay plays the natural (found stones) against the synthetic (plastic), heavy against light, hard
against soft, revealing the irony of their fusion and the impossibility of their alleged function as shoes. By
transforming these heavy, clunky rocks into shoes, the artist alludes to the paralysis and weight under which the
city of Medellín has long suffered.

Benvenuto Chavajay Gonzalez
b.1978, Guatemala
Jardin (Garden) (2013)
Installation of 40 stones from Atitlan Lake
Variable (approx. 20H x 20W x 20D cm each)
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Bernardo Ortiz charts time as if it was a constellation, pulling from the accumulation of his life to create
structures. Notes, notepads, ephemera, and thoughts become the inspiration for his works, manifesting
themselves through installations, signs, and drawings. Language plays a dynamic role, especially in Ortiz’s
drawings of enigmatic slogans or ideas.

Casa de la cabeza (2011) is a drawing of the words of the title, which translate literally into English as House of the
head. Ortiz uses this humorous phrase to engage the idea of living in your head.

Bernardo Ortiz
b.1972, Colombia
Casa de la cabeza (House of the head) (1972)
Text drawing, ink on paper
9 1/2H x 13 3/8W inches (24 x 34 cm)
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Characteristic of Brazilian artist Caetano de Almeida’s practice is color complexities through the use of acrylic for
painting thin, colorful lines woven in complicated patterns, sometimes pushed or pulled across the canvas by
unseen (or even cut out) forces. He has had major solo exhibitions at the Museu de Arte Moderna in São Paulo
and has been included in shows at the North Carolina Museum of Art and the University Art Museum at the
University of Albany.

In Untitled Caetano de Almeida’s abstract compositions in acrylic use delicately-rendered swirls of overlapping,
colorful lines. Intersecting at regular angles within six bubbles, these thread-like lines spiral chaotically outward
once they leave these spheres of order. De Almeida’s abstractions don’t imply randomness and chaos, the way
much abstract painting might, but rather seem tied to algorithms, precision, and the networked realities of the
contemporary moment.

Caetano de Almeida
b.1964, Brazil
Untitled (2013)
Acrylic on canvas
98 7/16H x 98 7/16W inches (250 x 250 cm)
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Carla Zaccagnini uses a variety of media and techniques—from drawing to installation, performance, text, video,
exhibition curating, and written criticism—to explore strategies of displacement. Zaccagnini views these multiple
activities as mutually constitutive forms of inquiry that overlap to form a holistic, conceptually driven art
practice. Often working by recontextualizing existing objects and ideas, she prompts viewers to question the
limitations of language and representation, the fallibility of perception, and the construction of knowledge.

This series of photographs, Sobre la igulidad y las diferencias: casas gemelas (On Equality and Differences: Twin
Houses), taken in Havana in 2005, belongs to a wider group of works that the artist has been developing over
many years, generally titled Bifurcaciones y encrucijadas (Forking Paths and Crossroads). These works are dedicated
to the collection and investigation of similarities and singularities. Some focus on things that are supposed or
expected to be identical, but end up being slightly different. Others focus on things that ought to be different but
somehow obey similar principles. The photographs examine these issues on a temporal basis, for instance
depicting groups of houses that were built to be the same but have been changed over the years according to the
tastes, needs, and capabilities of their inhabitants. A playful, poetic quality underlies these displacements and
juxtapositions, signifying subtle transformations of the everyday.

Carla Zaccagnini
b.1973, Argentina
Sobre la igualdad y las diferencias_Casas Gemelas
(2005)
Photography-mineral pigmented ink jet on
cotton paper
38.5H x 52.2W cm
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Carlos Amorales, based in Mexico City, works in many media and combinations thereof, including video,
drawing, painting, photography, installation, animation, and performance. Central in his work is the
construction and alteration of what he calls his Liquid Archive, a collection of images, narratives, drawings,
shapes, and ideas that he uses to construct his unique visual language—a critical and stimulating space for
fantasy, reality, and the blurring of the two. Amorales creates tensions between revealing and hiding the
personal and the universal in his often-ambiguous and fluid constructions.

This work, a large oil painting on canvas, shows a moment from Amorales’s eight-minute two-channel video
projection Useless Wonder (2006). The video is based on Edgar Allen Poe’s 1838 novel The Narrative of Arthur
Gordon Pym of Nantucket. The painting, derived from an image from a different, preexisting work, represents the
artist’s continued interest in realizing particular subject matter in alternative forms, thereby imbuing it with new
meanings and interpretations.

Carlos Amorales
b.1970, Mexico
From Useless Wonder 04 (2007)
Oil on canvas
88.58H x 118.11W inches (225 x 300 cm)
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Carlos Amorales, based in Mexico City, works in many media and combinations thereof, including video,
drawing, painting, photography, installation, animation, and performance. Central in his work is the
construction and alteration of what he calls his Liquid Archive, a collection of images, narratives, drawings,
shapes, and ideas that he uses to construct his unique visual language—a critical and stimulating space for
fantasy, reality, and the blurring of the two. Amorales creates tensions between revealing and hiding the
personal and the universal in his often-ambiguous and fluid constructions.

Carlos Amorales
b.1970, Mexico
Personaje 21 (2008)
Cut out paper collage
28H x 21.5W cm
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Carlos Fernández Rodríguez
b.1983, Costa Rica
Untitled (2014)
Mixed media
100H x 100W x 1.6D cm
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Like many other Latin American artists in the Kadist Collection, Cuban-born Carlos Garaicoa’s conceptual works
look at architecture as a palpable indicator of the region’s socio-political and cultural histories. Working since the
early 1990s in a wide range of media that includes sculpture, drawing, video, and photography, Garaicoa
explores architectural forms and urban landscape aiming to reveal the multiple facets of the modern project’s
failure in the Latin American context. His work is influenced in particular from growing up in Havana, a socialist
city where unfulfilled utopias meet the traces of an oligarchic past in every building’s facade.

This piece belongs to the series Lo viejo y lo nuevo / Das Alte und das Neue (The Old and the New) which was first
exhibited in 2010 at Barbara Gross Gallery in Germany. Here, Garaicoa’s interest in vernacular Cuban
architecture shifts towards the European context: a series of twelve nineteenth-century French engravings have
been reworked into delicate paper models. Here, the two-dimensional old-school architectural renderings have
become the foundation for new hollow three-dimensional structures. Reminiscent of pop-up storybooks, the
small-scale paper forms have also been augmented with black paper shapes, which both resemble the images in a
shadow theater and recall abstract modernist forms.

Carlos Garaicoa
b.1967, Cuba
From the series the Old and the New (XI) (2010)
19th century French engraving, hand cut
cardboard, perspex, and wood
10H x 17 1/2W x 12 3/16D inches (25 x 44 x 31
cm)
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Carolina Caycedo engages with issues and contexts that affect a broad public on an everyday level: in her work,
art functions as a pretext for offering up utopian models to inhabit a world in which individuals and
communities are increasingly subject to com-modification, exploitation, and discrimination.

YUMA o la tierra de los amigos (YUMA, or the Land of Friends), 2014 is a large mural containing a series of
satellite photographs mounted on acrylic. The mural contrasts and mixes multiple layers of these satellite images
capturing the progressive devastation of the El Quimbo dam on the Yuma river (Magdalena), in the Department
of Huila. The project was originally produced for the 8th Berlin Biennale, and developed out of the artist’s
research into waterways, their political and cultural impact, and their historical development. In this work she
focuses on the particular case of the El Quimbo Dam in Colombia, a dam along the Magdalena River and the first
hydroelectric power project in Colombia to be constructed by a transnational, private corporation, signifying the
transition of this geographically, ecologically and historically important public body of water into a privatized
resource. The dam’s construction required the redirection of the Magdalena River, the main fluvial artery in the
county, affecting a vast area and displacing the indigenous population of the region. Through this case, Caycedo
investigates the destructive cultural and environmental consequences of erecting dams, as well as the desire to
master the course of nature and the complicity of state power in quelling social unrest.

Carolina Caycedo
b.1978, United Kingdom
YUMA, or the Land of Friends (2014)
Digital prints on acrylic glass, mural
580H x 473W cm
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Cildo Meireles is a Brazilian artist whose work applies conceptual strategies to social and political phenomena.
Well-known for his 1970 Insertions into Ideological Circuits, Meireles’s works reflect on media systems, Brazilian
history, and everyday life while drawing on formal strategies pioneered by his Neo-Concrete Brazilian forebears.

Meireles, whose work often involves sound, refers to Sal Sem Carne (Salt Without Meat) as a “sound sculpture.”
The printed images and sounds recorded on this vinyl record and it’s lithographed sleeve describe the massacre
of the Krahó people of Brazil. The piece draws on Meireles’s first-hand contact with many indigenous groups
through his father’s work with the Indian Protection Service. The recordings on the LP contain narrative
accounts of massacres of native peoples, as well as indigenous music and rituals.

Cildo Meireles
b.1948, Brazil
Sal Sem Carne (1975)
Offset lithograph, vinyl 33 rpm LP record with
8-track recording
11.75H x 11.75W inches
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Cinthia Marcelle produces video works that address the mundane and attempt to make sense out of everyday
chaos. In her practice, commonplace rhythms, patterns and events are an infinite resource of meaning. Her work
frequently reimagines everyday “movements” such as traffic as highly formal and sequenced orchestrations.
Through a time-intensive and mathematically precise editing process, she re-choreographs disordered
movement, using video and photography to document the effects that her interventions have on the usual order
of things. Her compositions are at once satirical and lighthearted, and her actions create situations that challenge
our notions of conventional behavior by introducing humorous coincidences and connections. Marcelle's work
has been part of significant group exhibitions including New Museum Triennial, New York (2012),Tate Modern
Level2, London (2012) and 29ª Bienal de São Paulo (2010). Her solo exhibitions include Pinchuk Art Center, Kiev
(2011), Galeria Vermelho, São Paulo (2011), Camberwell College of Arts, London (2009) and Sprovieri Gallery,
London (2009).

Cinthia Marcelle’s video work Automóvel (2012) re-edits the mundane rhythms of automotive traffic into a highly
compelling and seemingly choreographed meditation on sequence, motion, and time. Shot from an aerial
vantage, the camera tracks the daily commute on a small stretch of concrete highway. The camera films the traffic
below in short five-second excerpts before blacking out; time begins to collapse as the video shifts between scene,
and the hours compress into minutes as daylight quickly turns into night. An uninterrupted soundtrack of car
sounds plays continuously throughout, both at play with the images on screen and disjointed from the video’s
repeated stops and starts. The vehicles begin to resemble more abstracted forms of shape and color: flattened yet
mobile, these synchronous moving blocks form an intricate dance of mechanized motion. Representing the
constant flow of vehicles on a two-way urban street, Automóvel focuses on the pace of life on any normal working
day, and Marcelle’s video offers a playful reimagining of a traffic jam as a symphonic composition of movement
and sound. Despite its frequent visual humor, however, Marcelle also considers the struggles of a modern-day
labor force and the inexorable cost of “working” in relation to time and resources. Automóvel, by extension, is also
a work about stasis and the experience of being caught in an intermediate space, always in transit to an
indeterminate destination that never arrives.

Cinthia Marcelle
b.1974, Brazil
Automóvel  (2012)
Video, color, sound
7:11 min
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Clarissa Tossin’s photographs, videos, and installations are active investigations into the workings of urban
planning and labor politics. The artist draws poignant parallels among historical events, creating engaging
narratives that are also often subversive. Many of her works are concerned with what could be called a
topography of place.

In Fordlândia Fieldwork (2012), Tossin documents the remains of Henry Ford’s rubber enterprise Fordlândia, built
in 1928 in the Brazilian Amazon to export cultivated rubber for the booming automobile industry. When his
rubber trees died from disease and his primarily indigenous workforce revolted, his enterprise went busts within
a few short years. Ford never faulted his own planning, but instead blamed the “inhospitable” Brazilian
landscape. These topographical maps present different locations related to Fordlândia’s history: a current
Fordlândia satellite image of the abandoned rubber plantation built by Ford in 1928, juxtaposed with
postindustrial landscapes from Detroit, Dallas, and Los Angeles, is printed on the back side of the folded map-
sculpture.

Clarissa Tossin
b.1973, Brazil
Fordlândia Fieldwork (2012)
Installation with eight double-sided archival
inkjet prints on cotton paper
Dimensions variable
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Claudia Joskowicz is a Bolivian artist based in New York and Santa Cruz, Bolivia. Her use of video
problematizes image technologies, based on how they transmit, mythologize, and decontextualize concepts like
history, truth and memory. Her video work draws from the popular imagination of historical events and places,
focusing on potential lapses in these histories in order to make new narrative meanings. Additionally, Joskowicz
is a Fulbright scholar, and Guggenheim fellowship recipient.

The primary interest in the trilogy is Joskowicz's use of cinematic space, with long tracking shots that portray
resistance to habitual viewing experiences of film and television. Video plays a role in the relation between the
use of her locations and the stories of actual figures depicted as central in the frame. The meaning behind these
historical icons such as Che and Cassidy, speak to their stories as itinerant figures whom traveled in a
preglobalized era through borders and cultures in order to escape the law or overthrow it. The camera work, and
the stylistic and formal devices such as tracking and establishing shots, create narrativistic voids that offer the
transference of new political or social meanings.

Claudia Joskowicz
b.1968, Bolivia
Drawn and Quartered (2007)
HD video
8 minutes
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Claudia Joskowicz is a Bolivian artist based in New York and Santa Cruz, Bolivia. Her use of video
problematizes image technologies, based on how they transmit, mythologize, and decontextualize concepts like
history, truth and memory. Her video work draws from the popular imagination of historical events and places,
focusing on potential lapses in these histories in order to make new narrative meanings. Additionally, Joskowicz
is a Fulbright scholar, and Guggenheim fellowship recipient.

The primary interest in the trilogy is Joskowicz's use of cinematic space, with long tracking shots that portray
resistance to habitual viewing experiences of film and television. Video plays a role in the relation between the
use of her locations and the stories of actual figures depicted as central in the frame. The meaning behind these
historical icons such as Che and Cassidy, speak to their stories as itinerant figures whom traveled in a
preglobalized era through borders and cultures in order to escape the law or overthrow it. The camera work, and
the stylistic and formal devices such as tracking and establishing shots, create narrativistic voids that offer the
transference of new political or social meanings.

Claudia Joskowicz
b.1968, Bolivia
Round and Round Consumed by Fire (2009)
HD video
8 minutes
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Claudia Joskowicz is a Bolivian artist based in New York and Santa Cruz, Bolivia. Her use of video
problematizes image technologies, based on how they transmit, mythologize, and decontextualize concepts like
history, truth and memory. Her video work draws from the popular imagination of historical events and places,
focusing on potential lapses in these histories in order to make new narrative meanings. Additionally, Joskowicz
is a Fulbright scholar, and Guggenheim fellowship recipient.

The primary interest in the trilogy is Joskowicz's use of cinematic space, with long tracking shots that portray
resistance to habitual viewing experiences of film and television. Video plays a role in the relation between the
use of her locations and the stories of actual figures depicted as central in the frame. The meaning behind these
historical icons such as Che and Cassidy, speak to their stories as itinerant figures whom traveled in a
preglobalized era through borders and cultures in order to escape the law or overthrow it. The camera work, and
the stylistic and formal devices such as tracking and establishing shots, create narrativistic voids that offer the
transference of new political or social meanings.

Claudia Joskowicz
b.1968, Bolivia
Vallegrande 1967 (2008)
HD video
8 minutes
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Diana Fonseca Quiñones graduated from the Instituto Superior de Arte, Havana, in 2000, and from the Academia
de Bellas Artes de San Alejandro, Havana, in 2005. Since then she has had three solo exhibitions in Cuba, and at
the Sean Kelly Gallery, New York (2016). International group exhibitions include “Dilated Biography:
Contemporary Cuban Narratives” at The School of the Museum of Fine Arts, Boston (2013); “Spray,” The
Hochhaus Kokerei Hansa Museum, Dortmund, Germany (2011); and “Inside Confluences,” the second edition of
Contemporary Cuban Art at the National Hispanic Cultural Center, New Mexico (2009). Quinones work was
included in the 12th Havana Biennial, in Havana, (2015). She is the recipient of the 2015 EFG ArtNexus Latin
America Art Award.

Diana Fonseca Quiñones uses simple, commonplace objects and experiences that she derives from daily life to
develop narratives that mix reality and fiction. Drawing on seemingly everyday moments, such as lighting a
match, Quiñones creates poetic metaphors that cleverly comment on broader social issues, as well as politics, and
universal human desires. In her profound work Los amantes, the humblest of materials, a pair of burning
matches, becomes a parable for the sharing, longing, restraint, and death that everyone faces in life.

Diana Fonseca Quiñones
b.1978, Cuba
Los amantes (The lovers) (2007)
Color video with sound
01:11 minutes
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Diego Rivera was one of the most important artists of the 20th century. He lived and worked for most of his life
in Mexico, although he also traveled extensively to such places as Russia, America, France, Spain. He was (twice)
married to the (also extremely famous) Mexican painter Frida Kahlo. Rivera catalyzed the Mexican mural
movement in the early part of the century, pushing the national art into a new, socially aware era. He is most
famous for his large-scale murals, frescoes, and artistic collaborations that spoke to labor issues, unions, and
political radicalism.

In 1940 Rivera came to San Francisco for what would be his last mural project in the city, Pan-American Unity.
Currently housed at City College of San Francisco as a permanent installation, for a time it was in storage and
not on public display. During the same period, he created the charcoal sketch entitled Shasta (1940), of large
construction machinery that the artist saw near the Mount Shasta dam. He noted the dam and construction
equipment as playing a role also in the lives of those living in South Americas.

Diego Rivera
b.1886 - 1957, Mexico
Shasta (1940)
Pencil on paper
12H x 9W inches
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Donna Conlon and Jonathan Harker, who also exhibit individually, have been making work together since 2006,
often using a playful approach to address serious sociopolitical themes. Conlon has a background in science and
sculpture, and Harker’s is in film and media studies. Their videos merge Conlon’s use of ordinary objects and
investigations of human behavior with Harker’s irony and subversion of conventional storytelling methods.
Their playful and poetic critiques of contemporary culture frequently use discarded objects to comment on
consumption, accumulation, climate, and the ironic beauty of waste-ridden landscapes. Specifically, they
examine contradictions in the construction of Panamanian national identity, as well as political and societal
disparities between Central America and the United States.

In Tapitapultas (2012), Conlon and Harker comment on mass consumerism and pollution by way of a game they
invented. The artists used disposable spoons as catapults to shoot thousands of plastic bottle caps at a hole in a
concrete platform. The platform was once part of a U.S. military installation in the Panama Canal Zone, and it is
now an observation deck in a nature park. As the video comes to an end, the viewer discovers that the bottle
caps that fell through the hole accumulated on the forest floor, forming a giant mountain of synthetic waste in
the natural landscape.

Donna Conlon & Jonathan Harker
b.1966 & 1975, United States and Ecuador
Tapitapultas (2012)
HD Video
3:40 minutes
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The Oaxacan artist Dr. Lakra (Jeronimo Lope Ramirez) draws on his experience as a tattooist to make works on
found objects or images. This marking mimics the process and motifs found in his tattoos, like pin-up girls, dolls
and skulls that combine Day of the Dead imagery with the aesthetics of Mad magazine, criminal culture, and
comic books.

Like many of Dr. Lakra’s works, Cortes y la malinche is a drawing done on a found vintage magazine page. The
text at the bottom of the page, “reclinandose inocentemente sobre el regazo de Hernan-Cortés,” translates to,
“reclining innocently in the lap of Hernan Cortés,” and refers to the Spanish conquistador who brought down
the Aztec empire. Malinche was a native Mexican who served both as Cortés’s translator in both the Mayan and
Aztec languages, as well as his lover. Malinche, whose name now suggests disloyalty, appears here adorned in
tattoos added by Dr. Lakra.

Dr. Lakra
b.1972, Mexico
Cortes y la malinche (2005)
Ink and collage on vintage magazine
9H x 3W inches
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Edgar Orlaineta’s artistic practice recontextualizes aspects of modern design to reflect new contemporary values.
In his sculptures, he adapts classic forms and imbues them with new social and aesthetic values.

Solar Do (It-Yourself) Nothing Toy, After Charles Eames (2011) is a re-creation of Charles Eames’s famous Solar Do-
Nothing Machine commissioned in 1958 by the aluminum company ALCOA. That colorful, dynamic toy is only
remembered through images, since the original model is lost. It whirled around joyfully and was powered by the
sun. It was made from recycled and reused aluminum parts, as is this new version, except that all of Orlaineta’s
materials were sourced in Mexico City, and it was fabricated there. Thus, this whimsical piece merges Mexican
craft with modernistic design techniques.

Edgar Orlaineta
b.1972, Mexico
Solar Do (It Yourself) Nothing Toy, After Charles
Eames (2011)
Recycled and reused aluminum, motors,
hardware and paint
29H x 29W x 18D inches
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Edgardo Aragón’s works employ reenactment to reflect the everyday reality of rural Mexico. Using narratives
inspired by the particularities of their respective local contexts, Aragón evokes events—some with very violent
undertones—and shapes them into scenes molded by landscapes. His work also addresses points of familial and
social inheritance that are conditioned by the local environment, creating a personal body of work recounted
through poetic narratives. Each piece is a story slowly told—a description of a memory or a reconstruction of a
personal experience—that shows some of the darker sides of Mexico’s social and economic realities.

Efectos de Familia (Family Effects, 2007–9) is a series of thirteen videos dramatizing an array of negative events
from Aragón’s family’s history—specifically their involvement with organized crime. Each episode is an action
performed by some combination of his two young cousins, his nephew, and his younger brother. In one, a boy is
shot to death inside a pickup truck. In another, two of them endure a brick-carrying competition. In another, a
boy digs his own grave. The work is about a collective social condition of survival and endurance, and it is
inextricable from the broader context of contemporary Mexico, with its skyrocketing crime rates and economic
instability. Through these works, Aragón attempts to educate his young family members to avoid criminal
entanglements.

Edgardo Aragón
b.1985, Mexico
Efectos de Familia (Family Effects) (2007-2009)
Video
Duration varies
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Edgardo Aragón’s works employ reenactment to reflect the everyday reality of rural Mexico. Using narratives
inspired by the particularities of their respective local contexts, Aragón evokes events—some with very violent
undertones—and shapes them into scenes molded by landscapes. His work also addresses points of familial and
social inheritance that are conditioned by the local environment, creating a personal body of work recounted
through poetic narratives. Each piece is a story slowly told—a description of a memory or a reconstruction of a
personal experience—that shows some of the darker sides of Mexico’s social and economic realities.

Mesoamericana (Economic activities) is part of a larger project titled Mesoamerica: The Hurricane Effect, which
includes a video as well as series of hand drawn maps -based on historical cartography- that examine the effects
of foreign power in Mexico today. Mesoamerica was home to a rich civilization that emerged around 10,000
years BC and out of which grew the rich Maya, Aztec and Zapotec cultures, among many others. These cultures
were destroyed by the Spanish, who arrived in the 15th and 16th centuries. Today, “Mesoamerica” is also the
short name for a multi-million dollar development project that is officially called the Mesoamerican Integration
and Development Project and is financed and run by the United States. However, due to rampant corruption at
all levels, the project doesn’t benefit the poor communities and instead helps foreign companies that operate in
the region.

Mesoamericana (Economic activities) speaks about how drugs are representing a large part of the global economic
system. Maps depict various countries in Latin America via historical maps onto which the artists draw
fantastical and menacing creatures as well as as pointing towards economic and political dependencies and
realities as the result of colonial rule and contemporary political corruption.

Edgardo Aragón
b.1985, Mexico
Mesoamericana (new grand civilizations),
Economic activities (2016)
Toner and pencil on paper
26.77H x 45.66W inches (29.13 x 116 cm)
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Transforming found materials into collages, sculptures, videos, and installations, Elena Damiani critically
addresses our understanding of the present via the potentiality of images from the past. She is interested in
revising subjects such as geology, archaeology, and cartography—by reworking materials such as books,
photographs, video footage, and public records—in order to stage fictions where multiple topographies and
times unfold together, hovering between an indeterminate past and present. She aims to explore the ways in
which specific materials can be staged as incomplete and ambiguous when extracted from their contexts, then
recomposed into works that point out the manipulability of cultural objects and information, thereby forming
new memory paths and connections.

Elena Damiani
b.1979, Peru
Fading Fields 7 (2014)
Digital print on silk chiffon, wood structure,
black matte paint on wall
Variable dimensions (structure: 187H x 143W x
40D cm)
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Transforming found materials into collages, sculptures, videos, and installations, Elena Damiani critically
addresses our understanding of the present via the potentiality of images from the past. She is interested in
revising subjects such as geology, archaeology, and cartography—by reworking materials such as books,
photographs, video footage, and public records—in order to stage fictions where multiple topographies and
times unfold together, hovering between an indeterminate past and present. She aims to explore the ways in
which specific materials can be staged as incomplete and ambiguous when extracted from their contexts, then
recomposed into works that point out the manipulability of cultural objects and information, thereby forming
new memory paths and connections.

Intersticio (Interstice, 2014) traces the topography of a non-specific site, an in-between zone. The video presents a
panoramic view of two territories of a shifting and unresolved character, composed out of segmented events that
visually intersect at a shared horizon point. Over the images, a fragmented and ambiguous poetic narration
describes, by means of images found in digital archives, a hybrid site that permutes the representation of nature
through its fusion of source material. The sense of permanent wandering designates an excursion with no precise
destination, a mental place of fractured limits with an amplitude larger than any physical location. This trajectory
appears to be dictated by the circumstances of an open field, where concrete places are now only points along a
route, and the in-between moments that mark a continuous state of transition are the ultimate destination. With
Intersticio, Damiani presents a journey to a territory comparable to contemporary space—a world so ample that
the spatial and temporal coordinates essential to historicity fade, throwing our impressions of reality into
question.

Elena Damiani
b.1979, Peru
Intersticio (2012)
HD Video
5:25 minutes



KADIST

Elisabeth Wild’s colorful, bold, and lavish collages are the result of the artist’s daily practice. Born nearly a
century ago in Austria, Wild’s life has taken her from Europe to Argentina, where he family fled the Nazis
during World War II; back to Switzerland following the war, and then again to Latin America, where she has
lived at the edge of tropical territory both wild and serene.

Her collage works are made from the pages of glossy lifestyle magazines, from which the artist identifies colors,
forms, and textures that she reconstitutes into rich, abstract compositions. Calling them her Fantasías, Wild’s
collages rework the extravagances of consumer culture into beautiful, beguiling images of her own that seem to
evoke unknown terrestrial landscapes, dreamlike architectures, and imaginary spaces.

Elisabeth Wild
b.1922, Austria
Untitled (2015)
Collage on paper
33 x 26,5 cm
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Elisabeth Wild’s colorful, bold, and lavish collages are the result of the artist’s daily practice. Born nearly a
century ago in Austria, Wild’s life has taken her from Europe to Argentina, where he family fled the Nazis
during World War II; back to Switzerland following the war, and then again to Latin America, where she has
lived at the edge of tropical territory both wild and serene.

Her collage works are made from the pages of glossy lifestyle magazines, from which the artist identifies colors,
forms, and textures that she reconstitutes into rich, abstract compositions. Calling them her Fantasías, Wild’s
collages rework the extravagances of consumer culture into beautiful, beguiling images of her own that seem to
evoke unknown terrestrial landscapes, dreamlike architectures, and imaginary spaces.

Elisabeth Wild
b.1922, Austria
Untitled (2015)
Collage on paper
34 x 30 cm
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Elisabeth Wild’s colorful, bold, and lavish collages are the result of the artist’s daily practice. Born nearly a
century ago in Austria, Wild’s life has taken her from Europe to Argentina, where he family fled the Nazis
during World War II; back to Switzerland following the war, and then again to Latin America, where she has
lived at the edge of tropical territory both wild and serene.

Her collage works are made from the pages of glossy lifestyle magazines, from which the artist identifies colors,
forms, and textures that she reconstitutes into rich, abstract compositions. Calling them her Fantasías, Wild’s
collages rework the extravagances of consumer culture into beautiful, beguiling images of her own that seem to
evoke unknown terrestrial landscapes, dreamlike architectures, and imaginary spaces.

Elisabeth Wild
b.1922, Austria
Untitled (2015)
Collage on paper
35,2 x 31,2 cm
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Working with various mediums, from sculpture to installation, site-specific interventions, and readymades,
Leonardo Engel addresses issues related to the climate, nature, traditional crafts, architecture, and popular
culture of the Caribbean. His works show a particular investment in objects—their gestures, and their creation
and production processes—as well as to the psychological and sociological discourses implicit within them.
Engel carries out continual processes of research and observation of his environment. From the city of Santo
Domingo, where he lives and works, to the peripheral urban centers and remote rural communities of the island,
which he has visited on multiple occasions, his artistic production and daily experience are closely linked.

Engel Leonardo
b.1977, Dominican Republic
Antillas (2013)
Native plants, iron, enamel and cement
Dimensions variable
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Working with various mediums, from sculpture to installation, site-specific interventions, and readymades,
Leonardo Engel addresses issues related to the climate, nature, traditional crafts, architecture, and popular
culture of the Caribbean. His works show a particular investment in objects—their gestures, and their creation
and production processes—as well as to the psychological and sociological discourses implicit within them.
Engel carries out continual processes of research and observation of his environment. From the city of Santo
Domingo, where he lives and works, to the peripheral urban centers and remote rural communities of the island,
which he has visited on multiple occasions, his artistic production and daily experience are closely linked.

As with so many other colonized geographies, the ways in which violence has become a natural and expected
component of Santo Domingo reflects the forced friendship between the beneficiaries and residues of
Modernism. What distinguishes these two communities? What separates them? Bars, naturally. In this untitled
work, Engel cages everyday household items in steel bars as a metaphor for this condition. Only those who have
something valuable to protect can afford such restrictive barring systems, which are viewed almost as status
symbols. Even when they are unnecessary, their ubiquity creates a sinister picture of success. Not only does the
proliferation of these bars negate their own visibility, but it also points to a paranoid future where everything
one owns becomes “embellished” as something to be seen but not used.

Engel Leonardo
b.1977, Dominican Republic
Sin Titulo (2011)
Mixed media
Dimensions variable
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Enrique Ramirez produces media and photography-based work that explores the interrelationship between
landscape and “subjective imaginary.” Born in Santiago, Chile, during dictator Augusto Pinochet’s violent rule,
Ramirez’s highly politicized practice questions notions of exile, displacement, loss of memory and a changing
sense of place.  Growing up with a sail-maker father, his process often returns to the sea as a backdrop for his
investigations of geo-politics. Open spaces and vast landscapes prevalent in his seductive films and installations
serve as breathing room for contemplation and imagination. A sense of longing and nostalgia often haunts his
works as Ramirez engages both personal recollections and gathered stories of loss and deracination. He has
exhibited his work at international venues such as the Palais de Tokyo, Paris; Loop Fair, Spain; and Museo
Amparo, Mexico. He received his BA in Film Studies from Instituto de Artes y Communicacion ARCOS, Chile
and a Master in Contemporary Art from the Studio National des Arts Contemporains in France.

Ramirez’s The International Sail is the fifth in a series that features an upside-down worn out, mended and
fragmented boat sail. These works epitomize the idea of perpetual movement and migration while carrying a
deep personal meaning in the creative process, as the artist’s father himself, still living in Chile, mends and sends
the sails to his son, living in Europe. The reversed position of the sail recalls both the shape of South America
itself and the Eurocentric view that in the Southern Hemisphere, everything is “upside-down.” The stitches
themselves create an illusion of an alternative political geography, and the framed-cuts impose a cartographic
grid.

Enrique Ramírez
b.1979, Chile
n°5 The International Sail (2017)
Dacron sail boat, 30 aluminum frames,
plexiglas
459H x 305W x 3D cm (180 x 120 x 1.2 inches)
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Enrique Ramirez produces media and photography-based work that explores the interrelationship between
landscape and “subjective imaginary.” Born in Santiago, Chile, during dictator Augusto Pinochet’s violent rule,
Ramirez’s highly politicized practice questions notions of exile, displacement, loss of memory and a changing
sense of place.  Growing up with a sail-maker father, his process often returns to the sea as a backdrop for his
investigations of geo-politics. Open spaces and vast landscapes prevalent in his seductive films and installations
serve as breathing room for contemplation and imagination. A sense of longing and nostalgia often haunts his
works as Ramirez engages both personal recollections and gathered stories of loss and deracination. He has
exhibited his work at international venues such as the Palais de Tokyo, Paris; Loop Fair, Spain; and Museo
Amparo, Mexico. He received his BA in Film Studies from Instituto de Artes y Communicacion ARCOS, Chile
and a Master in Contemporary Art from the Studio National des Arts Contemporains in France.

In Un Hombre que Camina (A Man Walking) (2011-2014), the sense of rhythm and timing is overpowered by the
colossal sense of timelessness of this peculiar place. Shot in Uyuni, Bolivia, the film depcits world’s largest salt
flat, a site that sits in a mountainous region at over twelve thousand feet above sea level. Ramirez’s work is
deeply invested in the loss of regional identity, and the anachronistic dress of his “modern-day shaman” in the
film is meant to reconcile the historical and cultural gaps between tribal traditions of a specific time and place
and the all-too-prevalent homogeneity brought on by advanced capitalism. His festive yet ominous ceremonial
mask, by extension, functions as a relic of colonial resistance: made by native coal miners to ward off Spanish
invaders, the mask signals a need both past and present to preserve rituals passed down through future
generations and across cultural genealogies.

Enrique Ramírez
b.1979, Chile
Un hombre que camina (A Man Walking) (2011
-2014)
HD video
21:35 minutes
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Born in Mexico City in 1974 and currently based in Barcelona, Erick Beltrán makes work that focuses on the
mechanisms that define, value, order, classify, select, reproduce and distribute images to create social, cultural,
political and economical discourses in contemporary societies. He often fuses text and image using distributable
media such as printouts and posters to create taxonomical installations that spread throughout space.

In his posters, prints, and installations, Erick Beltrán employs the language and tools of graphic design,
linguistics, typography, and variations in alphabetical forms across cultures; he is specifically interested in how
language and meaning form structures that can be misconstrued as universal. In The Individual Is a Mirage (2010),
Beltrán offers up a graphic chart mapping the myth of individual identity.

Erick Beltran
b.1974, Mexico
The Individual is a Mirage (2010)
Vinyl on wall
150H x 300W cm
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For Brazilian artist F. Marquespenteado, it is the intimate stories—particularly of and between men—that draw
his attention and his fascination. Known for his work with fabric and fiber as well as collage works, drawings,
sculptural works, and socially engaged projects, Marquespenteado’s oeuvre is built around considerations of
gender, sexuality, and relationships. In his 2014 exhibition, 3 novels, Marquespenteado created three parallel
narratives in the space, all focusing on one of his ex-lovers as the central character. Working with a variety of
media, Marquespenteado’s project considers the complexities and the pleasures of love.

The work Storyboard Jonas gathers together landscapes, brochures for exotic hotels, aerial photographs, and book
covers that are evocative of Jonas, an adventurous but illusive photographer that the artist once loved.

F. Marquespenteado
b.1955, Brazil
Storyboard Jonas (2002-2014)
Print on paper and fabric, graphite on paper,
photographs, newspaper and files on
metallized paper
120H x 162W x 8D cm
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Fabiola Torres-Alzaga plays with magic, illusion, and sleight-of-hand, fabricating installations, drawings, and
films that toy with our perceptions. Her interests and the resulting aesthetic projects seem couched in the 19th-
century sideshow, more than the contemporary art world.

In her delicate drawings, Adaptando la Carta, layers of tracing paper reveal different hand positions, concealing
and revealing a playing card hidden among the curves of the magician’s hand. The artist’s fixation on the hand is
persistent throughout the works, as she considers the limits between reality and illusion.

Fabiola Torres-Alzaga
b.1978, Mexico
Adaptando la Carta #1 (2013)
Pencil on tracing paper
9.5 x 11.75 inches each
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Fabiola Torres-Alzaga plays with magic, illusion, and sleight-of-hand, fabricating installations, drawings, and
films that toy with our perceptions. Her interests and the resulting aesthetic projects seem couched in the 19th-
century sideshow, more than the contemporary art world.

In her delicate drawings, Adaptando la Carta, layers of tracing paper reveal different hand positions, concealing
and revealing a playing card hidden among the curves of the magician’s hand. The artist’s fixation on the hand is
persistent throughout the works, as she considers the limits between reality and illusion.

Fabiola Torres-Alzaga
b.1978, Mexico
Adaptando la Carta #2 (2013)
Pencil on tracing paper
9.5 x 11.75 in. each
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Fabiola Torres-Alzaga plays with magic, illusion, and sleight-of-hand, fabricating installations, drawings, and
films that toy with our perceptions. Her interests and the resulting aesthetic projects seem couched in the 19th-
century sideshow, more than the contemporary art world.

In her delicate drawings, Adaptando la Carta, layers of tracing paper reveal different hand positions, concealing
and revealing a playing card hidden among the curves of the magician’s hand. The artist’s fixation on the hand is
persistent throughout the works, as she considers the limits between reality and illusion.

Fabiola Torres-Alzaga
b.1978, Mexico
Adaptando la Carta #3 (2013)
Pencil on tracing paper
9.5 x 11.75 in. each
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Fabiola Torres-Alzaga plays with magic, illusion, and sleight-of-hand, fabricating installations, drawings, and
films that toy with our perceptions. Her interests and the resulting aesthetic projects seem couched in the 19th-
century sideshow, more than the contemporary art world.

In her delicate drawings, Adaptando la Carta, layers of tracing paper reveal different hand positions, concealing
and revealing a playing card hidden among the curves of the magician’s hand. The artist’s fixation on the hand is
persistent throughout the works, as she considers the limits between reality and illusion.

Fabiola Torres-Alzaga
b.1978, Mexico
Adaptando la Carta #4 (2013)
Pencil on tracing paper
9.5 x 11.75 in. each
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Fabiola Torres-Alzaga plays with magic, illusion, and sleight-of-hand, fabricating installations, drawings, and
films that toy with our perceptions. Her interests and the resulting aesthetic projects seem couched in the 19th-
century sideshow, more than the contemporary art world.

In her delicate drawings, Adaptando la Carta, layers of tracing paper reveal different hand positions, concealing
and revealing a playing card hidden among the curves of the magician’s hand. The artist’s fixation on the hand is
persistent throughout the works, as she considers the limits between reality and illusion.

Fabiola Torres-Alzaga
b.1978, Mexico
Adaptando la Carta #5 (2013)
Pencil on tracing paper
9.5 x 11.75 in. each



KADIST

Federico Herrero makes colorful paintings, often on walls and as murals. Whether they depict recognizable
objects or are more generally abstract, his paintings are consistent in the qualities of their shapes, fields of color,
and all-over markings. Herrero’s works are full of energy and life, hovering somewhere between painted-over
graffiti and painterly abstraction. The artist’s gestural work reflects his experiences on the streets of his native
San José, Costa Rica, and in the surrounding tropical landscape. Rooted in Central American folklore, politics,
and culture, his works often move beyond the canvas onto the wall or into the streets.

Federico Herrero’s energetic paintings reflect his experiences on the streets of his native San José, Costa Rica, and
in the surrounding tropical landscape. Rooted in Central American folklore, politics, and culture, his works often
move beyond the canvas onto the wall or into the streets. In Árbol y Pelicao (Tree and Pelican) (2009), a tree with
cartoon-like creatures drawn in pen beside it emerges from a field of bright swaths of color. This imagined
landscape fuses abstract painting and graffiti art. Despite the roar of colors, the scene is peaceful—a vision of
urbanity and nature coexisting in harmony.

Federico Herrero
b.1978, Costa Rica
Árbol y Pelicao (Tree and Pelican) (2009)
Oil on canvas
16H x 13.5W inches
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Felipe Arturo considers elements from urbanism, architecture, and art in relation to politics, history, geography,
and economy. His works and projects often manifest as sculptures, installations, or videos, departing from
concepts such as structure, sequence, and matter. They are deeply influenced by vernacular architecture and
construction techniques, and reflect processes of assimilation and resistance to colonial and postcolonial
processes. He frequently combines the language and materials of Modernism (e.g., concrete) with the informal
methods of autoconstrucción (self-construction).

Primero estaba el mar (First Was the Sea, 2012) is a system of equivalences between syllables and silhouettes of
waveforms cast in cement. Each waveform represents a syllable of the sentence “Primero estaba el mar.” This
sentence is the first verse of the Kogui poem of creation. For the Koguis, an indigenous community from the
Sierra Nevada de Santa Marta on the Colombian Caribbean coast, water was the absolute presence before the
creation of the universe. The Colombian writer Tomás González used this phrase as the title of his first novel, in
which he narrates the story of a couple in Medellín who, following the anarchic and hippie trends of the 1970s,
abandon civilization and move to a solitary beach. Instead of leaving modernity behind, however, the couple
becomes a colonizing force, transforming the natural environment of the beach into a rationalized territory.
Under the logic proposed by Primero estaba el mar, the variation of the order of the waveforms represents
different possibilities for this sentence. The work produces eight different phrases that assimilate the idea of
repetition and change; the sentence has eight syllables, and each syllable-waveform is repeated eight times in
order to reconstruct the title eight different times, resulting in a total of sixty-four pieces.

Felipe Arturo
b.1979, Colombia
Primero Estaba el Mar (2012)
64 concrete pieces
384L x 96W x 48H cm
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Felipe Arturo considers elements from urbanism, architecture, and art in relation to politics, history, geography,
and economy. His works and projects often manifest as sculptures, installations, or videos, departing from
concepts such as structure, sequence, and matter. They are deeply influenced by vernacular architecture and
construction techniques, and reflect processes of assimilation and resistance to colonial and postcolonial
processes. He frequently combines the language and materials of Modernism (e.g., concrete) with the informal
methods of autoconstrucción (self-construction).

Defined as entropy, the second law of thermodynamics proposes that energy is more easily dispersed than it is
concentrated. One basic illustration of entropy is to imagine white and black sand: once mixed together, it is
highly unlikely that the contrasting grains of sand can be separated and restored to their original distinct color
groups. Arturo’s Trópico Entrópico (Entropic Tropics, 2012) considers the colonization of the American continent as
a similarly irreversible process of cultural entropy. His inspiration derives from a place near Manaus in the
Brazilian Amazon, where the Black River meets with the sandy-colored Solimões River, producing a river of two
colors that extends over ten kilometers. In the late nineteenth century, the Brazilian rubber barons decided to
commemorate this impressive natural phenomenon by covering the main square of Manaus with a design of
black-and-white waveforms made from stones. The square is known as the Encontro das aguas (Meeting of the
Waters). Decades later, Roberto Burle Marx used this same pattern in his famous Copacabana walkway in Rio de
Janeiro. Since then, the design has spread across the continent to Lima, Bogotá, Cali, and beyond. Trópico
entrópico uses this pattern to produce entropy in the exhibition space. Sugar, the material used, signifies one of
many economic motivators for colonialism. Visitors are invited to collectively dissolve this modern design by
walking on the brown and white sugar, and participating in its entropic mixing.

Felipe Arturo
b.1979, Colombia
Trópico entrópico (2012)
White sugar, brown sugar, glass sheet and
metal angles
Dimension variable



KADIST

Felipe Dulzaides studied drama at the Instituto Superior de Arte of Havana and received a MFA in New Genres
from the San Francisco Art Institute. A poetic and metaphoric sensibility underlies his practice, which ranges
from single-channel videos to video installations and documentaries.  Some of his works begin with actions
executed for the camera; others use autobiographical experiences to illustrate the emotional stress of cultural
displacement or to reveal memory as an unstable process of endless revision. Dulzaides oscillates between his
American and Cuban identities, and he views his bicultural background as a bridge. He has received prestigious
awards from the Cintas Fellowship, Creative Work Fund, Art Matters, and the Rome Prize among others and his
work has been included in biennials, museums, contemporary galleries and art centers around the world.

I Am Cuba—“Soy Cuba” in Spanish; “Ya Kuba” in Russian—is a Soviet/Cuban film produced in 1964 by director
Mikhail Kalatozov at Mosfilm. The movie was not well received by the Russian or Cuban public and was almost
completely forgotten until its rediscovery thirty years later by American filmmakers. The movie’s acrobatic
tracking shots and idiosyncratic mise-en-scène prompted Hollywood directors like Martin Scorsese to campaign
to restore the movie in the early 1990s. In 2006, Dulzaides traveled to Cuba to remake a small part of the film
which became Scene I Am Cuba, a two-fold narrative in which one story line is based on a real event, and the
other is the process of turning evidence into the theatrical.

Felipe Dulzaides
b.1965, Cuba
Scene I am Cuba (Scene Soy Cuba) (2006)
Single-channel video
8:18 minutes
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Peñuela’s career as an artist has been an unusual one—he is a bit of an outsider, working and creating outside of
the usual parameters of the art world and its market. In fact, it is Peñuela’s son, Federico Herrera, who first drew
attention as an artist. Perhaps unsurprisingly, however, Francisco and Federico share something in their
sensibilities. Like his father, Federico works with segmented abstractions, placing swaths and spans of bold
colors together to create map-like images and pop-colored landscapes. Both artists point, however, to tradition
and heritage in their works that seem to plumb the landscapes of their shared identity.

Francisco Herrero Peñuela uses old forms to make his elaborate, richly textured surfaces. Practicing a form of
marquetry common in 15th century Italy—intarsia—Peñuela pieces together fragments of wood to create
abstract images in warm tones of gold, brown, and black. While original Italian intarsia would have been
representational, embedding landscapes, objects, and narrative scenes directly into walls, Peñuela’s compositions
hedge away from direct representation, with shapes and pattern emerging organically out of his carefully
arranged wooden pieces. Peñuela’s Cubistic compositions might be read as abstracted aerial maps—their
geometric and organic shapes suggesting plots of land, or perhaps some ruin, not quite unearthed.

Francisco Herrero Peñuela
b.1978, Costa Rica
Untitled (2014)
Wood assemblage
62.8H x 32W x 2.5D cm



KADIST

Gabriel Orozco could be described as a traveler-artist, without a fixed studio. His output is not tied to any single
medium, but ranges from sculpture to readymades, assemblages of objects, and observations of movement and
space. The artist uses objects or "poor" situations, found in the everyday landscape, natural or urban. By their
division, their juxtaposition, or collage, inventing semantic or sensitive scenarios, always surprising, sometimes
humorous and sometimes lyrical. Orzoco’s sculptural practice, by extension, is inseparable from his drawings,
photographs, or films, and posits relationships of space while also disrupting our perception of objects. Orozco’s
photography has diverse functions and roles: it serves to document his spontaneous actions, assembled
situations, and ephemeral public sculptures. His photographs respond to the Duchampian concept of the
“Readymade” by exploring how our built environments function as both setting and source for everyday art
objects.

Charco portátil congelado (Frozen Portable Puddle) (1994) is a photographic record of an installation of the same
name that Gabriel Orozco made at Witte de With Center for Contemporary Art in Rotterdam for the group
exhibition WATT (1994). The artist arrived a week prior to the opening with no artwork to install, and created
three spontaneous works from locally sourced materials. This one was made of white plastic record sleeves that
Orozco arranged on the damp roof of the gallery. He left it out overnight, and by morning there was a layer of
ice coating it—a serendipitous frozen portable puddle. The work highlights Orozco’s flexible practice and trust in
chance encounters.

Gabriel Orozco
b.1962, Mexico
Charco portátil congelado (Frozen Portable Puddle)
(1994)
Cibachrome print
16H x 20W inches
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Gabriel Orozco could be described as a traveler-artist, without a fixed studio. His output is not tied to any single
medium, but ranges from sculpture to readymades, assemblages of objects, and observations of movement and
space. The artist uses objects or "poor" situations, found in the everyday landscape, natural or urban. By their
division, their juxtaposition, or collage, inventing semantic or sensitive scenarios, always surprising, sometimes
humorous and sometimes lyrical. Orzoco’s sculptural practice, by extension, is inseparable from his drawings,
photographs, or films, and posits relationships of space while also disrupting our perception of objects. Orozco’s
photography has diverse functions and roles: it serves to document his spontaneous actions, assembled
situations, and ephemeral public sculptures. His photographs respond to the Duchampian concept of the
“Readymade” by exploring how our built environments function as both setting and source for everyday art
objects. Through small and frequently humorous interventions, Orzoco juxtaposes unlike objects together in
order to reactivate seemingly innocuous streetscapes as sites for artistic production.

Darth Vader (2014) makes overt references to pop cultural antecedents, specifically George Lucas’ blockbuster
film Star Wars (1977). The image depicted however seems to have little in common with Lucas’s space epic: the
photograph, instead, shows an umbrella laid upside down on the ground, filled almost to the brim with a tear-
drop shaped pool of water. The highly reflective surface of the water reflects the umbrella’s handle and armature
as well as the trees and cloud-streaked sky overhead. It is not entirely clear why Orzoco chooses to gesture
towards Star Wars here – possibly because the water’s reflective surface echoes the shape and high-polish helmet
of Star Wars’ primary antagonist, Darth Vader. But in documenting a seemingly amusing and interesting
“everyday” phenomena, Orzoco again gestures towards how everyday objects and environments can function as
readymade art works. In this context, the water’s mirrored surface can also be read as a metonym for infinity and
the amorphous possibilities that exist in our every day world. Floating elegantly in the upturned umbrella, the
pool of water becomes a literal site for reflection, turning our perceptions back unto ourselves.

Gabriel Orozco
b.1962, Mexico
Darth Vader (2014)
Pigment print
20H x 16W inches (50.8 x 40.64 cm)
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Gabriel Orozco could be described as a traveler-artist, without a fixed studio. His output is not tied to any single
medium, but ranges from sculpture to readymades, assemblages of objects, and observations of movement and
space. The artist uses objects or "poor" situations, found in the everyday landscape, natural or urban. By their
division, their juxtaposition, or collage, inventing semantic or sensitive scenarios, always surprising, sometimes
humorous and sometimes lyrical. Orzoco’s sculptural practice, by extension, is inseparable from his drawings,
photographs, or films, and posits relationships of space while also disrupting our perception of objects. Orozco’s
photography has diverse functions and roles: it serves to document his spontaneous actions, assembled
situations, and ephemeral public sculptures. His photographs respond to the Duchampian concept of the
“Readymade” by exploring how our built environments function as both setting and source for everyday art
objects.

Gabriel Orozco often documents found situations in the natural or urban landscape. He travels armed with his
camera and insightfully captures scenes of the everyday that other people might ignore. Perro en Tlalpan (Dog in
Tlalpan) (1992) is a photograph of a dog regally perched under an industrial shelter in the borough of Tlalpan in
Mexico City. The shelter’s concrete form seems to reference monuments such as the Mesoamerican pyramids in
Teotihuacan, not far from the city, thereby likening the dog in a humorous way to some kind of posed sacred
creature.

Gabriel Orozco
b.1962, Mexico
Perro en Tlalpan (Dog in Tlalpan) (1992)
Cibachrome print
16H x 20W inches
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Gabriel Orozco could be described as a traveler-artist, without a fixed studio. His output is not tied to any single
medium, but ranges from sculpture to readymades, assemblages of objects, and observations of movement and
space. The artist uses objects or "poor" situations, found in the everyday landscape, natural or urban. By their
division, their juxtaposition, or collage, inventing semantic or sensitive scenarios, always surprising, sometimes
humorous and sometimes lyrical. Orzoco’s sculptural practice, by extension, is inseparable from his drawings,
photographs, or films, and posits relationships of space while also disrupting our perception of objects. Orozco’s
photography has diverse functions and roles: it serves to document his spontaneous actions, assembled
situations, and ephemeral public sculptures. His photographs respond to the Duchampian concept of the
“Readymade” by exploring how our built environments function as both setting and source for everyday art
objects.

Gabriel Orozco
b.1962, Mexico
Secuencia a partir de reticula de grafito y cuerpos
negros (2013)
Tempera, gold leaf and graphite on plaster
Set of 4, 20H x 20W cm each
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Gabriel Orozco could be described as a traveler-artist, without a fixed studio. His output is not tied to any single
medium, but ranges from sculpture to readymades, assemblages of objects, and observations of movement and
space. The artist uses objects or "poor" situations, found in the everyday landscape, natural or urban. By their
division, their juxtaposition, or collage, inventing semantic or sensitive scenarios, always surprising, sometimes
humorous and sometimes lyrical. Orzoco’s sculptural practice, by extension, is inseparable from his drawings,
photographs, or films, and posits relationships of space while also disrupting our perception of objects. Orozco’s
photography has diverse functions and roles: it serves to document his spontaneous actions, assembled
situations, and ephemeral public sculptures. His photographs respond to the Duchampian concept of the
“Readymade” by exploring how our built environments function as both setting and source for everyday art
objects. Through small and frequently humorous interventions, Orzoco juxtaposes unlike objects together in
order to reactivate seemingly innocuous streetscapes as sites for artistic production.

Sock Over Foot (1), for example, depicts a faded softball perched atop the foot of a largely unseen stone statue. The
softball fits almost perfectly on the top of sloped curve where the toes and the foot meet, signaling an amusing
juxtaposition of two objects that seem quite literally out of place and time with one another. There are no context
clues to signal the occasion of the intervention, and the viewer is left to assume that Orzoco placed the softball
there. But the photograph remains deliberately ambiguous, and just as there are no definite signs that Orzoco is
responsible for the intervention documented here, there are no references either in the image or its
accompanying caption to indicate the precise “site” where this photograph took place. In gesturing towards an
almost utopic mode of artistic practice, where place becomes all but irrelevant, Orzoco signals that his work does
not need to be legitimized by a studio but can, quite literally, be activated anywhere and through both found and
everyday objects that fall outside traditional fine arts material.

Gabriel Orozco
b.1962, Mexico
Sock over Foot (1) (1995)
Silver dye bleach print
12 7/16H x 18 5/8W inches
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The work of the Colombian artist Gabriel Sierra operates at the intersection between art and design. His earlier
works took into account functional archetypes and space, leading him to call his sculptures “parafunctional”
objects. These works embody his observations of different aspects of Colombian domestic environments and his
interest in translating vernacular beliefs into conceptually sharp structures that speak to an international
audience. Speaking of his work, the artist says, “For me it is important to understand how concepts that give
origin to the objects evolve, when they change their time, context, and place—how ideas, form and matter are
manipulated and grow old.”

Untitled consists of a small wooden sculpture that leans against a wall. Here, a rectangular piece of wood holds a
folded article from a vintage design magazine whose Italian text states: “Villa per una persona sola. Arquitectura
Pasadena California.” On the flipside of the paper is a feature with different images of paintings and
architecture, including a painting by Piet Mondrian. Sierra extracts and appropriates from this idea and evidence
of modernism as a foreign paradigm exported through the printed media and reconstitutes a new form.

Gabriel Sierra
b.1975, Colombia
Untitled (2010)
Wood, magazine page
2H x 22W x 5D inches (packed)
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Context is everything when it comes to the work of Humberto Diaz. Context in the limitations of technology in
Cuba, context in the construction of an audience that is grounded on the idea of a shared experience, and context
in the daily struggle to find the poetic in the everyday and the quotidian. Out of context they still resonate with
authenticity and a genuine feel for the poetic, video as a tool for formulating quick ideas, observations and
notations within one’s own environment.

The two works in the Kadist collection, Observador Pasivo and 3600 besos por hora by Diaz are culled from a vast
compilation of videos and performances for the camera. These are very successful in transcending the local into
the global and/or universal. Memory, surveillance, and the routine and/or familiar, life in terms of both the
political life and the social collective life shared by the constant reminder of the shut-off island psychological
landscape.

Humberto Díaz
b.1985, Cuba
Observador Pasivo (2009)
Video performance documentation
12:57 minutes
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Context is everything when it comes to the work of Humberto Diaz. Context in the limitations of technology in
Cuba, context in the construction of an audience that is grounded on the idea of a shared experience, and context
in the daily struggle to find the poetic in the everyday and the quotidian. Out of context they still resonate with
authenticity and a genuine feel for the poetic, video as a tool for formulating quick ideas, observations and
notations within one’s own environment.

The two works in the Kadist collection, Observador Pasivo and 3600 besos por hora by Diaz are culled from a vast
compilation of videos and performances for the camera. These are very successful in transcending the local into
the global and/or universal. Memory, surveillance, and the routine and/or familiar, life in terms of both the
political life and the social collective life shared by the constant reminder of the shut-off island psychological
landscape.

Humberto Díaz & Analía Amaya
b.1975 and 1979, Cuba
3600 besos por hora (2002)
Video performance documentation
60 minutes on loop
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For Javier Castro, who was born in the heart of Habana Vieja in 1984, the neighborhood possesses irrefutable
solidity when it comes to focusing his creative intensity. He depicts daily scenes from this area of the city,
studying its tensions as an anthropologist would. His work requires several levels of readings due to their
complexity. Although he works in several media including installations and photography, he has found his best
ally in video because this type of image provides him with the vitality he requires.

Negro sobre Nego (Black on black) and Blanco sobre Blanco (White on White) have a “conversation” between each
other. There’s the racial undertone executed by appropriating the monochrome works of Malevich, addressing
and combining identity politics with formal history. It is important to understand the major influence of
Malevich on the art training in the schools of Art in Cuba and subsequent generations. These works are beautiful,
potent and poetic.

Javier Castro
b.1984, Cuba
Blanco sobre Blanco (White on White) (2014)
Single channel video
45 seconds
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For Javier Castro, who was born in the heart of Habana Vieja in 1984, the neighborhood possesses irrefutable
solidity when it comes to focusing his creative intensity. He depicts daily scenes from this area of the city,
studying its tensions as an anthropologist would. His work requires several levels of readings due to their
complexity. Although he works in several media including installations and photography, he has found his best
ally in video because this type of image provides him with the vitality he requires.

In La Edad de Oro (The Golden Age) several children describe what they want to be when they grow up and what
their best carrier option is in Cuba. Their responses are surprising contrasts to what you would expect from
children. A very pertinent and eerie work about the future of Cuba, La Edad de Oro is a reference to Jose Marti’s
poem (Poet and martyr of the war for independence from Spain) in which there a line “the children are the hope
of the future,” that became a central rally of the Cuban revolution. A work that is, on the one hand very funny,
but it catches the viewer in the realization that it is not funny at all. A simple work that brings home in a very
powerful way the degenerating Cuban society and anxieties about its future.

Javier Castro
b.1984, Cuba
La Edad de Oro (The Golden Age) (2012)
Digital video
1:16 minutes
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For Javier Castro, who was born in the heart of Habana Vieja in 1984, the neighborhood possesses irrefutable
solidity when it comes to focusing his creative intensity. He depicts daily scenes from this area of the city,
studying its tensions as an anthropologist would. His work requires several levels of readings due to their
complexity. Although he works in several media including installations and photography, he has found his best
ally in video because this type of image provides him with the vitality he requires.

Negro sobre Nego (Black on black) and Blanco sobre Blanco (White on White) have a “conversation” between each
other. There’s the racial undertone executed by appropriating the monochrome works of Malevich, addressing
and combining identity politics with formal history. It is important to understand the major influence of
Malevich on the art training in the schools of Art in Cuba and subsequent generations. These works are beautiful,
potent and poetic.

Javier Castro
b.1984, Cuba
Negro sobre Nego (Black on black) (2008)
Single channel video
30 seconds
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Javier M. Rodríguez uses a wide variety of media -sculpture, photography, and interventions- and considers
order as an illusion and the measurable as a fiction in order to question the way the world is understood based
on the construction of limits. His solo shows include: Wide (characters leave the scene), Casa Taller José
Clemente Orozco, Guadalajara (2016); La terquedad de las cosas, Museo Experimental El Eco, México DF (2015)
and Nada más que las horas, Museo de arte de Zapopan (2013).

Javier Rodriguez’s Going Round and Round in a Line ST (12m) is a sculptural composition made of the simplest
materials—a single tape measure and metal rivets. The rivets lock the tape measure in its contorted shape,
bending in angles to create a geometric abstraction. The piece hangs simply from the ceiling, at times rotating
around, its shape changing with our point of view. Leveraging this simple workman’s materials, Rodriguez’s
work transforms the utilitarian object, rendering it simultaneously less useful and more valuable than it had
been.

Javier M. Rodríguez
b.1980, México
Going Round and Round in a Line ST (12m)
(2013)
Tape measure and rivets
Variable dimensions
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Graduated from the Universidad del Cine in Buenos Aires, Jazmín López is a visual artist and filmmaker who
has presented film projects in the 69 Venice Biennale, New Directors New Films at MoMA and Lincoln Center,
Centre George Pompidou, KW institute Berlin among others.

Shot on 35mm in two simply framed shots, Jazmín López’s Juego Vivo captures children at play, mixing
imagination, reality, innocence, and violence. Set within a lush, green forest, we see first several children come
into the frame, walking towards us, as a disembodied voice counts off “Tres...cuatro...cinco…” A game of hide-
and-seek is at hand, and sounds of the girl counting are met with scattering children. In the first shot, while
everyone else disperses, one boy advances steadily toward the camera, holding a scavanged stick in his hands,
wielding it like a gun. He takes aim and makes a shooting noise; then, the camera reverses. The soundtrack
repeats, as the girl, now in the frame, recites her counting. “Tres...cuatro...cinco...seis…” At the sound of the fake
gunshot, a wound appears on the girl’s belly, and she falls, heavily, into the green growth of the forest.

Jazmín López
b.1984, Argentina
Juego Vivo (2008)
Video from 35mm
2 minutes
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Jennifer Allora and Guillermo Calzadilla comprise the artistic duo Allora & Calzadilla. Their work often takes
the form of performances, installations, and sound pieces that refer to sociopolitical phenomena and history.
Forms from these spheres of life—an overturned tank, a treadmill, a piano—are displaced and spliced together in
new configurations, often with performers or viewers engaging with these material segments of the world.

Intermission (Halloween Iraq IV) is a large print that depicts U.S. soldiers in Iraq celebrating Halloween. They ride
donkeys—apparently playing polo—while wearing masks that simultaneously familiarize the soldiers, through
the recognition of a common holiday, and distance them, through the obscuring of their faces. Its means of
reproduction—a woodblock print—further amplifies the distance between the event and its presentation, as well
as the engagement of the artists.

Jennifer Allora & Guillermo Calzadilla
b.1974 & 1971, United States and Cuba
Intermission (Halloween Iraq IV) (2010)
Hand made print from wood template (ink on
muslin)
304.8H x 426.27W cm (120 x 168 inches)
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Jesús Hdez-Güero attended the San Alejandro Academy of Fine Arts, Havana, between 1999 and 2003 and
received his degree in Fine Arts from Instituto Superior de Arte (ISA). Interested in "the capacity of the art to use
and reorganize existing social forms, cultural models that can be infinitely reactualizable,” his work is not limited
to a specific artistic medium, but depends on the idea to develop. His works have been exhibited internationally
at the Concrete Space Project, Miami, USA; the Museum of Contemporary Art of Rome (MACRO), Italy; the
Basque Center for Contemporary Art Artium), Vitoria, Spain (2015); the Morris and Helen Belkin Art Gallery,
Vancouver, Canada; among many others.

Minutos de odio contra sí mismo (Minutes of hate against itself) is a simple and powerful work about the political
situation in Venezuela, replacing the stars on the flag with bullet holes. A meditation on the disillusionment of
the people towards the government and nationalism. The precision of the marksman is impressive, as if
“drawing” or re-making the representation of the symbol within a contemporary reality and climate.

Jesús Hdez-Güero
b.1983, Cuba
Minutos de odio contra sí mismo (Minutes of hate
against itself) (2014-2015)
Video
1:11 minutes
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Johanna Calle’s drawings use pre-existing systems to explore issues of built space, cultural identity, and
language. Her work often departs from common lines of handwriting, altering them with energy and pattern.
The practice of drawing is considered expansively in Calle’s work, as she inserts stitching, metal, and even,
returning to her background as a painter, the covering capacity of paint.

Johanna Calle’s Abece “K” (2011) is part of a series of drawings (compiled into an artist book called Abece) based
on the alphabet. There is a drawing for each letter, in which the letter is repeated over and again in various
directions and scales, thereby demonstrating how a symbol can be reoriented without changing its linguistic
meaning. Here, the letter K is outlined and surrounded by a dense and varied field of other Ks.

Johanna Calle
b.1965, Colombia
Abece “K” (2011)
Limited edition book and print
15H x 11.5W x 2D inches
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Johanna Calle’s drawings use pre-existing systems to explore issues of built space, cultural identity, and
language. Her work often departs from common lines of handwriting, altering them with energy and pattern.
The practice of drawing is considered expansively in Calle’s work, as she inserts stitching, metal, and even,
returning to her background as a painter, the covering capacity of paint.

Calle’s drawings all inhabit received forms but alter them to call attention to specific qualities. A newspaper is
both reproduced and modified to call attention to the newspaper as a means of information transmission. This
also emphasizes the effect of various seemingly unimportant support mechanisms: the role of visual layout and
images. In other drawings Calle explores systems: the unfurling of suburban streets, resembling text and the
veins on a leaf. These congruences point to the unity of Calle’s thematic interests: the circulation of information,
human energies, and lives.

Johanna Calle
b.1965, Colombia
Espinca bifida #3 (2003)
Pen and ink on paper
31.6H x 28.2W cm
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Johanna Calle’s drawings use pre-existing systems to explore issues of built space, cultural identity, and
language. Her work often departs from common lines of handwriting, altering them with energy and pattern.
The practice of drawing is considered expansively in Calle’s work, as she inserts stitching, metal, and even,
returning to her background as a painter, the covering capacity of paint.

Calle’s drawings all inhabit received forms but alter them to call attention to specific qualities. A newspaper is
both reproduced and modified to call attention to the newspaper as a means of information transmission. This
also emphasizes the effect of various seemingly unimportant support mechanisms: the role of visual layout and
images. In other drawings Calle explores systems: the unfurling of suburban streets, resembling text and the
veins on a leaf. These congruences point to the unity of Calle’s thematic interests: the circulation of information,
human energies, and lives.

Johanna Calle
b.1965, Colombia
Laconista7 (2005-2007)
Pen and ink on paper
64H x 72H cm
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Johanna Calle’s drawings use pre-existing systems to explore issues of built space, cultural identity, and
language. Her work often departs from common lines of handwriting, altering them with energy and pattern.
The practice of drawing is considered expansively in Calle’s work, as she inserts stitching, metal, and even,
returning to her background as a painter, the covering capacity of paint.

Calle’s drawings all inhabit received forms but alter them to call attention to specific qualities. A newspaper is
both reproduced and modified to call attention to the newspaper as a means of information transmission. This
also emphasizes the effect of various seemingly unimportant support mechanisms: the role of visual layout and
images. In other drawings Calle explores systems: the unfurling of suburban streets, resembling text and the
veins on a leaf. These congruences point to the unity of Calle’s thematic interests: the circulation of information,
human energies, and lives.

Johanna Calle
b.1965, Colombia
Suburbia 1 (2008)
Pen and ink on paper
45H x 40W cm
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For the past eight years, Jonathan Hernández has been developing the ongoing series Vulnerabilia from an
immense bank of images appropriated from different public media, including photographs from newspapers,
postcards, snapshots, or advertisements. Hernández erases any textual information that points to the image’s
original content and context. He then carefully reworks them into collaged compositions—many of which
revolve around scenes of disaster—whose meaning is intentionally ambiguous, and which become a critical
visual encyclopedia of our contemporary world.

In line with Hernández’s interest in catastrophe, Vulnerabilia (choques) is a collection of images of shipwrecks and
Vulnerabilia (naufragios) collects scenes of car crashes. The artist has said that the appropriation of popular
imagery is a way for him to take pictures without a camera and to register the things that happen in the everyday
as visual essays that evidence the fragility of the world.

Jonathan Hernández
b.1972, Mexico
Vulnerabilia (choques) (2008-2010)
Newspaper cuttings on cardboard
37.4H x 28.23W inches
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For the past eight years, Jonathan Hernández has been developing the ongoing series Vulnerabilia from an
immense bank of images appropriated from different public media, including photographs from newspapers,
postcards, snapshots, or advertisements. Hernández erases any textual information that points to the image’s
original content and context. He then carefully reworks them into collaged compositions—many of which
revolve around scenes of disaster—whose meaning is intentionally ambiguous, and which become a critical
visual encyclopedia of our contemporary world.

In line with Hernández’s interest in catastrophe, Vulnerabilia (choques) is a collection of images of shipwrecks and
Vulnerabilia (naufragios) collects scenes of car crashes. The artist has said that the appropriation of popular
imagery is a way for him to take pictures without a camera and to register the things that happen in the everyday
as visual essays that evidence the fragility of the world.

Jonathan Hernández
b.1972, Mexico
Vulnerabilia (naufragios) (2008-2010)
Newspaper cuttings on cardboard
39.92H x 33.35W inches
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For the past years, Jonathan Hernández has been developing the ongoing series Vulnerabilia from an immense
bank of images appropriated from different public media, including photographs from newspapers, postcards,
snapshots, or advertisements. Hernández erases any textual information that points to the image’s original
content and context. He then carefully reworks them into collaged compositions—many of which revolve around
scenes of disaster—whose meaning is intentionally ambiguous, and which become a critical visual encyclopedia
of our contemporary world.

The artist has said that the appropriation of popular imagery is a way for him to take pictures without a camera
and to register the things that happen in the everyday as visual essays that evidence the fragility of the world.

Jonathan Hernández
b.1972, Mexico
Vulnerabilia (temps mort) (2012-2014)
Collage on paper
91H x 120W x 5D cm (35.83H x 47.24W x 1.97D
inches)
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Jorge de León is a Guatemalan artist whose work and life represents an interesting evolution. Growing up
amongst familial turmoil and violence in the country’s urban core, de León has lived as a bridge between two
worlds—the art world, on the one hand, and the street culture of Guatemala City, on the other. While much has
been said about the artist’s own checkered history (de León has been in and out of jail throughout his life), much
of the art that he makes is positioned against the gang- and drug-fueled violence of his home city and country,
rather than as a glorification of it.

Jorge de León most well-known work was a radical gesture, and one of his earliest artworks: in his 2000
performance, The Circle, de León sewed his own mouth closed as a protest against the silencing of citizens in the
face of social corruption. His Cristal series is more demure, but follows a similar theme. In these works, delicate,
web-like lines emerge against dark backgrounds, creating orbs of negative space, pitch black. These images are
alluring, almost serene, but the reality of them breaks that sense: each of these circular shatters trace out the lines
of a bullet hole, shot through glass.

Jorge de León
b.1976, Guatemala
Cristal #1 (2015)
Galvanized zinc, paint
43 x 33 cm
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Jorge de León is a Guatemalan artist whose work and life represents an interesting evolution. Growing up
amongst familial turmoil and violence in the country’s urban core, de León has lived as a bridge between two
worlds—the art world, on the one hand, and the street culture of Guatemala City, on the other. While much has
been said about the artist’s own checkered history (de León has been in and out of jail throughout his life), much
of the art that he makes is positioned against the gang- and drug-fueled violence of his home city and country,
rather than as a glorification of it.

Jorge de León most well-known work was a radical gesture, and one of his earliest artworks: in his 2000
performance, The Circle, de León sewed his own mouth closed as a protest against the silencing of citizens in the
face of social corruption. His Cristal series is more demure, but follows a similar theme. In these works, delicate,
web-like lines emerge against dark backgrounds, creating orbs of negative space, pitch black. These images are
alluring, almost serene, but the reality of them breaks that sense: each of these circular shatters trace out the lines
of a bullet hole, shot through glass.

Jorge de León
b.1976, Guatemala
Cristal #2 (2015)
Galvanized zinc, paint
43 x 33 cm
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Jorge de León is a Guatemalan artist whose work and life represents an interesting evolution. Growing up
amongst familial turmoil and violence in the country’s urban core, de León has lived as a bridge between two
worlds—the art world, on the one hand, and the street culture of Guatemala City, on the other. While much has
been said about the artist’s own checkered history (de León has been in and out of jail throughout his life), much
of the art that he makes is positioned against the gang- and drug-fueled violence of his home city and country,
rather than as a glorification of it.

Jorge de León most well-known work was a radical gesture, and one of his earliest artworks: in his 2000
performance, The Circle, de León sewed his own mouth closed as a protest against the silencing of citizens in the
face of social corruption. His Cristal series is more demure, but follows a similar theme. In these works, delicate,
web-like lines emerge against dark backgrounds, creating orbs of negative space, pitch black. These images are
alluring, almost serene, but the reality of them breaks that sense: each of these circular shatters trace out the lines
of a bullet hole, shot through glass.

Jorge de León
b.1976, Guatemala
Cristal #3 (2015)
Galvanized zinc, paint
43 x 33 cm
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Jorge de León is a Guatemalan artist whose work and life represents an interesting evolution. Growing up
amongst familial turmoil and violence in the country’s urban core, de León has lived as a bridge between two
worlds—the art world, on the one hand, and the street culture of Guatemala City, on the other. While much has
been said about the artist’s own checkered history (de León has been in and out of jail throughout his life), much
of the art that he makes is positioned against the gang- and drug-fueled violence of his home city and country,
rather than as a glorification of it.

Jorge de León most well-known work was a radical gesture, and one of his earliest artworks: in his 2000
performance, The Circle, de León sewed his own mouth closed as a protest against the silencing of citizens in the
face of social corruption. His Cristal series is more demure, but follows a similar theme. In these works, delicate,
web-like lines emerge against dark backgrounds, creating orbs of negative space, pitch black. These images are
alluring, almost serene, but the reality of them breaks that sense: each of these circular shatters trace out the lines
of a bullet hole, shot through glass.

Jorge de León
b.1976, Guatemala
Cristal #4 (2015)
Galvanized zinc, paint
43 x 33 cm
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José Leonilson created sculptures, paintings, drawings, and delicately sewn assemblages. He was influenced by
fellow Brazilian artists Hélio Oiticica and Lygia Clark, who were also concerned with the unification of body,
mind, and language through sculpture, performance, and painting. Leonilson was influenced as well by his
Brazilian heritage, and the conflict between his Catholic upbringing and his sexuality. Early in his career he made
traditional, non-realistic, colorful, large-scale paintings that depicted everyday objects. Many of these took a
somewhat critical tone that specifically addressed the cultural and societal dilemmas facing Brazil and its
contemporary citizenry. He moved on to making sewn assemblages made out of materials such as buttons,
stones, cloth, canvas, copper wire, and thread. His late works tended to be abstract mixed-media self-portraits
that addressed the destruction of his body by the AIDS virus.

O Africano (1984) is a large acrylic painting on canvas, made early in the artist’s career, and directly references
both Leonilson’s artistic precursors and his desire to imagine and capture what it means to be Brazilian. It is
about the importance for many Brazilians of their African ethnic and cultural heritage.

José Leonilson
b.1957 - 1993, Brazil
O Africano (1984)
Acrylic on canvas
40.5H x 154.5W inches
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Juan Araujo’s works often begin with photographs he takes of a physical site, or with representations in books
and archives, which then become sources for paintings. Since 2004 he has worked frequently with architectural
locations, focusing primarily on private mid-century residences and their surroundings that exemplify Latin
American Modernism. By reproducing fragments from urban images, many of them facades of different types of
architecture, he makes visible a tension between the desire to represent and the manufacture of visual
stereotypes. Through the symbiotic relationship between the paintings and the buildings he appropriates, Araujo
informs the way we think about architecture, and about Modernism more generally. The works can be viewed as
personal reflections, but the opportunity for universal interpretation is equally strong; they are a stunning record
of one artist’s determination to observe and question modern life.

Araujo’s most recent paintings examine Venezuelan and Brazilian modernist architecture and its complex
relationship to certain ideologies and belief systems that deeply marked Latin America’s cultural development.
Like many of Araujo’s works depicting reproductions, Libro Ponti II (Ponti Book II, 2006) is a re-creation of a book
about the Italian architect Giò Ponti. Ponti designed the Villa Planchart, a modernist house in Caracas that, when
built in 1956, reflected the emergence of an increasingly globalized Venezuelan class, in both the cultural and the
economic sense. Araujo’s replica of the book thus refers to the role and visibility of Venezuela in circuits of global
cultural production.

Juan Araujo
b.1971, Venezuela
Libro Ponti II (2006)
Crayon, oil and wax paper on wood
25H x 21W cm
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Juan Araujo’s works often begin with photographs he takes of a physical site, or with representations in books
and archives, which then become sources for paintings. Since 2004 he has worked frequently with architectural
locations, focusing primarily on private mid-century residences and their surroundings that exemplify Latin
American Modernism. By reproducing fragments from urban images, many of them facades of different types of
architecture, he makes visible a tension between the desire to represent and the manufacture of visual
stereotypes. Through the symbiotic relationship between the paintings and the buildings he appropriates, Araujo
informs the way we think about architecture, and about Modernism more generally. The works can be viewed as
personal reflections, but the opportunity for universal interpretation is equally strong; they are a stunning record
of one artist’s determination to observe and question modern life.

Juan Araujo
b.1971, Venezuela
Pavimento exterior Banco Safra (Rooftop Banco
Safra) (2015)
Oil on canvas
30H x 40W cm
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Juan Araujo’s works often begin with photographs he takes of a physical site, or with representations in books
and archives, which then become sources for paintings. Since 2004 he has worked frequently with architectural
locations, focusing primarily on private mid-century residences and their surroundings that exemplify Latin
American Modernism. By reproducing fragments from urban images, many of them facades of different types of
architecture, he makes visible a tension between the desire to represent and the manufacture of visual
stereotypes. Through the symbiotic relationship between the paintings and the buildings he appropriates, Araujo
informs the way we think about architecture, and about Modernism more generally. The works can be viewed as
personal reflections, but the opportunity for universal interpretation is equally strong; they are a stunning record
of one artist’s determination to observe and question modern life.

Residencia Milan 1 is a painting of a house surrounded by lush forest. The image depicted is both photorealistic
and creates the illusion of an unfolded piece of paper, with creases and discolorations. In referring to the
circulation of images, the painting raises questions of a viewer’s relationship to the image of a beautiful house: as
icon, wish, or standard of beauty.

Juan Araujo
b.1971, Venezuela
Residencia Milan 1 (2010)
Oil and pencil on wood
63.5H x 110W cm
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Juan Araujo’s works often begin with photographs he takes of a physical site, or with representations in books
and archives, which then become sources for paintings. Since 2004 he has worked frequently with architectural
locations, focusing primarily on private mid-century residences and their surroundings that exemplify Latin
American Modernism. By reproducing fragments from urban images, many of them facades of different types of
architecture, he makes visible a tension between the desire to represent and the manufacture of visual
stereotypes. Through the symbiotic relationship between the paintings and the buildings he appropriates, Araujo
informs the way we think about architecture, and about Modernism more generally. The works can be viewed as
personal reflections, but the opportunity for universal interpretation is equally strong; they are a stunning record
of one artist’s determination to observe and question modern life.

In Residencias Louveira III, a blue staircase leads us downward around a curving staircase. The angles of the stairs
create a cubistic division along the walls, as the resting point in our vertical descent is swallowed in shades of
blue.

Juan Araujo
b.1971, Venezuela
Residencias Louveira III (2014)
Oil on canvas on MDF
33 1/2H x 19W inches (85 x 48 cm)
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Juan Carlos Alom
b.1964, Cuba
Amantes (Lovers) (2012)
Inkjet print on photographic paper trought
negative
100H x 100W cm
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Laura Huertas Millán was born in Bogota, Colombia, and has been living in France since 2001. Her films and
expanded cinema works consider aesthetics and politics through a range of narratives and formats. In 2009 she
started a series of works around the notion of exoticism, shot between European tropical gardens and the
Colombian Amazon, inspired by the poignant documents tracing the human zoos in France in the early XXth
century, cultural anthropophagy (as expressed by Oswald de Andrade in 1928) and explorer´s journeys accounts
in America. The films of this exoticism series built dialectics between ethnography and colonialism, proposing
hybrid narratives with no hierarchy between genres as science-fiction, surrealism, fantasy and documentary.
Since 2012, Huertas Millán has been engaged in a practise-based PhD film research on “ethnographic fictions”,
developing this paradoxical and ambiguous idea in a new series.

La libertad is a “greca” film, a meander film, with no beginning nor end, weaving together fragments of daily life
at the Navarro´s, counting threads and time, wondering and wandering around words as emancipation, labor,
and freedom (la libertad), the word that most appeared in our conversations. The “greca”, the meander, is the
main symbol weaved in the textiles made by the Navarro sisters, from Santo Tomás Jalieza, México. A
geometrical form of an endless braid of diamonds, the “greca” represents corn, an entity worshiped by the pre-
hispanic civilisations of Mesoamerica. La greca stands for sustenance, but materialises as well the feminine
power of producing abundance and fertility - the textiles displaying this ongoing motives could be read as
invocations for life and growth.

In the Navarro´s textiles, animals, objects and spaces are represented. Their fabrics are made in the backstrap
loom, a prehispanic technique preserved by indigenous women for centuries. Through textiles, women have
built the archives of a parallel history of Mexico´s crosscultural relationships, "mestizaje", colonialism and
modernity. Echoing the politics and ethics represented in the objects they weave, the Navarro have built an
ecological and familiar micro society, longing for independence.

Laura Huertas Millán
b.1983, Colombia
La libertad (2016)
HD video
32 minutes
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Lucas Nazario is a Costa Rican photographer who focuses his lenses on architectural and natural forms as well as
quiet, beautiful portraits of domesticated animals. Producing both commercial and fine art photography, Nazario
reflects beauty, quietness, and grandiosity in his images. In his architectural photographs, Nazario frames
structures through fragments of repeating lines and shapes, ruminating on the organic geometries that build
these stable, towering structures.

His Mascotas series includes photographs of his own dog—an Australian Blue Heeler cattle dog named Caio—as
well as cats and dogs belonging to friends and acquaintances. His alluring portraits portray these pets with
dignity and affection, speaking to the important role that these “mascots” play in the lives of the humans who
raise them.

Lucas Nazario
b.1986, Costa Rica
Untitled (2014)
Digital photography
97.5H x 84.5W x 5D cm
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Born in Costa Rica and living in Germany, artist Lucía Madriz has a global perspective. Her videos, paintings,
and installation works deal with issues of global concern—specifically agriculture, genetically modified crops,
and the sustainability of our shared natural resources. Her interest in these issues has led her, in recent years, to
develop installation projects where images are formed out of careful arrangements of seeds, grains, and dried
beans—crops that sustain life in most of the globe’s cultures, and ones that are heavily implicated in the United
State’s experiments with genetic modification.

In her geometric paintings on wood panel, Madriz employs the Fibonacci numbers to illustrate, in simplified
form, the pattern of natural plant growth—beginning from a single stem, and growing exponentially, rationally,
and efficiently outward from there. Tinting the underlying wood but not covering it, Madriz’s delicate cubes
seem to hover on the surface of the warm wood surfaces, drawing more attention to the grain and its own
natural pattern. Always drawing the attention back to the natural world, Madriz’s multimedia works aim to
reassert the natural, and our own links to it.

Lucia Madriz
b.1973, Costa Rica
Untitled (2014)
Acrylic paint on wood
50.5H x 75W x 2.5D cm
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Brazilian artist Luciano Figueiredo works with color, form, volume, and light in his exquisite wall-bound
compositions. Figueiredo began making paintings in the 1960s, and his origins and his output place him in line
with Brazilian Constructivism, a modernist movement that emphasized geometric forms and rational designs.
Influenced by the Bauhaus and by his Brazilian peers, Figueiredo studied both in his native Brazil and in London
during the 1960s and 70s, taking up subjects including painting, English literature, and art history.

Figueiredo’s succinct forms are rendered in bright hues of yellow, red, green, and blue, with white and black
defining positive and negative spaces within the overall geometry. His Revelos are part painting, part relief, and
part sculpture—they separate from the wall, creating spatial complexities within their bounds, and imply
movement through the simplicity of their shapes. Though based on the shape of a simple square, each Revelo
animates beyond that limitation, the folded and layered canvas sheets, the cuts and slices of contrasting paints
creating movement from stasis. These works recall the in-between geometry of a turning page, evoking
Figueiredo’s obsession with books and newspapers, and recalling the frozen time of a still photographic image.

Luciano Figueiredo
b.1948, Brazil
Relevo (Replacement) (2015)
Acrylic on canvas
40H x 40W x 4D cm
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Luis Garciga’s work and research since 2003 has been a journey attempting to redifine the invariant
anthropologies that appear in less “global” contexts and communities. Art as service and registry, with levels of
excentricism are ideas and approaches that materialize in his videos and installations, mixing direct recording
with fiction; applying often relational esthetics.

In Destinos Posibles Garciga performs a service in Havana, Cuba by offering strangers in the streets a “ride” to
wherever they are going for free, in exchange he demands that the passengers address the question "what do
they want from life?" A poignant video within the context of the limitations the Cubans have in terms of choices,
desires, fantasies, and longing.

Luis Gárciga Romay
b.1971, Cuba
Destinos Posibles (Possible Destinations) (2009)
Video
10:04 minutes
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Marcelo Cidade’s interest in art began on the streets of São Paulo, where political and social problems are played
out visually, with spray paint on concrete surfaces. Cidade began his career as a graffiti artist, and today he
continues to examine the interplay between urbanity, architecture, and power (and, along with these, the
tensions between the modern and the postmodern). By orchestrating interventions in the built environment, he
challenges the limits of the urban form. Following a generation of Brazilian artists who are increasingly
unconvinced by the ideals of modernist architecture, Cidade produces typologies that propose and anticipate a
reordering of the urban aesthetic. His site-specific works engage with sociopolitical and socioeconomic
transformations. Occurring both in the gallery and in the streets, they often blur otherwise-fixed distinctions
between private and public space.

450 Hayes Street (excavation site) by Marcelo Cidade is a large scale photograph documenting the artist’s
excavation of a parking lot located at 450 Hayes Street in San Francisco, a former section of the city’s Central
freeway and current condominium site. The cut shape mirrors the precise shape of the Kadist gallery floor,
where the concrete was relocated as part of his residency exhibition entitled Somewhere, Elsewhere, Anywhere,
Nowhere. Through this concrete graft, Cidade inextricably links the city with artwork. His installation observes
while it also inscribes an entropic building situation within this specific place in the city, and simultaneously, any
place in any city.

Marcelo Cidade
b.1979, Brazil
450 Hayes Street (excavation site) (2014)
Photograph mounted on aluminum
33 x 50 inches
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Marcelo Cidade’s interest in art began on the streets of São Paulo, where political and social problems are played
out visually, with spray paint on concrete surfaces. Cidade began his career as a graffiti artist, and today he
continues to examine the interplay between urbanity, architecture, and power (and, along with these, the
tensions between the modern and the postmodern). By orchestrating interventions in the built environment, he
challenges the limits of the urban form. Following a generation of Brazilian artists who are increasingly
unconvinced by the ideals of modernist architecture, Cidade produces typologies that propose and anticipate a
reordering of the urban aesthetic. His site-specific works engage with sociopolitical and socioeconomic
transformations. Occurring both in the gallery and in the streets, they often blur otherwise-fixed distinctions
between private and public space.

Cidade often deploys detritus from the street—concrete blocks, sections of discarded billboards, plastic bags, old
mattresses, and broken glass are among his typical materials—in the space of the white cube. Or, as in Abuso de
poder (Abuse of Power, 2010), he may work in elegantly crafted in Carrara marble. Originally made for the Carrara
Biennale in 2010, this sculpture re-creates the iconic mousetrap right down to the piece of cheese waiting for an
unsuspecting victim. As the title suggests, the work is an ironic commentary on the traps that are set for us
politically, economically, and socially. It asks how free we really are.

Marcelo Cidade
b.1979, Brazil
Abuso de poder (Abuse of power) (2010)
Iron on marble base
3.14W x 7.48L x 0.6D inches
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Marcelo Cidade’s interest in art began on the streets of São Paulo, where political and social problems are played
out visually, with spray paint on concrete surfaces. Cidade began his career as a graffiti artist, and today he
continues to examine the interplay between urbanity, architecture, and power (and, along with these, the
tensions between the modern and the postmodern). By orchestrating interventions in the built environment, he
challenges the limits of the urban form. Following a generation of Brazilian artists who are increasingly
unconvinced by the ideals of modernist architecture, Cidade produces typologies that propose and anticipate a
reordering of the urban aesthetic. His site-specific works engage with sociopolitical and socioeconomic
transformations. Occurring both in the gallery and in the streets, they often blur otherwise-fixed distinctions
between private and public space.

Often investigating systems of surveillance and control, Cidade is continuously engaged with questions of how
we define and protect our personal spaces, on the one hand, and how these protections are trespassed and
broken down, on the other. Adição por subtração (Addition by Subtraction, 2010) is a beautiful and intimidating
intervention into the white cube. Cidade reinterprets the customary artwork frame by creating the same large
rectangular shape out of shards of glass. This material references the spiked walls that often surround upper-
class homes in Brazil, and it acerbically comments on the notion of creating safety by creating hazards, or
creating community via exclusion. Its sharp, jutting fragments confront rather than contain, inverting the
language of Modernism and the materials of dissent. The use of glass fragments is also reminiscent of Robert
Smithson’s sculpture Map of Glass (Atlantis) (1969), yet the concerns here are very different. The work delineates
an interior space and draws the viewer’s attention through the use of aggressive materials, yet there is empty
space where we would expect an artwork to be. What is added is ultimately subtracted, and both the “artwork”
and the void of the gallery space remain equal.

Marcelo Cidade
b.1979, Brazil
Adição por subtração 4 (Addition by subtraction)
(2010)
Broken glass and plaster
59.06H x 118.11W x 7.87D inches
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Marepe (an acronym for Marcos Reis Peixoto) is from northeastern Brazil, and his sculptures and installations are
steeped in its culture, traditions, festivals; his personal memories associated with his birthplace; and his
interactions with European culture.

Periquitos (Parakeets) (2005) is a cartoon-like giant television with a screen made of four vertical strips of blue,
yellow, green, and red acetate. There is a recurring figure on the screen, which is taken from a photograph of the
artist at age six. The acetate references a practice from Marepe’s region in which owners of black-and-white
televisions attached colored acetate to their screens in order to see images in color.

Marepe
b.1970, Brazil
Periquitos (Parakeets) (2007/2008)
Wood, acrylic, acetate, photography, nylon
and motor
41H x 53.5W x 30D cm



KADIST

The Territory is not for sale is a process of reflection and research with people, thinkers and community leaders
from Usme, a rural part of Bogotá on the tenuous verge of becoming urban. As an art object and installation, it
comprises multiple stacks of paper each containing the decrees of land expropriation from many different
peasant farmers who are being forced to sell their lots of land back to the government.

Usme lies at the southern urban-rural border strategically located next to the Páramo de Sumapaz, an enormous
neo-tropical tundra ecosystem and water reserve. It had remained relatively isolated from the city-proper until
1954 when it became incorporated into Bogotá, triggering a process of residential densification through legal and
illegal urbanization. Usme remains the very last green area for urban expansion.

The farmers do not want to sell because they want to keep their way of living, and even if some would want to
become “urban citizens” they will not able to afford to do so given the absurd price offered for their land. While
the problematic transformation of land from rural to urban, and the multiple forms of displacement lays in those
stacked papers, there is also moments marked where inflicted communities rise above those struggles. To
represent the mobilization of these communities, the artist has excised a section of each decree to plant the local
crop or mineral from the area; as each plants grows from the stacks of paper, the decrees in turn begin to
materially deteriorate.

In appreciating this work, it is helpful to understand the rapid growth and densification of Bogotá over the 20th
century that has produced unequal urban development stamped by social divisions -- the coexistence of informal
and formal modes of survival, illegal and legal access to housing, and the blending of rural and urban lifestyles.
Poor migrant workers fleeing Colombia’s 60-year armed conflict have settled in increasingly dense peripheries of
the country’s capital, such as Ciudad Bolívar and Usme, thus informally extending the breadth of the city
towards its southern borders at a rapid pace of growth. Most of them have purchased illegal plots of land from
swindlers, built their houses by themselves and fought for infrastructure, equipment and services through
political organizing.

María Buenaventura
b.1974, Colombia
El territorio no está en venta (2011-2016)
Sheets of paper, sand, plants, stones
30H x 131W x 140D cm
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Colombian artist Maria Fernanda Plata found herself drawn to fabric as a material with conceptual implications
while on a residency in Vietnam. Interested in the materiality as well as the multiple registers of meaning bound
up in simple form—the way that the term “fabric” is used to described the structure and form of societies,
relationships, cultures, etc.—Plata began to explore her material through a process of deconstruction.

Unraveling, or “unweaving” sections of fabric, Plata arrived at delicate and tenuous-looking forms, both ghostly
and gentle. Her careful meditations in fabric reflect Plata’s ongoing interest in the relationship between people
and their environments, in fragility, systems, and destruction.

Maria Fernanda Plata
b.1978, Colombia
Sin Título (T4) (2015)
Frayed fabric
Variable dimensions
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Mariana Castillo Deball uses installation, sculpture, photography, and drawing to explore the roles objects play
in our understanding of identity and history. The artist’s research expands on the tradition of institutional
critique, focusing on the politics behind the display of archeological and ethnographic objects and the
construction of their reception. Engaging in prolonged periods of research and fieldwork, Castillo Deball takes
on the role of an explorer or archeologist, compiling found materials in ways that reveal new connections and
meanings. Drawing from ethnographic collections, libraries, and historical archives, she focuses on
archaeological objects as a means of understanding how the past is constructed and reconstructed in the present.

Do ut des (2009) is part of an ongoing series of books that Castillo Deball has altered with perforations, starting
from the front page and working inward, forming symmetrical patterns when each spread is opened. The books
belong to O Mundo dos Museus (The World of Museums), a collection conceived by the Brazilian designer
Eugênio Hirsch in the 1970s. More than simply a catalogue of artworks, each offers the reader a promenade
through a different world museum and its functioning, starting with photo reportage of the building, its urban
landscape and architecture, the management and restoration of works, and visitors walking though the galleries.
Collaged images of people alongside artworks indicate the works’ dimensions in relation to the human scale. The
act of drilling into different institutional representations is a direct intervention into history itself, inviting us to
question its representation. The title refers to a Latin phrase that applies to civil law, roughly translating as “I
give that you may give back.” This allusion to a form of exchange, negotiation, and reciprocity applies as much
to the relationship between the artist and the audience as to that between the artist and the object. The
implication that the artist is giving the viewer something so that she will receive something back demands a level
of critical reflection and interaction with the work. With these books, Deball infers that history gives these
representations to us so that we can detour from them.

Mariana Castillo Deball
b.1975, Mexico
Do ut des (I give that you may give back) - Alte
Pinakothek München (2009)
Unique drilled books (from the collection
called “The museums of the world”)
31W x 49H cm
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Mariana Castillo Deball uses installation, sculpture, photography, and drawing to explore the roles objects play
in our understanding of identity and history. The artist’s research expands on the tradition of institutional
critique, focusing on the politics behind the display of archeological and ethnographic objects and the
construction of their reception. Engaging in prolonged periods of research and fieldwork, Castillo Deball takes
on the role of an explorer or archeologist, compiling found materials in ways that reveal new connections and
meanings. Drawing from ethnographic collections, libraries, and historical archives, she focuses on
archaeological objects as a means of understanding how the past is constructed and reconstructed in the present.

Do ut des (2009) is part of an ongoing series of books that Castillo Deball has altered with perforations, starting
from the front page and working inward, forming symmetrical patterns when each spread is opened. The books
belong to O Mundo dos Museus (The World of Museums), a collection conceived by the Brazilian designer
Eugênio Hirsch in the 1970s. More than simply a catalogue of artworks, each offers the reader a promenade
through a different world museum and its functioning, starting with photo reportage of the building, its urban
landscape and architecture, the management and restoration of works, and visitors walking though the galleries.
Collaged images of people alongside artworks indicate the works’ dimensions in relation to the human scale. The
act of drilling into different institutional representations is a direct intervention into history itself, inviting us to
question its representation. The title refers to a Latin phrase that applies to civil law, roughly translating as “I
give that you may give back.” This allusion to a form of exchange, negotiation, and reciprocity applies as much
to the relationship between the artist and the audience as to that between the artist and the object. The
implication that the artist is giving the viewer something so that she will receive something back demands a level
of critical reflection and interaction with the work. With these books, Deball infers that history gives these
representations to us so that we can detour from them.

Mariana Castillo Deball
b.1975, Mexico
Do ut des (I give that you may give back) - Museo e
Gallerie Nazionali di Capodimonte (2009)
Unique drilled books (from the collection
called “The museums of the world”)
31W x 49H cm
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Mariana Castillo Deball uses installation, sculpture, photography, and drawing to explore the roles objects play
in our understanding of identity and history. The artist’s research expands on the tradition of institutional
critique, focusing on the politics behind the display of archeological and ethnographic objects and the
construction of their reception. Engaging in prolonged periods of research and fieldwork, Castillo Deball takes
on the role of an explorer or archeologist, compiling found materials in ways that reveal new connections and
meanings. Drawing from ethnographic collections, libraries, and historical archives, she focuses on
archaeological objects as a means of understanding how the past is constructed and reconstructed in the present.

Do ut des (2009) is part of an ongoing series of books that Castillo Deball has altered with perforations, starting
from the front page and working inward, forming symmetrical patterns when each spread is opened. The books
belong to O Mundo dos Museus (The World of Museums), a collection conceived by the Brazilian designer
Eugênio Hirsch in the 1970s. More than simply a catalogue of artworks, each offers the reader a promenade
through a different world museum and its functioning, starting with photo reportage of the building, its urban
landscape and architecture, the management and restoration of works, and visitors walking though the galleries.
Collaged images of people alongside artworks indicate the works’ dimensions in relation to the human scale. The
act of drilling into different institutional representations is a direct intervention into history itself, inviting us to
question its representation. The title refers to a Latin phrase that applies to civil law, roughly translating as “I
give that you may give back.” This allusion to a form of exchange, negotiation, and reciprocity applies as much
to the relationship between the artist and the audience as to that between the artist and the object. The
implication that the artist is giving the viewer something so that she will receive something back demands a level
of critical reflection and interaction with the work. With these books, Deball infers that history gives these
representations to us so that we can detour from them.

Mariana Castillo Deball
b.1975, Mexico
Do ut des (I give that you may give back) -
National Gallery of London (2009)
Unique drilled books (from the collection
called “The museums of the world”)
31W x 49H cm
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Mariana Castillo Deball uses installation, sculpture, photography, and drawing to explore the roles objects play
in our understanding of identity and history. The artist’s research expands on the tradition of institutional
critique, focusing on the politics behind the display of archeological and ethnographic objects and the
construction of their reception. Engaging in prolonged periods of research and fieldwork, Castillo Deball takes
on the role of an explorer or archeologist, compiling found materials in ways that reveal new connections and
meanings. Drawing from ethnographic collections, libraries, and historical archives, she focuses on
archaeological objects as a means of understanding how the past is constructed and reconstructed in the present.

Do ut des (2009) is part of an ongoing series of books that Castillo Deball has altered with perforations, starting
from the front page and working inward, forming symmetrical patterns when each spread is opened. The books
belong to O Mundo dos Museus (The World of Museums), a collection conceived by the Brazilian designer
Eugênio Hirsch in the 1970s. More than simply a catalogue of artworks, each offers the reader a promenade
through a different world museum and its functioning, starting with photo reportage of the building, its urban
landscape and architecture, the management and restoration of works, and visitors walking though the galleries.
Collaged images of people alongside artworks indicate the works’ dimensions in relation to the human scale. The
act of drilling into different institutional representations is a direct intervention into history itself, inviting us to
question its representation. The title refers to a Latin phrase that applies to civil law, roughly translating as “I
give that you may give back.” This allusion to a form of exchange, negotiation, and reciprocity applies as much
to the relationship between the artist and the audience as to that between the artist and the object. The
implication that the artist is giving the viewer something so that she will receive something back demands a level
of critical reflection and interaction with the work. With these books, Deball infers that history gives these
representations to us so that we can detour from them.

Mariana Castillo Deball
b.1975, Mexico
Do ut des (I give that you may give back) - The
Tate Gallery London (2009)
Unique drilled books (from the collection
called “The museums of the world”)
31W x 49H cm
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Mariana Castillo Deball uses installation, sculpture, photography, and drawing to explore the roles objects play
in our understanding of identity and history. The artist’s research expands on the tradition of institutional
critique, focusing on the politics behind the display of archeological and ethnographic objects and the
construction of their reception. Engaging in prolonged periods of research and fieldwork, Castillo Deball takes
on the role of an explorer or archeologist, compiling found materials in ways that reveal new connections and
meanings. Drawing from ethnographic collections, libraries, and historical archives, she focuses on
archaeological objects as a means of understanding how the past is constructed and reconstructed in the present.

Mariana Castillo Deball’s set of kill hole plates are part of a larger body of work problematizing archeological
narratives, and drawing attention to the conservation process and its role in recreating an imagined object. They
are playful and exaggerated representations of “kill hole pottery” — ceramic dishes in the Mimbres tradition
with distinct circular holes located in the center of the pots. Although very little is known about the Mimbres
culture’s specific beliefs, they are loosely understood to have terminated the object symbolically in preparation
for funerary use. (A common belief is that kill holes served as a conduit to a spiritual world.) When these
ceramics were first discovered, however, there was no scholarly precedent to explain the kill holes or
differentiate them from the more common broken sherds of most ancient ceramics, so as a result hundreds of
these pots were mistakenly repaired. It wasn’t until more kill hole ceramics were unearthed, and sufficient
information was collected, that kill holes were understood as intentional absences, punched into the ceramics as
a significant act of negation. Deball’s foregrounding of these pots in her recent project was meant to heighten the
kind of leaps made around found artifacts through imagined realities, signaling the anxiety of Modernity—the
irretrievable loss of information— and highlight the important work of responsibly decoding the gaps of
information.

Mariana Castillo Deball
b.1975, Mexico
Mimbres pottery kill hole sequence (2016)
Set of 8 kill holes plates and thick rope; low-
fire stoneware with mason stain
Variable dimensions
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Though he often works with paper and traditional techniques such as lithography, Mateo López is interested in
expanding the scope of drawing and frequently operates outside of traditional studio situations to conjure
personal experiences. His early studies in architecture equipped him to consider his medium in terms of time
and space, and in three rather than two dimensions. The portability of López’s methods, along with his personal
approach to collecting information from his personal journeys, has become a trademark of his installations.
Drawings and trompe l’oeil objects, ranging from apples to clothing hangers to doors, extend beyond their
sources of inspiration as sensuous entities, creating their own life in a Proustian narrative.

Mateo Lopez uses paper as a medium to conjure personal experiences. The artist creates drawings and trompe
l’oeil objects, ranging from apples to clothing hangers to doors. These props are part of a performance; he often
sets up his studio in public and uses cues from his own journeys as the inspiration for his work. The objects are
not dull, but sensuous, creating their own life in a Proustian narrative; slices of apple, for instance, have texture
summoning the juiciness of a crisp bite. Lopez carefully creates these phantom objects and imbues them with the
colors of memory. Almohada means “pillow” in Spanish, and this 2011 sculpture is a literal and playful
interpretation. The large pillow made of sheets of paper leans vertically against a wall, and papers printed with
images of feathers spill over the top and cascade onto the floor.

Mateo López
b.1978, Colombia
Almohada (Pillow) (2011)
Lithograph, paper
Variable dimensions
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Though he often works with paper and traditional techniques such as lithography, Mateo López is interested in
expanding the scope of drawing and frequently operates outside of traditional studio situations to conjure
personal experiences. His early studies in architecture equipped him to consider his medium in terms of time
and space, and in three rather than two dimensions. The portability of López’s methods, along with his personal
approach to collecting information from his personal journeys, has become a trademark of his installations.
Drawings and trompe l’oeil objects, ranging from apples to clothing hangers to doors, extend beyond their
sources of inspiration as sensuous entities, creating their own life in a Proustian narrative.

López’s Libro Azul is a z-shaped book, which opens in two directions, the words ayer and mañana (meaning
“yesterday” and “tomorrow”) emblazoned on each outer surface. A simple but poetic gesture, the artist’s Libro
Azul is something of an eternal book, with yesterdays, tomorrows, and todays stretching out endlessly, and the
imagined contents of the book shifting with each rotation of the earth.

Mateo López
b.1978, Colombia
Libro Azul (Ayer-Mañana) [Blue Book (Yesterday-
Tomorrow)] (2011)
Intervened book, paper
7H x 7W x 1.375 inches
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Though he often works with paper and traditional techniques such as lithography, Mateo López is interested in
expanding the scope of drawing and frequently operates outside of traditional studio situations to conjure
personal experiences. His early studies in architecture equipped him to consider his medium in terms of time
and space, and in three rather than two dimensions. The portability of López’s methods, along with his personal
approach to collecting information from his personal journeys, has become a trademark of his installations.
Drawings and trompe l’oeil objects, ranging from apples to clothing hangers to doors, extend beyond their
sources of inspiration as sensuous entities, creating their own life in a Proustian narrative.

With Roca Carbon (Charcoal Rock, 2012) and Roca Grafito (Graphite Rock, 2012), López plays with our relationship to
inert and unremarkable objects such as rocks. Traces of art history reverberate through the sculptures; their
mediums reflect traditional materials for drawing and sketching, and the simplicity of their forms gesture
toward minimalism. But López dislocates these common objects from their ordinary utility by replicating their
component parts in paper, graphite, and charcoal, thus drawing attention to mechanisms of representation and
translation.

Mateo López
b.1978, Colombia
Roca Carbón (2012)
Charcoal on paper, on metal structure
23 3/16H x 14 3/16W x 16 5/16D inches
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Though he often works with paper and traditional techniques such as lithography, Mateo López is interested in
expanding the scope of drawing and frequently operates outside of traditional studio situations to conjure
personal experiences. His early studies in architecture equipped him to consider his medium in terms of time
and space, and in three rather than two dimensions. The portability of López’s methods, along with his personal
approach to collecting information from his personal journeys, has become a trademark of his installations.
Drawings and trompe l’oeil objects, ranging from apples to clothing hangers to doors, extend beyond their
sources of inspiration as sensuous entities, creating their own life in a Proustian narrative.

With Roca Carbon (Charcoal Rock, 2012) and Roca Grafito (Graphite Rock, 2012), López plays with our relationship to
inert and unremarkable objects such as rocks. Traces of art history reverberate through the sculptures; their
mediums reflect traditional materials for drawing and sketching, and the simplicity of their forms gesture
toward minimalism. But López dislocates these common objects from their ordinary utility by replicating their
component parts in paper, graphite, and charcoal, thus drawing attention to mechanisms of representation and
translation.

Mateo López
b.1978, Colombia
Roca Grafito (2012)
Graphite on paper on metal structure
14 1/16H x 11 1/8W x 11 5/16D inches
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Maya Watanabe Landolt
b.1983, Peru
El Contorno (2011)
Three-channel video installation
4:11 minutes
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Michael Linares asks critical questions about the most fundamental forms and concepts of art.  His recent work
has combined physical comedy with formal abstraction, scholarly research and quotidian material culture.
Through staging conceptual acts, often as ruptures of artworld conventions, he slyly invites new ways of seeing
what's been in front of us all along.

This video is the result of two years of research in close conversation with anthropologists and archaeologists.
Unsatisfied with these interactions, Linares eventually enrolled in classes to study archeology, specifically the
history of material artifacts. He became obsessed with the origin of metaphor, and the stick as an ur object. This
project represents an important deepening of his already successful artistic practice, which mixes a painting,
sculpture and conceptual motifs for an eclectic and aleatory kind of thinking.

As early as the Pliocene epoch, the stick as a specific, three-dimensional form has played a vital role in the
technological, social, political, aesthetic, and religious development of humanity and some animal species. The
chimpanzees that poke at the termites, the facial ornamentation of the Yanomami people, the Shulgi of Ur’s
weaponry— as well as the toothpick, knitting needle, and vaulting-pole—all represent a minute slice of the
myriad transfigurations that this form has undergone throughout history. For Linares, the stick serves as
concrete evidence of the neurological evolution of some animals and indicates their ability to create metaphor. It
is an ancient example of the moment when an object, such as a branch or bone, ceases to be what it inherently is
and becomes an instrument with transformed meaning and purpose. As such, Linares considers the stick to be an
archetype of a “thing;” a vessel devoid of connotation that anticipates signification through utility.

Michael Linares
b.1979, Puerto Rico
An Aleatory History of the Stick (2014)
Video, color, sound
53 minutes
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Miguel Angel Ríos studied at the Academy of Fine Arts in Buenos Aires before moving to New York in the
1970’s to escape the military dictatorship in Argentina. He subsequently relocated to Mexico and now divides his
time between New York and Mexico City. In his work, Ríos pairs a rigorous conceptual approach with a
meticulously constructed, handmade aesthetic. Since the 1970’s, he has made work about the concept of the Latin
American, using this idea as both an artistic strategy and a political problem. Over the past two decades, Ríos has
delved into the medium of video to create symbolic narratives about human experience, violence, and mortality.
His videos of spinning tops–trompos–use the childhood game as a backdrop for a meditation on the transience of
life, and the mechanics of power.

For Piedras Blancas, arguably his most ambitious and visually arresting video to date, Miguel made 3,000
“piedras” out of a concrete/stone composite.  The video is shot in arid, mountainous locations in Mexico (his
adopted country) and Argentina (his home country). Over several months, Miguel scouted locations for natural-
worn tributaries where he eventually allowed these balls to then thunder down the mountain. The work is
violent and humorous at once, absurd and impossible (a signature style of Miguel’s). These “piedras” take on an
anthropomorphic quality, as if they were people migrating in mass, akin to a wildebeest crossing in the Masai
mara. They also provide a metaphor for drugs running through one’s veins. It’s an exquisite work, best viewed
in an insulated black box, and has been on view at Arizona State University Museum, Gallery Wendi Norris,
EXPO Chicago’s Black Box Program curated by the Centre Pompidou’s Florence Derieux, at the Palais de Tokyo
and in the Daros Latinamerica Collection.

Miguel Ángel Ríos
b.1943, Argentina
Piedras Blancas (2014)
HD video
4:53 minutes
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Miguel Angel Ríos studied at the Academy of Fine Arts in Buenos Aires before moving to New York in the
1970’s to escape the military dictatorship in Argentina. He subsequently relocated to Mexico and now divides his
time between New York and Mexico City. In his work, Ríos pairs a rigorous conceptual approach with a
meticulously constructed, handmade aesthetic. Since the 1970’s, he has made work about the concept of the Latin
American, using this idea as both an artistic strategy and a political problem. Over the past two decades, Ríos has
delved into the medium of video to create symbolic narratives about human experience, violence, and mortality.
His videos of spinning tops–trompos–use the childhood game as a backdrop for a meditation on the transience of
life, and the mechanics of power.

Miguel Ángel Ríos
b.1943 , Argentina
The Ghost of Modernity Lixiviado (2012)
HD video
5:02 minutes
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For Colombian artist Miguel Ángel Rojas, issues of economic and social inequality in his native country provide
fodder to his artistic practice. Looking at the stark contrasts between the oppulent lifestyles of some and the
meager existences of others in Colombia, Rojas employs a range of heavily loaded materials in creating two-
dimensional works, sculptures, and videos alike.

In his paper-based work, Medellin-New York, Rojas uses coca leaves and dollar bills to spell out the words of the
two cities, tied together through the illicit exchange of materials used to make the word, gesturing towards the
uncomfortable reality of the drug trafficking trade and the complicity of both America and Colombia within that
economic system.

Miguel Ángel Rojas
b.1946, Colombia
Medellín-New York (2011)
Coca leaves and dollar bills cut outs on paper
109W x 70H cm



KADIST

Miguel Calderón is a Mexican artist and writer. He has worked in various media – paint, photography, video
and installation--often engaged with low-brow aesthetics and concerns.

Tropical Vulture is a cross-generational project which highlights the artistic influences between George Kuchar, a
Bay Area legend of independent filmmaking, and Mexican artist Miguel Calderón. Tropical Vulture is an
experimental narrative video, co-directed by both artists, and blends Hollywood glamour and drama with an all-
too-real life approach, which creates and inspires a counterpoint of unattainable desire against unbearable
actuality. The video, shot on location in Acapulco, utilizes a "lo-fi" aesthetic and playful use of nonprofessional
actors. Tropical Vulture is entrenched in corruption, tourism, and post-colonialism and it uses a loose narrative
to create a portrait of a relationship between student and teacher.

Miguel Calderón
b.1967, Mexico
Tropical Vulture (2009)
HD Video
15 minutes
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Milena Bonilla’s discursive practice explores connections among economics, territory, transit, and politics
through everyday interventions. Her drawings, sculptures, installations, videos, texts, public interventions, and
photographs are active investigations into our often-fallible notions of history. The artist’s current practice
involves explorations of knowledge interpreted as a work force, and of nature as an entity colonized by
language, consumed on a massive scale through images. For the last decade or so, Bonilla’s work has specifically
explored the dichotomy of the Aristotelian categories of physis (nature) and logos (reason). The artist’s impulse
to exert control over this relationship results in political armatures that ultimately seek to limit interactions
between living systems, and to confront our biases regarding the relationships between thought and action.

Manifesting as a direct intervention into Karl Marx’s gravesite, Stone Deaf (2009) traces the history of the grave
itself rather than the individual buried there. For the project, Bonilla traveled to Highgate Cemetery in London
and found a plaque stating that Marx’s remains had been moved, as the result of a petition made by the British
Communist Party, from their original burial site to the main avenue of the same cemetery in 1954. In 1956, a four-
yard-high bust of Marx was unveiled at the new site. The original gravesite can still be identified among the
weeds, with its broken stone marker announcing to visitors that Marx is not buried there any more. For Stone
Deaf, the artist decided to highlight the original plaque rather than the more elaborate, current one. Her rubbing
celebrates an anti-monument, so to speak, calling into question Marx’s life and legacy. In addition to the rubbing,
the installation also includes a video showing ants, wasps, and a snail crawling along the cracks of the stone,
obscuring the history of Marx’s burial.

Milena Bonilla
b.1975, Colombia
Stone Deaf (2009)
Graphite on paper (rubbing)
63H x 39.37W inches
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Milena Bonilla’s discursive practice explores connections among economics, territory, transit, and politics
through everyday interventions. Her drawings, sculptures, installations, videos, texts, public interventions, and
photographs are active investigations into our often-fallible notions of history. The artist’s current practice
involves explorations of knowledge interpreted as a work force, and of nature as an entity colonized by
language, consumed on a massive scale through images. For the last decade or so, Bonilla’s work has specifically
explored the dichotomy of the Aristotelian categories of physis (nature) and logos (reason). The artist’s impulse
to exert control over this relationship results in political armatures that ultimately seek to limit interactions
between living systems, and to confront our biases regarding the relationships between thought and action.

Manifesting as a direct intervention into Karl Marx’s gravesite, Stone Deaf (2009) traces the history of the grave
itself rather than the individual buried there. For the project, Bonilla traveled to Highgate Cemetery in London
and found a plaque stating that Marx’s remains had been moved, as the result of a petition made by the British
Communist Party, from their original burial site to the main avenue of the same cemetery in 1954. In 1956, a four-
yard-high bust of Marx was unveiled at the new site. The original gravesite can still be identified among the
weeds, with its broken stone marker announcing to visitors that Marx is not buried there any more. For Stone
Deaf, the artist decided to highlight the original plaque rather than the more elaborate, current one. Her rubbing
celebrates an anti-monument, so to speak, calling into question Marx’s life and legacy. In addition to the rubbing,
the installation also includes a video showing ants, wasps, and a snail crawling along the cracks of the stone,
obscuring the history of Marx’s burial.

Milena Bonilla
b.1975, Colombia
Stone Deaf (2009)
HD video
5 minutes loop
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Costa Rica-based artist Mimian Hsu works with photography, documents, typography, and objects to construct
site-specific installations, performances, and projects that explore intersecting cultural identities. As the daughter
of Taiwanese immigrants who grew up in Latin America, Hsu has long been interested in hybridized identities
and histories. Drawing on her own autobiography and the historical shifts and migrations between Asia and
Latin America, Hsu draws upon photographs, archives, architectures, and typography to create site-specific
interventions, installations, and performances that speak to this duality of culture, assimilation, and erasure.

In Hsu’s work, Colonia China (2014), the artist documents a Chinese cemetery of Costa Rica’s Limón Province,
along the country’s Caribbean coast. Serving as the final resting place for Chinese migrants who came to Coast
Rica during the late nineteenth century as indentured laborers working to construct the Transatlantic Railroad,
the Colonia China speaks to a long but divided history. Hsu’s photographs of the burial ground also echo her
interest in typography, with blocky black lettering and painted Chinese characters marking the cemetery as a
space belonging to two different worlds.

Mimian Hsu
b.1980, Costa Rica
Colonia China (2014)
Digital photography
49H x 67.5W x 3.5D cm
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Minerva Cuevas’s socially engaged practice encompasses a range of strategies and mediums, including film,
installation, performance, and site-specific public intervention. Cuevas aims to provide insight into the complex
economic and political structures of the social realm, offering playful possibilities for their subversion. Often
manifesting as small but poignant interruptions into the everyday realm, Cuevas’s modest acts infiltrate and
disrupt economic and social systems, drawing attention to the aesthetics of popular imagery such as corporate
branding, political symbols and slogans, and even comic books.

During her research on primitive currencies and cultural cannibalism, Cuevas came across the Donald Duck
comic book issue “The Stone Money Mystery,” where Donald goes on a quest to find missing museum objects.
Cuevas’s America (2006) is a wall painting of a comic Donald Duck wallowing in a heap of gold coins, alluding to
Mexico’s postrevolutionary mural tradition. The mural’s background is one of the earliest illustrations of flora
and fauna in the American continent, juxtaposed with a reference to America as having bountiful natural
resources available to be exploited, and the historical use of comics as ideological tools. The piece also recalls the
politics of the Mexican muralists Diego Rivera, David Alfaro Siqueiros, and José Clemente Orozco filtered
through contemporary narratives of identity, otherness, and power. Driven first by multiculturalism in the
United States, then by globalization worldwide, this Disney reference also refers to the notorious book How to
Read Donald Duck: Imperialist Ideology in the Disney Comic, originally published during the Chilean revolution as
Para Leer al Pato Donald before it was banned and burned. Writing from exile in 1975, the authors signed the
preface to the English edition as follows: “Mr. Disney, we are returning your Duck. Feathers plucked and well-
roasted. Look inside, you can see the handwriting on the wall, our hands still writing on the wall: Donald, Go
Home!”

Minerva Cuevas
b.1975, Mexico
America (2006)
Acrylic paint on wall
400 x 300 x 14 cm
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Nicolás Bacal plays the part of an amateur scientist, recording rhythms and planetary paths through mystifying
accumulations of everyday materials. He is particularly interested in astronomy, theories of relativity, and the
collapse of space and time. Frequently using readymade materials, in particular low-tech iconography, Bacal
imbues his work with a sense of immediate familiarity and nostalgia. The artist often employs and alters clocks
and other measuring devices in his work, using them as metaphors for human relationships.

Nicolás Bacal uses everyday materials to evoke systems in his sculptures and installations. He often employs and
alters clocks, using them as metaphors for human relationships. Light Years (2008) uses measuring tapes to
gesture toward a cosmic idea. The piece consists of twelve measuring tapes of different lengths, radiating out
from a central mounting point on the wall. The work is at once a literal reference to the hands on a clock, a solar
flare, and progressive durations of time. The length of each tape increases as the eye moves clockwise around the
circle, with 10 centimeters representing one o’clock and 120 centimeters standing for noon or midnight. The piece
also references art historical works such as Marcel Duchamp’s painting Network of Stoppages (1914). But unlike in
Duchamp’s work, there are no “stoppages” here; rather, time is presented as a linear flow.

Nicolás Bacal
b.1985, Argentina
Light years (2008)
Measuring tape, screws, glue
Approximately 78.75H x 55.12W inches
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Nicolás Consuegra explores the contradictions of modern visual culture through his photographs, sculptures,
paintings, and installations. Much of his work deals with subtle differences between one thing and another,
whether they are visual differences or semiotic shifts. He creates visual games specifically intended to engage
with Modernism’s crisply defined aesthetics. Consuegra’s shrewd alterations expose the superficiality of our
shared understanding of the mid-twentieth century, calling into question our perception of reality and
temporality.

Consuegra’s Colombia is a mirror made in the shape of the artist’s home country—a silhouette that has an
important resonance for the artist. Consuegra’s mirrored Colombia is similar to an earlier version, made to be
show opposite a mirror of the United States. Whether reflecting his two homes within one another (Consuegra
studied in the US and has made several works about this experience of living in exile from his homeland), or
simply reflecting its surroundings, Colombia is a simple yet evocative work about the identity of a nation, and
the things that we project—really and metaphorically—onto its form.

Nicolás Consuegra
b.1976, Colombia
Colombia (2014)
Crystal mirror
50H x 35W cm
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Nicolás Consuegra explores the contradictions of modern visual culture through his photographs, sculptures,
paintings, and installations. Much of his work deals with subtle differences between one thing and another,
whether they are visual differences or semiotic shifts. He creates visual games specifically intended to engage
with Modernism’s crisply defined aesthetics. Consuegra’s shrewd alterations expose the superficiality of our
shared understanding of the mid-twentieth century, calling into question our perception of reality and
temporality.

In his project Instituto de visión (Vision Institute, 2008), consisting of a total of twelve giclée prints, Consuegra
explores how Modernism gave rise to many new technological forms of vision, most notably the camera, and
also resulted in the disappearance of outmoded forms of vision. As a metaphor for this process, he looks to the
afterlife of the image as evidenced in signs. When a company goes out of business or moves, its sign often lingers
and slowly fades, leaving a ghosted image. Through this exploration of the relics of visual experience, he
questions what gains and losses came out of the charged moments that brought these signs into being.

Nicolás Consuegra
b.1976, Colombia
Instituto de visión (Vision Institute) (2008)
12 giclee prints on archival paper
18.9H x 28.34W inches
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Nicolás Consuegra explores the contradictions of modern visual culture through his photographs, sculptures,
paintings, and installations. Much of his work deals with subtle differences between one thing and another,
whether they are visual differences or semiotic shifts. He creates visual games specifically intended to engage
with Modernism’s crisply defined aesthetics. Consuegra’s shrewd alterations expose the superficiality of our
shared understanding of the mid-twentieth century, calling into question our perception of reality and
temporality.

A residency program in the blazing hot city of Honda, Colombia, inspired artist Nicolás Consuegra to consider
the difficulty in understanding the needs of a distant community. An important town during the colonial era as
the main port on the Magdalena River, Honda is presently rife with poverty, unemployment, and environmental
deterioration. Here he produced the work Nadie sabe de la sed con que otro bebe (No one knows the thirst with which
another drinks), a variable arrangement of cut glasses in front of a mirror so that they appear whole. The title, a
popular euphemism taken literally, affirms the impossibility of knowing another person’s experience. In a mirror
reflection the glasses appear to be complete, manifesting an innate human paradox: a reflection of unity, but only
as reversed projection or doubling.

Nicolás Consuegra
b.1976, Colombia
Nadie sabe con la sed que otro bebe (2012)
Glasses and mirror
Dimensions variable
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Through a variety of media (video, drawing, sculpture and installations), Nicolás Grum explores with a touch of
sarcasm and humor, the dominant discourses coming from different circles of power — politics, history,
economy and art — constantly putting into question the idea of authority and "truth".

El gran pacto de Chile (The Great Pact) and La balserita de Puerto Gala (The Raft) were part of the “Museo Futuro”, an
exhibition in which the artist presented nine miniature dioramas staging fragments of Chile’s history, from its
colonial invasions to the present. Through the episodes he chose to depict, the artist focused on historical
narratives, the way the story is told, and the supposed irrefutability of historical facts.

Museo Futuro (“Future Museum”) stands within a tradition of artists who re-read history and offer their
interpretation of it through the distopic lens of the museum display. "Future Museum is the vision of a fuzzy
present seen from the distance of an impossible place," says the artist. Playing with the way the mass media have
represented certain of these events that compose Chilean history, and how this has engraved collective memory,
the artist sets an ambiguous light of these “official” narratives, ranging from natural disasters, the decadence of
art, politics, deceit and forgetfulness.

The use of an old fashioned media, miniature maquettes, evokes obsolete museology in an age where realistic
images are omnipresent. It questions the format of representation, the museification of the present and the
impact these events have on popular culture.

Nicolás Grum
b.1977, Chile
El gran pacto de Chile (The Great Pact) (2014)
Mixed media (sculpture in glass vitrine)
55 x 56 x 56 cm; vitrine 56 x 56 x 56 cm
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Through a variety of media (video, drawing, sculpture and installations), Nicolás Grum explores with a touch of
sarcasm and humor, the dominant discourses coming from different circles of power — politics, history,
economy and art — constantly putting into question the idea of authority and "truth".

El gran pacto de Chile (The Great Pact) and La balserita de Puerto Gala (The Raft) were part of the “Museo
Futuro”, an exhibition in which the artist presented nine miniature dioramas staging fragments of Chile’s
history, from its colonial invasions to the present. Through the episodes he chose to depict, the artist focused on
historical narratives, the way the story is told, and the supposed irrefutability of historical facts.

Museo Futuro (“Future Museum”) stands within a tradition of artists who re-read history and offer their
interpretation of it through the distopic lens of the museum display. "Future Museum is the vision of a fuzzy
present seen from the distance of an impossible place," says the artist. Playing with the way the mass media have
represented certain of these events that compose Chilean history, and how this has engraved collective memory,
the artist sets an ambiguous light of these “official” narratives, ranging from natural disasters, the decadence of
art, politics, deceit and forgetfulness.

The use of an old fashioned media, miniature maquettes, evokes obsolete museology in an age where realistic
images are omnipresent. It questions the format of representation, the museification of the present and the
impact these events have on popular culture.

Nicolás Grum
b.1977, Chile
La balserita de Puerto Gala (The Raft) (2014)
Mixed media (sculpture in glass vitrine)
40 x 54 x 54 cm; vitrine 43 x 59 x 59 cm
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Nicolás Paris was trained as both an architect and an educator. He worked as an elementary school teacher
before deciding to become an artist, and his work often reflects this dual background, ranging as it does from
workshops, dialogues, and exchanges to environments, drawings, and sculpture. He is interested in spaces that
foster dialogue, and his works often require activation by audiences, combining architectural structures, text-
based assignments or activities, and accumulations of objects that can somehow be used.

Metaphors of the presence or conversations at the speed of light (2011–12) is a sculpture of lightbulbs that the artist
altered. In the first instance, the filament itself has been removed and replaced with three overlapping circles of
paper. The circles represent a Venn diagram color chart, a common teaching tool that shows how the primary
colors can be combined to yield the rest of the spectrum. Much like Amalia Pica’s Memorial for intersections #2,
Paris celebrates and liberates the subversive potential behind this geometric symbol. The artwork occurs as an
intervention into the physical space of the gallery, with certain functioning lightbulbs interspersed with the
altered lights, and affixed to motion sensors that require visitor’s movement to activate the installation. Paris
reveals in this delicate sculpture the powerful potential for a rainbow of possibility.

Nicolás Paris
b.1977, Colombia
Metaphors of the presence or conversations at the
speed of light (2011-2012)
22 light bulbs with drawings
Dimensions variable
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Óscar Muñoz is regarded as one of Colombia’s most important artists, recognized for creating an outstanding
body of work over the past three decades in a country troubled by civil war and drug-related violence. He is also
the cofounder of Lugar a Dudas (Room for Doubt), a vital art space for activating critical thinking and providing
cultural exchange in Cali, Colombia. He is not formally trained in photography, but likes the medium for its
capacity to illustrate the transformations of unstable materials such as charcoal, sugar, coffee, and breath. Muñoz
is concerned with presence and absence, forgetting and remembering, and acts of engraving and impression. The
physicality of the impression is a metaphor for the moment when a memory becomes fixed in the mind.
Produced in the context of Colombia, in a culture of disappearance, his work is a profound metaphor for the
human experience of life and death.

In Ante la imagen (Before the Image) Muñoz continues to explore the power of a photograph to live up to the
memory of a specific person. Since a photograph is fixed, it cannot encapsulate the spirit of someone who is
gone. Muñoz etched onto the surface of a mirror an appropriated historical image, a daguerreotype from 1839.
The viewer sees themselves as well as the subject, the chemist Robert Cornelius. The image is always changing,
decaying, in a metaphor for life.

Oscar Muñoz
b.1951, Colombia
Ante la imagen (Before the Image) (2009)
Engraving on mirror
15.24H x 10.8W cm each
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Through his works in sculpture, installation, photography, and mixed media, Pablo Accinelli aims to investigate
modernity by questioning the individual’s mental and physical relationship to constructed space. Interpolating
new possibilities at the junctures of what is already known, Accinelli creates and mines systems of
understanding using repetition, language, and scale. His drawings and sculptures are concrete embodiments of a
poetic moment of realization, a perfect convergence of language with the opening up of perception. With the
language and tools of geometry, the artist explores the dichotomy between order and chaos, the external and the
internal, present and past, the literal and the metaphorical.

Onde quer voce esteja (Wherever You May Be, 2011) consists of a set of rolled paper tubes that spell out the words of
the title. Installed as a mock cityscape, they evoke the city twice over, first through their physical reference to an
urban skyline, and then again through the angularity of Brazilian pixação, a kind of lettering that is strongly
associated with the graffitied streets of São Paulo. The work is about the relationship between objects as
metaphors of their own materiality and objects as tools for conveying ideas. Although each cylindrical form
displays only one character, a scroll of paper within contains the entire phrase spelled out. The words, while
legible, seem like fragmented lines and shapes—almost but not quite a deconstruction of the text. These rolled
pillars thus form a kind of linguistic machine that contains all possibilities and potentialities of the given
utterance. The system both is what it represents and contains what it represents, thereby communicating an
enigmatic message: wherever you may be, this is what you are.

Pablo Accinelli
b.1983, Argentina
Onde quer que voce esteja (Wherever You May Be)
(2011)
Marker on paper
156H x 320W cm
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Pablo Rasgado’s paintings and installations serve as a visual record of contemporary urban human behavior.
Rasgado wanders through the urban landscape in Mexico City and other major cities, looking for moments of
intrigue in the dirt and debris. He captures these details by extracting materials from the sites and deploying
them in the gallery. Raw materials thus become abstract paintings, which are both actively engaged with the site
of their origin and politically and socially charged. Rasgado is profoundly interested in investigating the past,
and how materials serve as evidence of the passage of time. For example, his Unfolded Architecture (2011) series is
made from recuperated fragments of drywall that the artist selected from various art venues, reconfiguring them
to form flat rectangular compositions that resemble—and indeed become—abstract paintings.

Avenida Corona del Rosal #1, #2, and #3 (2011) are sections of wall extracted from the Mexico City street named in
the title. The wall has been “painted” with an accumulation of by-products of automobiles—diesel soot, dirt, tire
and brake particles—to create an ironically poetic and beautiful portrait of the pollution that ravishes this street.
In the layers of accumulated detritus, Rasgado sees the history of that avenue and, ultimately, a document of
contemporary urban life. Using the strappo technique, a process developed during the Renaissance to move a
fresco from one location to another, he extracted the top layers of the wall and applied them to a canvas backing.
This process of dislocation creates a tension between realism and abstraction: the works have the appearance of
abstract paintings, yet they present something real, but nonrepresentational, and not even artistic until the artist
deemed them readymades. Rasgado’s work takes the idea of painting back to its basics (paint on a surface) while
still pushing it to its limit by removing all traces of his hand and intentionality (at least in the traditional sense)
from the process.

Pablo Rasgado
b.1984, Mexico
Avenida Corona del Rosal  (2011)
Diesel soot, polycyclic aromatic hydrocarbons,
tire and brake wear particles and dirt on
canvas
47H x 111W inches each
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Paloma Bosquê
b.1982, Brazil
Ritmo para 2 (2013)
Lurex threads on wood frame
22H x 22W x 5 cm
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Paloma Bosquê
b.1982, Brazil
Ritmo para 2  (2013)
Lurex threads on wood frame
26H x 26,5W x 4,5 cm
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Paloma Bosquê
b.1982, Brazil
Ritmo para 2  (2013)
Lurex threads on wood frame
26,5H x 24W x 5 cm
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Paloma Bosquê
b.1982, Brazil
Ritmo para 2  (2013)
Lurex threads on wood frame
36H x 18W x 2,5 cm
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Paloma Bosquê
b.1982, Brazil
Ritmo para 2  (2013)
Lurex threads on wood frame
26,5H x 26W x 3,5 cm
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Pedro Reyes’s works traverse the worlds of art, film, architecture, design, social criticism, and pedagogy.
Educated as an architect, Reyes draws on this training to engage with utopian aspirations and the ongoing legacy
of Modernism, often focusing on issues of scale and space while questioning pressing social issues through the
incitement of individual or collective interaction. Although only a few of his works are directly located within
the practice of building, almost all involve some kind of construction, whether they are objects, models, interiors,
or social spaces. Reyes also makes use of strategies developed for communication or education, as well as
everyday humor, to engage his audiences. Many of his works either allow large-scale public engagement or
suggest a possible use: weapons turned to shovels, multilevel parks in old modernist buildings, and small
spherical rooms. Like many avant-garde thinkers of the past, Reyes constructs new forms of architecture
necessary for new ways of life.

Reyes’ Karl Marx and Adam Smith are puppets that were made for the artist’s imaginary conversation-turned-
video-series, Baby Marx. Produced as part of a project with the Walker Art Center, Baby Marx staged
conversations between socialist theorist Karl Marx and the capitalist economist Adam Smith. Creating puppet
versions of these two historical figures, Reyes explores issues inherent in capitalism through two opposing
ideologies.

Pedro Reyes
b.1972, Mexico
Adam Smith (2008)
Wood, paper, fabric and mechanical
components
42H x 18W x 15D cm
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Pedro Reyes’s works traverse the worlds of art, film, architecture, design, social criticism, and pedagogy.
Educated as an architect, Reyes draws on this training to engage with utopian aspirations and the ongoing legacy
of Modernism, often focusing on issues of scale and space while questioning pressing social issues through the
incitement of individual or collective interaction. Although only a few of his works are directly located within
the practice of building, almost all involve some kind of construction, whether they are objects, models, interiors,
or social spaces. Reyes also makes use of strategies developed for communication or education, as well as
everyday humor, to engage his audiences. Many of his works either allow large-scale public engagement or
suggest a possible use: weapons turned to shovels, multilevel parks in old modernist buildings, and small
spherical rooms. Like many avant-garde thinkers of the past, Reyes constructs new forms of architecture
necessary for new ways of life.

Reyes’ Karl Marx and Adam Smith are puppets that were made for the artist’s imaginary conversation-turned-
video-series, Baby Marx. Produced as part of a project with the Walker Art Center, Baby Marx staged
conversations between socialist theorist Karl Marx and the capitalist economist Adam Smith. Creating puppet
versions of these two historical figures, Reyes explores issues inherent in capitalism through two opposing
ideologies.

Pedro Reyes
b.1972, Mexico
Karl Marx (2008)
Wood, paper, fabric and mechanical
components
47H x 17W x 17D cm
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Pedro Reyes’s works traverse the worlds of art, film, architecture, design, social criticism, and pedagogy.
Educated as an architect, Reyes draws on this training to engage with utopian aspirations and the ongoing legacy
of Modernism, often focusing on issues of scale and space while questioning pressing social issues through the
incitement of individual or collective interaction. Although only a few of his works are directly located within
the practice of building, almost all involve some kind of construction, whether they are objects, models, interiors,
or social spaces. Reyes also makes use of strategies developed for communication or education, as well as
everyday humor, to engage his audiences. Many of his works either allow large-scale public engagement or
suggest a possible use: weapons turned to shovels, multilevel parks in old modernist buildings, and small
spherical rooms. Like many avant-garde thinkers of the past, Reyes constructs new forms of architecture
necessary for new ways of life.

Los Mutantes (Mutants, 2012) is composed of 170 plates that combine characters from ancient and modern
mythologies. As in a periodic table, animals and objects are combined with humans (male or female), providing a
rational framework for the irrational products of human imagination. A Cartesian matrix such as this must
follow certain rules. All figures are half-human, half-something. Animal/cartoon characters that speak, such as
Fritz the Cat or Donald Duck, are excluded, as well as oddities and chimeras without recognizable human
features. Their arrangement results in combinations such as fish plus woman equals mermaid; bull plus man
equals minotaur, and so on. The juxtapositions cross figures from pop culture with those from ancient myths,
encouraging us to notice similarities between religious icons and comic-book characters. All of these “mutants”
reveal something about our desire to extract qualities of animals or objects and empower ourselves with them.
Mythologies are a reflection of the paradigms of their time, and this kind of periodic table presents a rational
framework to categorize irrational products of the imagination.

Pedro Reyes
b.1972, Mexico
Los Mutantes (2012)
Pencil on printed paper
170 frames, each 9.53 x 3.07 x 1.18 inches
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Pedro Reyes’s works traverse the worlds of art, film, architecture, design, social criticism, and pedagogy.
Educated as an architect, Reyes draws on this training to engage with utopian aspirations and the ongoing legacy
of Modernism, often focusing on issues of scale and space while questioning pressing social issues through the
incitement of individual or collective interaction. Although only a few of his works are directly located within
the practice of building, almost all involve some kind of construction, whether they are objects, models, interiors,
or social spaces. Reyes also makes use of strategies developed for communication or education, as well as
everyday humor, to engage his audiences. Many of his works either allow large-scale public engagement or
suggest a possible use: weapons turned to shovels, multilevel parks in old modernist buildings, and small
spherical rooms. Like many avant-garde thinkers of the past, Reyes constructs new forms of architecture
necessary for new ways of life.

His 2013 collage, Machine Music (Embroidered Tank I), aligns with several of the artist’s other projects, like Imagine
and Machine Music, that take seized and discarded weapons and turn them into playable and programmable
musical instruments. Reyes’ colorful (and theoretical) transformation of the military tank in Embroidered Tank I
acts under the same impulse: to take a machine of destruction and turn it into a tool of beauty, creativity, and
levity.

Pedro Reyes
b.1972, Mexico
Machine Music (Embroidered Tank I)  (2013)
Photographic print on canvas, embroidery and
collage
103.5H x 80W cm
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Pedro Reyes’s works traverse the worlds of art, film, architecture, design, social criticism, and pedagogy.
Educated as an architect, Reyes draws on this training to engage with utopian aspirations and the ongoing legacy
of Modernism, often focusing on issues of scale and space while questioning pressing social issues through the
incitement of individual or collective interaction. Although only a few of his works are directly located within
the practice of building, almost all involve some kind of construction, whether they are objects, models, interiors,
or social spaces. Reyes also makes use of strategies developed for communication or education, as well as
everyday humor, to engage his audiences. Many of his works either allow large-scale public engagement or
suggest a possible use: weapons turned to shovels, multilevel parks in old modernist buildings, and small
spherical rooms. Like many avant-garde thinkers of the past, Reyes constructs new forms of architecture
necessary for new ways of life.

In Reyes’s words, “We should be able to extract the technological nutrients before we excrete our waste. There is
a missing organ in our social metabolism which would work as a stomach or intestines. The Recyclone is a device
made of plastic containers that fit into each other. (The plastic boxes are the equivalent to the ‘vellum,’ which are
the tiny hairs that stick out from the intestinal wall to absorb nutrients). The permutation of this plastic bins
could be customized to satisfy anyone’s recycling needs.” This work offers the possibility of a more visually
appealing and adaptable recycling mechanism, assisting in the conscientious extraction of reusable material from
industrial products.

Pedro Reyes
b.1972, Mexico
Study for a Recycling Device (2005)
Ink on paper
11.8Hx 31.5W x 7D inches
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Through her installations and performance-based work, Pia Camil demonstrates a keen interest in failure. She
often explores urban ruins—decay associated with the Mexican urban landscape, and specifically traces of
modernist culture and art history that have been left behind. By incorporating appropriation and performance
methods, Camil enacts a critical questioning of previously identified discourses, deconstructing preestablished
references in order to generate a sense of estrangement in which she can explore the political connotations of the
use of space.

Camil has made numerous paintings and photographs of halted projects along Mexico’s highways (she calls
them “highway follies”), and of abandoned billboards that look like theater curtains dramatizing failed capitalist
strategies. (Espectacular, the colloquial Spanish term for “billboard,” also translates more literally as “spectacle,”
and of course recalls Guy Debord’s famous 1967 book The Society of the Spectacle.) In Mexico, the urban landscape
has been taken over by billboards; they are totally integrated into the landscape. With overuse and reuse, they
get scrapped, reshuffled, and recycled. In Espectacular (cortina) (Spectacular [Curtain], 2012), Camil abstracts such
billboards into a multicolored fabric curtain to probe the multiple meanings of espectacular. The curtain is
intended to work not only as a three-dimensional painting, but also as a screen that obstructs or conceals another
space, causing the viewer to wonder: if nothing is on the other side of the curtain, who is the audience and who
are the actors?

Pia Camil
b.1980, Mexico
Espectacular cortina (2012)
Stitched and hand dyed canvas
200H x 540W cm
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The collaborative works of Raimond Chaves and Mantilla Gilda often derive from a direct engagement with the
world. The two travel, make drawings from libraries, hold workshops in neighborhoods, and videotape the fog
in Lima. Embedded in their cultural and physical geography, these works correspondingly portray the terrain of
South America through the perspective of their lives and travels in the continent.

Many of Chaves and Gilda’s works use recycled cardboard. For Partituras, they arranged stacks of cardboard into
long rectangles on the ground, which are visually analogous to fields of graphite in Chaves’s pencil drawings.
While the blocks have a spare presence in space, they exist more full solidity within their borders, and the
recycled nature of the cardboard adds some play into the clean minimalist rectangles and cubes.

Raimond Chaves & Mantilla Gilda
b.1963 & 1967, Colombia
Partituras (2009)
600 sheets of recycled cardboard, 10 dented
wood structures
30H x 40W x 140D cm
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Brazilian artist Renata Lucas is interested in the social, behavioral, and aesthetic implications of special
constructions. Working with basic building materials such as plywood, bricks, and concrete, and influenced by
the makeshift nature of much Brazilian construction, Lucas operates in and in response to specific sites. Her
interventions into space interject both subtle and severe differences into a normal routine. Oftentimes, these
works function to create a sort of stage or platform—a scaffold on which ordinary social exchanges are
magnified, highlighted, and re-evaluated.

Lucas’s quadroquadro (círculo) employs familiar materials for the artist: wood, paper, and glass. A simple
composition—a black circle inscribed on white paper, encased in a rectangular frame—is interrupted in Lucas’s
work, the continuous geometry of the nested forms segmented into four broken shards. Pieced back together,
these fragments comprise a whole, but it is a unity shattered, unsteadied.

Renata Lucas
b.1971, Brazil
quadroquadro (círculo) (2016)
Wood, paper, glass
62.6H x 45W x 4D cm
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Graduated in 2012 from the Universidad Nacional in Colombia, Reyes Santiago Rojas works with themes relates
to nature, patience and garbage. He participated in the Pabellon de Jovenes talentos Arte Cámara 2010 and
ARTBO 2016. Besides his collective shows in Colombia, Mexico and  The United States. He presented his
individual show Lote 11.900 in MIAMI Practicas Contemporáneas. Bogotá, 2016 and has participated in many
collective shows.

The work Sarta (String) is part of a larger series of works that examine the commercialization of the tobacco plant
and its relationship to the meaning and use of tobacco by Native American tribes such as the Mayas, Aztecs,
Incas or Tainos, which attributed spiritual qualities to tobacco such as the smoke carrying one's thoughts and
prayers to the sprits. In this work the artist studied the forms of tobacco leaves native to Latin America and
recreated their shapes with commercial tobacco packaging from such global brands as Marlboro or Camel to the
most popular Colombian brand Pielroja. The leaves made of the packaging material are lined up on a string as if
they are hung out to dry as in traditional tobacco making processes.

Reyes Santiago Rojas
b.1981, Colombia
Sarta (2015)
Intervention on commercial tobacco packaging
40H x 300W cm
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Born in Manaus in the heart of the Amazon rainforest, Brazilian-born artist Rodrigo Braga confronts the natural
world head-on. His video and media-based work are centered on these encounters that place him at the focus
point of the work, between the human condition and the animal kingdom. Braga's performative practice reveals
itself through photography that deals with his relationship with landscape and animals. For Braga, the body is
the medium of which he exposes the limits. Power dynamics, weakness, life, death, struggle, submission,
domination and masculinity come to play in his practice of photography, video and installation. He tests his
limits with any beast, exposing carnal instincts with a calibrated approach. Braga has exhibited internationally
including the 30th São Paulo Bienal, The Imminence of Poetics (São Paulo, 2012); From the Margin to the Edge,
Somerset House (London, 2012); Mythologies, Cité Internationale des Arts (Paris, 2011); and Giant by nature,
IVAM – Instituto Valenciano de Arte Moderna (Valencia, 2011).

Braga’s video work Provisão (2009) opens with a still shot of a clearing in a forest, shoots of grass emerging from
a muddy brown patch of seemingly dry and barren earth. As the camera fades to black, the viewer hears the
repeated sound of a shovel striking dirt. The camera fades back to the clearing and zooms in on a shirtless man
digging up the ground. The hole grows wider and deeper as he digs, becoming an almost crater-like expanse
filled knee-deep with ground water. The man emerges from the hole and begins to chop the base of a tree next to
the hole, hacking away with deep and repetitive strokes until the tree begins to fell and eventually collapse into
the massive cavity beneath. A symbol of life and growth, the tree’s collapse is achieved solely by pushing one’s
strength to an absolute limit. He emerges from the hole again and begins to shovel the dirt back in, burying the
tree under a seemingly endless and inexhaustible pile of earth until it is fully covered, its branches and leaves
submerged. The metaphors here between destruction and nature are difficult to ignore. At once both poetic and
unsettling, Provisão offers a cautionary tale about the harmful impacts of human interventions on the
environment.

Rodrigo Braga
b.1976, Brazil
Provisão (2009)
Video
16 minutes
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Brazilian artist Rodrigo Torres has been deconstructing international paper currencies to form intricate collages
of color, line, shape, and texture for several years. Torres’ works are masterfully intricate, as the artist isolates out
curves, characters, architectures, and geometries from the delicate designs on money, cutting and slicing them
apart only to piece them back together into his own careful constructions. Cobbling together these subdued
colored bits into fanciful compositions, Torres’ work can be read as an outcropping and a critique of our
globalized economy. In many of these collage works, Torres creates narrative scenes, generating apocalyptic
scenes, dimensional tornados, and forests out of repurposed bills.

In his Conceito abstrato series, however, Torres turns to the abstract, using the shapes, numbers, lines, and subtle
colors of international currencies to create non-representational forms with lavish geometries and baroque
curving forms.

Rodrigo Torres
b.1981, Brasil
Conceito abstrato (2016)
Cutting and pasting notes on foam board and
passepartout
20 boxes: 8H x 10W x 5D cm/3.1 x 3.9 x 1.6
inches each
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Morales' film and videos are often times surreal where social reality is reflected in a form that is visually abstract
and fantasy-based. Most of his works study the relationships between a large-scale socio-political power and the
actions of individuals; they reflect the interactions between people and their environment and social structures.
The methods that Morales uses are twofold – in his works he uses both prepared scripts and the uncertainties of
real life. His camera is focused on capturing documentary material, but he also uses footage that is experimental
and that comes from the realms of science fiction.

In Suspension a young man is hanging in the air, falling, or perhaps drifting through time and space. There is no
special or definite way to understand it. And it is in this construction where Morales envisions the world as an
endless void, or timeless gravity, that we fall deeper and deeper into our own humanity.

Sebastián Díaz Morales
b.1975, Argentina
Suspension (2014)
Single channel video installation, 2K digital
video
14:30 min
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Sergio De La Torre has worked with and documented the manifold ways in which citizens reinvent themselves
in the city they inhabit, as well as the site-specific strategies they deploy to move “in and out modernity.”  De La
Torre often collaborates with his subjects, resulting in both intimate and critical reflections on topics like housing,
immigration, and labor. De La Torre approaches these individuals not as victim-subjects, but as people who have
attempted to reexamine the meaning of their actions in the context of shifting global conditions.

Nuevo Dragon City is a reenactment of a historical event from 1927 in which six Chinese were either trapped or
voluntarily hid themselves inside a building in northern Mexico. Working with this unsettled mystery, De La
Torre’s video inquires into the historical and continuing tensions between Chinese and Mexicans. As such, Nuevo
Dragon City depicts a symbolic act of self-entrapment in which six untrained actors of Chinese descent silently
blockade themselves inside in an empty Tijuana storefront. As they close off the outside world, their
surroundings and actions become a powerful commentary on the social reality of immigrants.

Sergio De La Torre
b.1967, Mexico
Nuevo Dragon City (2008)
Video
14 minutes
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As an artist Sergio De La Torre has worked with and documented the manifold ways by which citizens reinvent
themselves in the city they inhabit, as well as site-specific strategies they deploy to move ‘in and out modernity’.
De La Torre’s work often invokes collaborations with the subjects and invites both intimate and critical
reflections on topics related to housing, immigration and labor, to mention only a few. In his work De La Torre
has tried to approach the lives of these individuals, not as victim-subjects, but have attempted rather to
reexamine the meaning of their actions in the context of shifting global conditions.

This is not in Spanish looks at the ways in which the Chinese population in Mexico navigates the daily
marginalization they encounter there. The neon translates as “this is not in Spanish,” making reference to both
the famous Rene Magritte painting “Ceci n'est pas une pipe" as well as signs posted in the windows of Chinese
establishments in Mexico.

Sergio De La Torre
b.1967, Mexico
This is not in Spanish (2011)
Neon
1H x 14W feet
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Tina Modotti was an Italian film actress and photographer. As a photographer, she collaborated with Edward
Weston and extensively documented the Mexican mural movement. In addition to her photography of Diego
Rivera’s murals, she is also depicted in five of them. Modotti was involved in both the artistic and political avant-
gardes of Mexico City, befriending members of and eventually joining the Mexican Communist party. Political
repression forced her to move back to Europe, and she eventually lived in Moscow before moving to Spain when
the Civil war began in 1936. In 1939, she returned to Mexico, where she died in 1942.

Modotti’s Diego Rivera Mural: Billionaires Club; Ministry of Education, Mexico D.F., Third Gallery is a photograph of
a section of a mural by Diego Rivera in the Ministry of Education in Mexico City. Rivera painted over a hundred
frescoes throughout the courtyard of the building, an early mural series that helped revive and popularize the art
of mural painting. Modotti, a friend of Rivera’s, took hundreds of photographs of the frescoes which depict
divisions of labor in Mexican society. This particular photograph focuses on Rivera’s rendering of a dinner of the
elite, feasting and reading a stock ticker.

Tina Modotti
b.1896 - 1942, Italy
Diego Rivera Mural: Billionaires Club; Ministry of
Education, Mexico D.F., Third Gallery (1927
-1942)
Gelatin silver print
9.5H x 7.875W inches
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Tina Modotti was an Italian film actress and photographer. As a photographer, she collaborated with Edward
Weston and extensively documented the Mexican mural movement. In addition to her photography of Diego
Rivera’s murals, she is also depicted in five of them. Modotti was involved in both the artistic and political avant-
gardes of Mexico City, befriending members of and eventually joining the Mexican Communist party. Political
repression forced her to move back to Europe, and in 1929 Modotti was deported from Mexico due to her
involvement in the communist party. She eventually lived in Moscow before moving to Spain when the Civil
war began in 1936. In 1939, she returned to Mexico, where she died in 1942.

The Italian photographer Tina Modotti is known for her documentation of the mural movement in Mexico. She
had a keen eye for architectural composition, and captured eloquent details using a delicate platinum print
process. In 1929 she was deported from Mexico because of her involvement in the Communist party and went to
Europe. Soon thereafter her work began to blend her eye for space and shape with a more critical social angle,
often engaging in an overtly anti-Fascist discourses. Untitled (Cathedral) (ca. 1930), taken after her arrival in
Europe, is an excellent example of her skillfully composed architectural pictures. It evokes ideas about how the
composition of public spaces can influence both politics and cultural life.

Tina Modotti
b.1896 - 1942, Italy
Untitled (Cathedral) (ca. 1930)
Bromoil gelatin silver print
4.5H x 3W inches
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Valentina Liernur
b.1978, Argentina
Corruzione #2 (2014)
Oil on canvas
51H x 43.25W
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Valentina Liernur
b.1978, Argentina
Corruzione #3 (2014)
Oil on canvas
51H x 43.25W
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Valentina Liernur
b.1978, Argentina
Corruzione #5 (2014)
Oil on canvas
51H x 43.25W
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Brazilian artist Valeska Soares works with different media to investigate different historical and cultural themes
while using a highly personal language and a very formal style.

Relying on repetition and repurposed materials, Soares works to interrogate time—its measurement, its passing,
and its meaning. With copper wire stretched out across the room like a clothesline, Valeska Soares’ La Ligne du
Temps creates a timeline out of fluttering, old book pages. Read upon the pages of this delicately wrought
installation are linguistic approaches to time and its phenomonologies. Stretched together, and made linear
through their installation, these book titles make up a dysfunctional timeline, a poetic but impractical meditation
on the way we measure out and experience days, weeks, and years.

Valeska Soares
b.1957, Brazil
La Ligne du Temps (2012)
19 archival book pages and copper wire
90 inches long
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Voluspa Jarpa’s work is based upon a meticulous analysis of political, historical, and social documents from
Chile and other Latin American countries, which she uses to develop a reflection on the concept of memory.
Specifically exploring many facets of the cultural notion of trauma, her work might be seen as a subtle and covert
examination of history, its subjectivities, constructions, and still-unresolved mysteries. Her work addresses such
subjects as displacement, insecurity, abandonment, and destruction, and the means of representation of the
pictorial image that represents these subjects in history.

In her work, Fantasmática Latinoamericana, Jarpa works from photographs of five public funeral processions
following the mysterious deaths of five Latin American presidents. Depicting the crowds and the caskets in grey
tones, Jarpa’s paintings underscore the wide impact of these tragic events on the people and politics of the
region.

Voluspa Jarpa
b.1971, Chile
Fantasmática Latinoamericana (2014)
Series of five paintings: vegetal paper, white
pen, pencils, plexiglass and wooden hanging
system
30H x 50W x 4D cm (each)
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Voluspa Jarpa’s work is based upon a meticulous analysis of political, historical, and social documents from
Chile and other Latin American countries, which she uses to develop a reflection on the concept of memory.
Specifically exploring many facets of the cultural notion of trauma, her work might be seen as a subtle and covert
examination of history, its subjectivities, constructions, and still-unresolved mysteries. Her work addresses such
subjects as displacement, insecurity, abandonment, and destruction, and the means of representation of the
pictorial image that represents these subjects in history.

To make Minimal Secret (2012), Jarpa created sculptures based on pages of declassified CIA information about the
United States’ involvement in Chile. The cutouts in the acrylic represent the content that was blacked out when
the pages were released to the public. For Jarpa, that so much content from these documents was deleted before
declassification is symptomatic of hysterical behavior, which, in Freudian psychoanalysis, results from the
inability to deal with trauma. Jarpa reclaims the blots of the original documents as the structure of the artwork,
mimicking the same denial of access that entered them into classification in the first place. By working at the
juncture of the public and the secret, the artist aims to question how images and materials construct notions of
public and private, transparency and opacity. The documents’ promise of disclosure ultimately materializes as
repression, given that barely anything remains legible.

Voluspa Jarpa
b.1971, Chile
Minimal Secret [1] (2012)
Diptychs, acrylic (laser cut)
80W x 40H x 2D cm (each)
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Voluspa Jarpa’s work is based upon a meticulous analysis of political, historical, and social documents from
Chile and other Latin American countries, which she uses to develop a reflection on the concept of memory.
Specifically exploring many facets of the cultural notion of trauma, her work might be seen as a subtle and covert
examination of history, its subjectivities, constructions, and still-unresolved mysteries. Her work addresses such
subjects as displacement, insecurity, abandonment, and destruction, and the means of representation of the
pictorial image that represents these subjects in history.

To make Minimal Secret (2012), Jarpa created sculptures based on pages of declassified CIA information about the
United States’ involvement in Chile. The cutouts in the acrylic represent the content that was blacked out when
the pages were released to the public. For Jarpa, that so much content from these documents was deleted before
declassification is symptomatic of hysterical behavior, which, in Freudian psychoanalysis, results from the
inability to deal with trauma. Jarpa reclaims the blots of the original documents as the structure of the artwork,
mimicking the same denial of access that entered them into classification in the first place. By working at the
juncture of the public and the secret, the artist aims to question how images and materials construct notions of
public and private, transparency and opacity. The documents’ promise of disclosure ultimately materializes as
repression, given that barely anything remains legible.

Voluspa Jarpa
b.1971, Chile
Minimal Secret [2] (2012)
Diptychs, acrylic (laser cut)
80W x 40H x 2D cm (each)
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Voluspa Jarpa’s work is based upon a meticulous analysis of political, historical, and social documents from
Chile and other Latin American countries, which she uses to develop a reflection on the concept of memory.
Specifically exploring many facets of the cultural notion of trauma, her work might be seen as a subtle and covert
examination of history, its subjectivities, constructions, and still-unresolved mysteries. Her work addresses such
subjects as displacement, insecurity, abandonment, and destruction, and the means of representation of the
pictorial image that represents these subjects in history.

To make Minimal Secret (2012), Jarpa created sculptures based on pages of declassified CIA information about the
United States’ involvement in Chile. The cutouts in the acrylic represent the content that was blacked out when
the pages were released to the public. For Jarpa, that so much content from these documents was deleted before
declassification is symptomatic of hysterical behavior, which, in Freudian psychoanalysis, results from the
inability to deal with trauma. Jarpa reclaims the blots of the original documents as the structure of the artwork,
mimicking the same denial of access that entered them into classification in the first place. By working at the
juncture of the public and the secret, the artist aims to question how images and materials construct notions of
public and private, transparency and opacity. The documents’ promise of disclosure ultimately materializes as
repression, given that barely anything remains legible.

Voluspa Jarpa
b.1971, Chile
Minimal Secret [3] (2012)
Diptychs, acrylic (laser cut)
80W x 40H x 2D cm (each)
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Ximena Garrido-Lecca examines the turbulent history of Peru, and specifically how neocolonial standards are
transmitted through the processes of globalization. The artist approaches her works by scrutinizing urban, rural,
and vernacular architecture, concentrating on spaces where a mediatory materiality is visible between the
specific and the universal. Equally important is the memory of artisanal tradition and the abandonment of rural
spaces as an aftereffect of the processes of modernization. Her work insinuates a permanent tension between the
inheritance of vernacular culture and the new demands of industrialization, signaling the violence contained in
an accelerated transnational economic model in increasingly open confrontation with the protection of the
environment, sovereignty, and respect for different community lifestyles.

Destilaciones (Distillations, 2014) is an installation composed of a group of ceramic pots, presented on the floor and
within a steel structure. Copper pipes run through the perforated ceramics, evoking the design of an oil purifier.
The work is a direct reference to the history of the Peruvian coastal town of Lobitos. The extraction of oil began
in Lobitos at the start of the twentieth century, with the arrival of the British oil company Lobitos Oilfields
Limited. The infrastructure built alongside the plant included a desalination plant (now defunct), a church, a
casino, and a cinema (one of the first in Latin America), all now in ruins. Following a 1968 military coup, the
Peruvian government initiated a program of nationalization and the oil fields fell under the control of the state.
The Ministry of Defence built a military base on the adjacent land. Soon, a slow decline due to mismanagement
sent the town into economic collapse, mirroring the economy nationally. Today one encounters the ruins of
buildings left by the British oil company; the debris of what used to be the old military base; and the traffic of
surfers that come every year in search of waves. Currently, the oil extraction is concessioned to South American
Petroleum Exploration Tech (Sapet), a transnational company funded mainly with Chinese capital. There is also
a major investment plan to privatize the town, proposing a transformation of Lobitos into a tourist resort.
Destilaciones portrays these different waves of colonialism and the exercise of authoritarian power within the
context of a developing country. By tracing economic and political cycles, the artist intends to register the residue
of human activity within the landscape. Environmental and social issues are presented in relation to the modern
exploitation of resources and localized ancient practices such as fishing and pottery. The three epochs of political
domination that have left their mark on Lobitos—European colonialism, the nation-state autonomy, and
neoliberal globalization—have all left behind remnants of their failure.

Ximena Garrido Lecca
b.1980, Peru
Destilaciones (2014)
Pottery, copper tubes, Steel, MDF
170 x 310 x 200 cm
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Yoan Capote’s sculptural work often resembles but alters common forms, such as shoes, ladders, and furniture.
Many of Capote’s pieces deal with Cuba and its relationship to the United States, referring to economic and
cultural ties. His work also has a strong erotic element, depicting desire both between the countries and
embodied sexuality. This facet of Capote’s work combines with and changes the minimalist forms that his pieces
often assume, subverting their spareness.

Open Mind is a model created by Capote for a traversable public maze that, when seen from above, resembles the
human brain. Because individual movement through the maze echoes the movement of neurons and a larger
aggregated whole, visitors can be seen to enact a model of sociality and public space that both embodies and
metaphorizes social consciousness. Capote’s model shows not just the proposed structure, but features figurines
as well, to illustrate the possible scale and interactivity of the final piece.

Yoan Capote
b.1977, Cuba
Open Mind (2007-2008)
PVC, bronze, steel and painting
126W x 126L x 91D cm
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Yoshua Okón’s video installations are built on improvisational narratives created by the artist and his
collaborators—performers willing to participate in a game of social chance that may easily spiral out of control.
These works provoke viewers to consider questions of social conduct and personal behavior within the context
of the authoritative nation-state. Okón places pressure on viewers to question their own attitudes towards
power, ethics, and prejudice vis-á-vis class, status, and marginality.

Canned Laughter was Okón’s response to an invitation from Ciudad Juárez that asked artists to create works
based on their experience in the city. Okón focuses on Ciudad Juárez as a site for many “maquiladoras”—
factories— and on its role within the global context. Canned Laughter is a detailed construction of Bergson, a
fictitious factory that produces canned laughter for sitcoms. For it, dozens of ex-maquiladora workers were hired
both as part of the research process (maquiladoras are highly secretive and it is very hard to know what happens
inside) and as actors. Canned Laughter alludes to mechanized processes and to slavery in the age of globalization
as well as to the impossibility to translate and reproduce true emotions though technological means.

Yoshua Okón
b.1970, Mexico
Canned Laughter (2009)
Single Channel Video
9:56 minutes
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Yoshua Okón’s video installations are built on improvisational narratives created by the artist and his
collaborators—performers willing to participate in a game of social chance that may easily spiral out of control.
These works provoke viewers to consider questions of social conduct and personal behavior within the context
of the authoritative nation-state. Okón places pressure on viewers to question their own attitudes towards
power, ethics, and prejudice vis-á-vis class, status, and marginality.

Yoshua Okón
b.1970, Mexico
Fridge-Freezer (2015)
Two channel video installation
Dimensions variable


