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POLITICAL/SUBJECTIVE MAPS:  
ANNA BELLA GEIGER, MAGALI LARA,  
LEA LUBLIN, AND MARGARITA PAKSA 

CECILIA FAJARDO-HILL

The exhibition Political/Subjective Maps encompasses the work of 
four Latin American women artists, Anna Bella Geiger (Brazilian,  
b. 1933), Magali Lara (Mexican, b. 1956), Lea Lublin (Argentine 
French, 1929–1999), and Margarita Paksa (Argentine, 1933–2020), 
who, between the mid-1960s and early 1980s, either appropriated 
the map or employed diagrammatic strategies characteristic of 
cartography in order to reconceptualize the map as a decolonial 
VLJQL¿HU�RU�WR�SURPRWH�D�OLEHUDWLQJ�SHUIRUPDWLYLW\�

Ours is a time of heightened migration, displacement, global cultural 
DQG�¿QDQFLDO�LQWHUFRQQHFWHGQHVV��DQG�SROLWLFDO�FULVLV��7KHVH�IRXU�
Conceptual women artists’ heterogeneous takes on mapping, seen 
IURP�WKH�FULWLFDO�SHUVSHFWLYH�RI�WKH�WZHQW\�¿UVW�FHQWXU\��GHPRQVWUDWH�
how these issues are embedded in notions of territory, nation-states, 
demarcation, etc., that are the domain of maps. By focusing on the 
FRQYHQWLRQ�RI�WKH�PDS��WKHVH�DUWLVWV�TXHVWLRQ�LWV�HSLVWHPRORJLFDO�
authority, not only in relation to geopolitics but also in relation to the 
ERG\��VXEMHFWLYLW\��DQG�WKH�DUW�H[SHULHQFH�

0DSV�KDYH�ORQJ�EHHQ�XQGHUVWRRG�DV�VFLHQWL¿F�²�DQG��WKHUHIRUH��
QHXWUDO�²�WZR�GLPHQVLRQDO�VSDWLDO�UHSUHVHQWDWLRQV�RI�JHRJUDSKLF�
WHUULWRULHV��1HYHUWKHOHVV��WKH�KLVWRU\�RI�FDUWRJUDSK\�PD\�GLVSURYH�
WKLV��WKH�HDUOLHVW�PDSV�ZHUH�FHOHVWLDO�PDSV�GHSLFWLQJ�WKH�KHDYHQV��
DQG��VLQFH�DQFLHQW�WLPHV��PDSV�IURP�GLIIHUHQW�UHJLRQV�KDYH�EHHQ�
oriented in different ways so that the north is not necessarily at the 
WRS�RI�WKH�PDS��,W�IROORZV�WKDW�PDSV�DUH�VKDSHG�E\�WKH�SHUVSHFWLYH�
DQG�SXUSRVH�RI�WKHLU�PDNHUV��WKH\�DUH�QHLWKHU�DEVROXWH�VFLHQWL¿F�
truths nor are they neutral. They are repositories of great power  
LQ�WKHLU�LQ¿QLWH�FDSDELOLW\�RI�VKDSLQJ�V\PEROLF�YDOXHV�DQG�SROLWLFDO�
workings based on territorial demarcation. Maps are symbolic 
depictions, and, depending on their purpose, each will follow its own 
VSHFL¿F�GHVLJQ�QHHGV�WR�FUHDWH�SURSRUWLRQV��V\PERORJ\��FRPSRVL-
WLRQ��YLVXDO�KLHUDUFK\��HWF��)RU�H[DPSOH��SULRU�WR�WKHLU�³GLVFRYHU\´�LQ�
1492, North and South America did not exist in world maps created 
LQ�(XURSH��6XEVHTXHQWO\��IURP�WKHLU�HDUOLHVW�UHSUHVHQWDWLRQV�LQ�VXFK�
maps as Theodor de Bry’s in the late sixteenth century to later 
FDUWRJUDSKLHV�RI�WKH�UHJLRQ��WKH�$PHULFDV�²�DQG�6RXWK�$PHULFD�LQ�
SDUWLFXODU�²�KDYH�EHHQ�UHQGHUHG�LQ�GLVWRUWHG�VFDOH�DQG�ZLWK�
LPDJLQDU\�LFRQRJUDSK\��LQFOXGLQJ�VDYDJHV��FDQQLEDOV��DVVRFLDWHG�
with Brazil), wild animals, and nature, cementing the territory’s 
association with notions of exoticism, subalternity, and exploitable 
ULFKHV��ZKLFK�DOO�VHUYHG�WKH�SXUSRVH�RI�(XURSHDQ�FRORQL]DWLRQ��

Other forms of mapping the world existed and still exist outside of 
Europe, in Africa, Asia, and the Americas. As Neil L. Whitehead 
explains, prior to European colonization, in South America and the 



&DULEEHDQ��³WKH�HDUWK�DQG�VN\�ZHUH�DFWLYHO\�PDSSHG�WKURXJK�D�ZLGH�
YDULHW\�RI�PHGLXPV�LQFOXGLQJ�URFN�FDUYLQJ�DQG�SDLQWLQJ��EDVNHWU\��
ZRRGZRUNLQJ��GDQFH��FKDQW��SHUVRQDO�DGRUQPHQW��DQG�DUFKLWHFWXUH�´1 
Furthermore, Mesoamericans created a sophisticated cartography 
WKDW�SUHGDWHV�WKH�&RQTXHVW��XVLQJ�DEVWUDFW�VLJQV��SLFWRULDO�LPDJHV��
DQG�KLHURJO\SKLF�ZULWLQJ��,W�LV�RQO\�¿WWLQJ��WKHUHIRUH��WKDW�LQ�WKH�
WZHQWLHWK�FHQWXU\�DUWLVWV�LQ�/DWLQ�$PHULFD�KDYH�DSSURSULDWHG�WKH�
map to contest colonialism, to discuss identity, to shape different 
imaginaries, to transgress a history of political oppression, to make 
YLVLEOH�WKH�QRQ�PHDVXUDEOH�DQG�QRQ�REMHFWL¿DEOH��DQG�WR�SURPRWH�
sensorial participatory experiences.2 The maps in this exhibition  
E\�*HLJHU��/DUD��/XEOLQ��DQG�3DNVD�UHYHDO�WKHLU�FRPPRQ�DLP�RI�
GHVWDELOL]LQJ�WKH�SROLWLFDO��FRORQLDO��DHVWKHWLF��DQG�V\PEROLF�XQLYHUVH�
of cartography in order to rethink both its potentiality and its role, 
while simultaneously appropriating the map to refute dominant 
FRQYHQWLRQV�RI�NQRZOHGJH��UHSUHVHQWDWLRQ��DQG�WKH�¿QH�DUWV�

Much of the work in this exhibition emerged in the 1960s and ’70s 
GXULQJ�WKH�LQFHSWLRQ�DQG�GHYHORSPHQW�RI�&RQFHSWXDO�DUW��$V�VXFK��LW�
counters traditional forms of art as well as, in the context of Concep-
tualism in Latin America and radical women’s art practices at the 
WLPH��WKH�SROLWLFDO�YLROHQFH�RI�WKH�VWDWH�DQG�SDWULDUFKDO�RSSUHVVLRQ��
SXVKLQJ�DUW�WR�D�YLWDO��PHDQLQJIXO�GLDOHFWLFDO�UHODWLRQVKLS�ZLWK�OLIH��
Multiple temporalities are intertwined in these artists’ work, ranging 
IURP�KLVWRULFDO�HYHQWV��3DNVD��DQG�JHRSROLWLFDO�DIIDLUV��*HLJHU��WR� 
WKH�LQWLPDWH�DQG�SHUVRQDO��/DUD��DQG�WKH�SHUIRUPDWLYH�DQG�SKHQRP-
HQRORJLFDO��/XEOLQ���2YHUOD\LQJ�WKHVH�VSHFL¿F�WHPSRUDOLWLHV�DUH�WZR�
broad forces: One is colonialism, going back to the time of the 
&RQTXHVW�DQG�IRUZDUG�WR�QHRFRORQLDO�JHRSROLWLFV��*HLJHU��DQG�LWV�
ORQJ�WUDGLWLRQ�RI�VWDWH�YLROHQFH��3DNVD��DQG�ZDU�DJDLQVW�IRUPV�RI�
knowledge that are non-Western and non-Cartesian, such as 
Indigenous thought and ways of life. The other is patriarchalism, 
ZKLFK�KDV�LPSRVHG�³PDOH´�UDWLRQDOLW\�²�H[SUHVVHG�LQ�FXOWXUDO�DQG�
¿QDQFLDO�SURJUHVVLYHQHVV�DQG�WKH�FRQWURO�RYHU�WKH�ERG\��/DUD���LQ�
SDUWLFXODU�WKH�ERG\�RI�ZRPHQ��DQG�ZRPHQ¶V�VXEMHFWLYLW\��LQFOXGLQJ�
WKHLU�SDUWLFLSDWLRQ�LQ�WKH�DUW�V\VWHP��/XEOLQ��²�DV�WKH�VWDWXV�TXR��

7KLV�HVVD\�LV�GLYLGHG�LQWR�WZR�EURDG�WKHPHV�²�WKH�SROLWLFV�DQG�WKH�
VXEMHFWLYLW\�RI�PDSSLQJ�²�DQG�WUDFHV�D�SDWK�IURP�ORFDOH�DQG�WHUULWRU\�
WR�WKH�LQWHULRU�VSDFH�RI�PLQG�DQG�ERG\��7KH�¿UVW�VHFWLRQ�EHJLQV�ZLWK�
an exploration of cartographic notions of geopolitics and territory in 
WKH�ZRUN�RI�*HLJHU�EHIRUH�PRYLQJ�WR�D�GLVFXVVLRQ�RI�WKH�SROLWLFV�RI�
resistance and denunciation in Paksa’s work. The second section 
H[DPLQHV�PDSSLQJ�DV�D�SHUIRUPDWLYH�VSDFH�IRU�VXEMHFWLYH�H[SHUL-
ence that brings life and art into close dialogue in Lublin’s work and 
concludes by looking at the map as a strategy for exploring intimacy 
and desire in the work of Lara.
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GEOPOLITICS⁄POLITICS:  

ANNA BELLA GEIGER AND  

MARGARITA PAKSA

Anna Bella Geiger appropriates the map with the purpose of 
UHYHDOLQJ�DQG�FRXQWHULQJ�LWV�FRORQLDO�DQG�SROLWLFDO�QDWXUH��DV�ZHOO�DV�
TXHVWLRQLQJ�WKH�OLPLWV�WKDW�LW�FUHDWHV�LQ�WKLQNLQJ�DERXW�FXOWXUH��*HLJHU�
VWDUWHG�ZRUNLQJ�ZLWK�FDUWRJUDSK\�LQ�WKH�PLG�����V�DQG��RYHU�VHYHUDO�
GHFDGHV��KDV�GHYHORSHG�H[WHQVLYH�VHULHV��LQFOXGLQJ�Correntes 
culturais (Cultural Currents, 1970s); Mapas elementares (Elemen-
tary Maps, 1970s); Am. Latina (Latin Am., 1970s); Local da ação 
(Place of Action, 1970s); O novo atlas (The New Atlas, 1970s); 
Rollinhos (Little Scrolls, 1990s–present); Fronteiriços (Boundaries, 
1990s); and Orbis descriptio (Orb Description, 1990s–present).  
She explains her strategic use of maps as an interplay between  
the political and the artistic: 

I am well aware that cartography is not a work of art, nor is it 
REMHFWLYH��:KDW�LQWHUHVWHG�PH�ZDV�WKH�VXEYHUVLRQ�RI�LWV�GHVFULS-
WLYH�PHDQLQJ�LQWR�DQ�LGHRORJLFDO�RQH��E\�FKDQJLQJ�FHUWDLQ�VFDOHV�
and proportions through mechanisms of distortion. We can say 
that, through strategies between form and content, while trying 
WR�UHÀHFW�VRFLDO��SROLWLFDO��LGHRORJLFDO��DQG�FXOWXUDO�LVVXHV�LQ�P\�
work, I am also interested in granting them independence from 
their plastic form.3

7DGHX�&KLDUHOOL�H[SODLQV�WKDW�*HLJHU�LV�FRQFHUQHG�ZLWK�³WKH�DUELWUDUL-
QHVV�RI�IURQWLHU�OLQHV´�DQG�WKH�³OLPLWV�LPSRVHG�E\�FXOWXUH�RQ�QDWXUH�´4 
He further explains how, in Geiger’s maps, Brazilians and other 
/DWLQ�$PHULFDQV�¿QG�WKHPVHOYHV�LQ�DQ�XQGH¿QHG�²�RU��SHUKDSV�� 
RYHUGH¿QHG"�²�SODFH��DQG�DUH�DOZD\V�EHWZHHQ�RQH�SODFH�DQG�
DQRWKHU��WKH�ZRUNV�³XQUDYHOLQJ�IRU�XV«WKLV�SUREOHPDWLF�VLWH�LQ�ZKLFK�
ZH�OLYH��WKLV�KDOI�PDS��KDOI�FDPRXÀDJH�QRZKHUH��ZKLFK��WKRXJK�ZH�
DUH�ORVW�LQ�LW��ZH�DUH�FRQVWDQWO\�DWWHPSWLQJ�WR�LGHQWLI\�´5 This need of 
LGHQWL¿FDWLRQ�ZLWKLQ�DQ�DUELWUDU\�V\VWHP�WKDW�LV�WKH�GLUHFW�UHVXOW�RI�D�
FRORQLDO�ZRUOGYLHZ�FUHDWHV�D�GLVWRUWHG�VHQVH�RI�VHOI��DQG�RI�FXOWXUDO�
and geographic identity. The history of the cartography of America 
is a history of colonization, and present-day maps are spatial 
FRQWDLQHUV�RI�WKH�FRQWLQXHG�LQÀXHQFH�RI�QHRFRORQLDOLVP�DQG�
QHROLEHUDOLVP�RQ�WKH�ZD\�ZH�SHUFHLYH�WKH�SK\VLFDO�ZRUOG��6LQFH�WKH�
VL[WHHQWK�FHQWXU\��0HUFDWRU�PDSV�²�QDPHG�DIWHU�*HUDUGXV�0HUFDWRU��
WKH�(XURSHDQ�FDUWRJUDSKHU�ZKR�¿UVW�LQWURGXFHG�WKLV�W\SH�RI�SURMHF-
WLRQ�²�KDYH�EHHQ�WKH�PRVW�ZLGHO\�XVHG�W\SH�RI�ZRUOG�PDS��8VLQJ�D�
cylindrical projection that exaggerates the size of areas far from the 
HTXDWRU��WKHVH�PDSV�PDNH�(XURSH�DQG�1RUWK�$PHULFD�DSSHDU�ODUJHU�
WKDQ�WKH\�DUH�LQ�UHODWLRQ�WR�DUHDV�FORVHU�WR�WKH�HTXDWRU��%HFDXVH�ZH�
KDYH�EHHQ�FRQGLWLRQHG�WR�DVVRFLDWH�VL]H�ZLWK�LPSRUWDQFH��WKLV�
FUHDWHV�D�YLVXDO�LPSUHVVLRQ�WKDW�DUHDV�VXFK�DV�%UD]LO��&RORPELD��
DQG�(FXDGRU�DUH�VPDOOHU��DQG�WKHUHIRUH�OHVV�VLJQL¿FDQW��

*HLJHU¶V�PDSV�UHYHDO��DPRQJ�RWKHU�WKLQJV��WKDW�WKH�UHGXFWLRQ�RI�WKH�
6RXWK�$PHULFDQ�WHUULWRU\�LV�HTXDWHG�ZLWK�FRORQLDOLVW�FXOWXUDO�FODVVL¿-
FDWLRQV�VXFK�DV�³SHULSKHU\´�DQG�³7KLUG�:RUOG´�LQ�RUGHU�WR�DI¿UP�D�



FXOWXUDO�KHJHPRQ\�RI�WKH�1RUWK��*HLJHU�ZULWHV��³WKH�PDLQ�TXHVWLRQ�
for me has always been how to transform the meaning of what is 
territory, limit, scale, statistics, contiguity, and political ideology of 
all these elements that are deliberately applied to these ‘exercises’ 
RI�FDUWRJUDSKLF�GLVWRUWLRQ�LQWR�DQ�DUWZRUN�´6�$QG�LQ�DQ�LQWHUYLHZ�ZLWK�
Agnaldo Farías in 2004, after he describes cartography as being a 
VFLHQFH�RI�FRQTXHVW��WKH�DUWLVW�UHVSRQGV��³LQ�P\�ZRUN�,�ZRXOG�PRUH�
DQG�PRUH�TXHVWLRQ�WKH�PHDQLQJ�RI�FODVVL¿FDWLRQV�>VXFK@�DV�7KLUG�
World, against the idea that our mind, the artist’s and that of the 
progressist intellectual, in here, would function in a Third-Worldish 
ZD\�´7 In her 1970s series Correntes culturais, Geiger addresses 
Euro-American cultural hegemony and Southern cultural depen-
dency. In a work from 1975, for example, the typewritten words 
³GRPLQDQW�FXOWXUDO�FXUUHQWV´�DUH�RYHUODLG�RQ�WKH�ZRUOG¶V�RFHDQV��
ZKLOH�D�ZRUN�IURP�WKH�VHULHV�IURP������H[KLELWV�³GHSHQGHQW�FXOWXUDO�
FXUUHQWV�´�,Q�DQRWKHU�SLHFH�IURP�WKH�VHULHV��DOVR�WLWOHG�Correntes 
culturais (1975) (Fig. 1), WKH�RFHDQV�DUH�FRYHUHG�E\�YHUWLFDO�EDQGV�
RI�OD\HUHG�ZRUGV��¿UVW�correntes, then culturais, followed by a band 
of the alternating words dominante (dominant) and dependente 
(dependent) bordering the west side of the Southern Cone. Geiger 
creates an unexpected interruption in the center of this last band, 
adding the word RECESSIVA��UHFHVVLYH��LQ�DOO�FDSLWDOV�DQG�XQGHU-
OD\LQJ�LW�LQ�UHG��3DXOR�+HUNHQKRII�LQGLFDWHV�WKDW�LQ�*HLJHU¶V�VSHFL¿F�
SODFH�RI�DFWLRQ²7URSLFV��%UD]LO��DQG�6RXWK�$PHULFD²�³WKH�SRZHU� 
RI�WKH�LQWHUQDWLRQDO�DUW�V\VWHP�LV�QRW�DW�KRPH«��+HUH�LV�WKH�SHULSKHU\�� 
a formerly colonial realm. The main streams of art were not 
HVWDEOLVKHG�KHUH�����LQWHUQDWLRQDOLW\�LV�QRW�QHFHVVDULO\�XQLYHUVDOLW\��
%XW�KHUH�VXUHO\�DUW�H[LVWV�´8 Geiger’s conceptual strategy of 
UHQGHULQJ�YLVLEOH�WKH�GRPLQDQW�FXOWXUDO�FXUUHQWV�UHYHDOV�WKH�SHUYD-
VLYHQHVV�RI�WKH�FXOWXUDO�KHJHPRQ\�RI�WKH�FRORQLDOLVW�V\VWHP�WKDW�QRW�
only marginalizes artists from countries such as Brazil but also 
imposes a blanket of stereotypical notions of dependency and lack 
of originality. But as Herkenhoff indicates, this does not imply a 
SDVVLYH�DFFHSWDQFH�EXW�WKH�VWDJLQJ�RI�D�SODFH�RI�DFWLRQ�IRU�DUW��ERWK�
local and global.

,QWHUHVWLQJO\��*HLJHU¶V�TXHVWLRQLQJ�RI�WKH�V\PEROLF�DQG�SK\VLFDO�
limits of the geopolitical order was ahead of her time. In Territories 
and Trajectories: Cultures in Circulation, Diana Sorensen argues 
that, in today’s times of heightened migration and displacement, we 
QHHG�WR�GLVWDQFH�RXUVHOYHV�IURP�ROGHU�QRWLRQV�RI�VWDELOLW\�DQG�
FRQWDLQPHQW�GHULYHG�IURP�WKH�QDWLRQ�VWDWH��6KH�ZULWHV��³$�FULVLV�RI�
understanding has resulted from the inability of old categories of 
VSDFH�WR�DFFRXQW�IRU�RXU�GLYHUVH�FDUWRJUDSKLHV��DV�LI�RXU�JHRJUD-
SKLHV�KDG�EHFRPH�MXPEOHG�XS�´�DQG�FDOOV�IRU�H[SORULQJ�³SURGXFWLYH�
OLQHV�RI�WUDQVPLVVLRQ�WKDW�DUH�QR�ORQJHU�ERXQG�WR�¿[HG�VSDFH�
FDWHJRULHV�´9 More than forty years ago, Geiger’s work was informed 
E\�KHU�FRQVFLRXVQHVV�RI�ERWK�PLJUDWLRQ�²�KHU�IDPLO\�PLJUDWHG�IURP�
3RODQG�WR�%UD]LO�²�DQG�WKH�LQVXODULW\�DQG�YLROHQFH�RI�WKH�QDWLRQ�VWDWH��
DV�%UD]LO�ZDV�LPPHUVHG�LQ�D�86�EDFNHG�GLFWDWRUVKLS�EHWZHHQ������
and 1985. Geiger’s interest in uniting Brazil with the rest of South 
America was also unusual for her time, as Brazil tended to separate 
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itself from a Latin American hemispheric identity. In 2007, Adolfo 
0RQWHMR�1DYDV�KLJKOLJKWHG�WKH�IDFW�WKDW�*HLJHU¶V�FULWLFDO�WDNH�RQ�
geopolitics, in series such as Local da ação, had, by the end of 
����V�DQG�¶��V��DFTXLUHG�SURWDJRQLVP�LQ�WKH�FRQWH[W�RI�GLVFXVVLRQV�
about postcolonial conceptualization and multiculturalism, when the 
geopolitical notions of center/periphery and marginalization came to 
the fore. Geiger refutes the ideological underpinnings of globaliza-
WLRQ�DV�D�FRQVWUXFW�WKDW�HPERGLHV�FRORQLDO�KLVWRU\��¿QDQFLDO�DQG�
cultural marginalization, and dependency. She counters marginal-
ization by highlighting the centrality of the Southern Cone and Brazil 
�DV�SURWDJRQLVWV��DQG�DOVR�E\�UHYHDOLQJ�WKH�FRORQLDO�XQGHUFXUUHQWV�
WKDW�VXUURXQG�WKHP��0RQWHMR�1DYDV�ZULWHV��³,Q�JHRJUDSK\�DV�D�SODFH�
RI�DUW�²�RQ�WKH�FRQWUDU\�WR�WKH�VLWH�VSHFL¿FLW\�²�DQG�WKH�SODFH�RI�DUW�
as geography, the notion of place in the work of Anna Bella Geiger 
also passes from a functional space to a space of information, to a 
space of exchange where the notions of the regional and of the 
JOREDO�SUHFHGH�WKHLU�HSRFK��LQ�WKHLU�PXOWLFXOWXUDO�GHEDWH�´10

O pão nosso de cada dia (Our Daily Bread, 1978) (Fig. 2), makes 
³WKH�JHRSROLWLFV�RI�GHFRORQL]DWLRQ´11�PRUH�HYLGHQW��,Q�LW��WKH�DUWLVW�KDV�
FDUYHG�WKH�VKDSHV�RI�6RXWK�$PHULFD�DQG�%UD]LO�RXW�RI�VOLFHV�RI�
EUHDG��UHYHDOLQJ�WKH�FRQWLQHQW�DQG�FRXQWU\�DV�H[SORLWHG�DQG�HPSWLHG�
VLJQL¿HUV��7KH�LQYLVLELOLW\�RI�WKH�FRQWLQHQW�LV�PDGH�WDQJLEOH�WKURXJK�
LWV�YHU\�GLVDSSHDUDQFH��7KLV�SLHFH�LV�FRPSRVHG�RI�VL[�SRVWFDUGV�
DQG�D�SDSHU�EUHDG�EDJ��7KH�¿UVW�SRVWFDUG�VKRZV�D�FORVH�XS�RI�WKH�
artist’s mouth about to consume a slice of bread, followed by 
close-ups of the hollowed-out slices of bread and photographs of 
empty bread baskets lined with cloths bearing the outlines of the 
PDSV��7KH�ODVW�LPDJH�UHYHDOV�WKH�KROORZHG�RXW�VKDSHV�RI�%UD]LO�DQG�
South America at a distance. This is a piece that brings to the fore, 
WKURXJK�WKH�LGHQWL¿DEOH�V\PERO�RI�GDLO\�EUHDG��D�UHDOLW\�LQ�FULVLV��$V�
)HUQDQGR�&RFFKLDUDOH�H[SODLQV��³WKH�UHDOLW\�LV�WKHUH��ZH�DUH�DOO�LQ�LW��
$QQD�%HOOD�LQYLWHV�XV�WR�SDUWDNH�RI�WKLV�EUHDG�²�RXU�GDLO\�´12 Guy Brett 
describes O pão nosso de cada dia�DV�UHÀHFWLQJ�³RQ�WKH�/DWLQ�
$PHULFDQ�FRQWLQHQW�DQG�SHRSOH�DW�WKH�PRVW�EDVLF�OHYHO��KXQJHU�´13 
This work also denotes geopolitical absence and disappearance 
(perhaps human disappearance during dictatorship). In its reference 
WR�FRQVXPSWLRQ�²�ZKLFK�SHUKDSV�UHFDOOV�WKH�³0DQLIHVWR�$QWUR-
SyIDJR´��&DQQLEDO�0DQLIHVWR��RI�������LQ�ZKLFK�2VZDOG�GH�$QGUDGH�
argued that Brazilian culture asserted its independence from 
FRORQLDO�GHSHQGHQF\�E\�FDQQLEDOL]LQJ�RXWVLGH�LQÀXHQFHV�ZKLOH�
URRWLQJ�IRU�LWV�RZQ�FXOWXUH�²�LW�PD\�DOVR�EH�UHDG�DV�WKH�QHJDWLYH� 
of modernity. 

Geiger goes beyond the discussion of center/periphery and the 
North/South axis to tackle the internal struggles within Brazilian 
FXOWXUH�DQG�LWV�RZQ�KLVWRU\��7KH�GLFKRWRP\�ZLWKLQ�³WKH�%UD]LOLDQ�
cultural reality: national/rooted culture × dependent/colonized/
LPSRUWHG�FXOWXUH´14 that Geiger interpolates in her work is illustrated 
clearly in her anamorphic drawing Amuleto (Amulet, 1977) (Fig. 3). 
9LD�WKH�LQWHUSOD\�RI�ZRUGV�DQG�V\PEROV�²�amuleto (amulet),  
a mulata (mulatta), a muleta (crutch), Am. Latina��/DWLQ�$PHULFD�²�



she embeds Brazil and the Southern Cone with decolonial cultural 
features, the Black female body shaping its territory, and includes 
the talisman (perhaps Indigenous, mestizo, or Black) as protection, 
ZKLOH�DFNQRZOHGJLQJ��ZLWK�WKH�FUXWFK��WKH�YXOQHUDELOLW\�RI�WKH�UHJLRQ��
The use of the amulet and the mulatta as symbols of geography and 
FXOWXUH�KDYH�EHHQ�UHDG�E\�&RFFKLDUDOH�DQG�RWKHU�ZULWHUV�DIWHU�KLP�
DV�³FOLFKp>V@�RI�WKH�FRQWLQHQW��P\VWLFLVP��UDFLDO�PLVFHJHQDWLRQ��
GHSHQGHQFH��JHRJUDSK\�´15 It is interesting that a work such as 
Brasil nativo, Brasil alienígena��1DWLYH�%UD]LO��$OLHQ�%UD]LO������±�����
in which the artist is photographed repeating the poses and tasks of 
,QGLJHQRXV�SHRSOH�VKRZQ�LQ�WRXULVW�SRVWFDUGV��LV�QRW�SHUFHLYHG�LQ�
similarly prejudiced ways. After all, in Amuleto Geiger employs a 
UDFLDO�VLJQL¿HU�RWKHU�WKDQ�KHUVHOI�WR�WDON�DERXW�FXOWXUDO�DQG�VRFLDO�
LVVXHV�LQ�%UD]LO��7R�HTXDWH�DQ�DPXOHW�DQG�D�%ODFN�ZRPDQ�ZLWK�WKH�
OLPLWHG�UROH�RI�FOLFKpV�RI�FXOWXUDO�LGHQWLW\�LV�GRXEO\�FRORQLDO��DV�%UD]LO�
is still more than 50 percent Black. We may also remember that one 
RI�WKH�PRVW�GH¿QLQJ�ZRUNV�LQ�%UD]LOLDQ�PRGHUQ�DUW�LV�7DUVLOD�GR�
Amaral’s monumental painting A Negra (A Black Woman, 1923).16  
I would like to propose that instead of reading Geiger’s anamorphic 
LPDJHV�DV�V\PEROV�RI�FXOWXUDO�DQG�HFRQRPLF�XQGHUGHYHORSPHQW�DQG�
racial reductionism, we see them in dialogue with the notion that 
Brazil was and still is a country with profound cultural roots that are 
non-Western, and that the metamorphosis and layering of an 
amulet, a Black woman, and a crutch onto the map of South 
$PHULFD�LV�DQ�DFNQRZOHGJPHQW�RI�LWV�FRQVWLWXWLYH�FXOWXUDO�KLVWRU\�
DQG�LWV�SRWHQWLDOLW\��7KH�LGHQWL¿FDWLRQ�RI�WKH�PDS�RI�6RXWK�$PHULFD�
DV�D�ODQG�WKDW�PD\�EH�IHPLQLQH�DQG�%ODFN�²�LQVWHDG�RI�D�ZKLWH�
FRORQL]HG�ODQG�²�DQG�DV�HPERG\LQJ�V\QFUHWLF�UHOLJLRQV��LQVWHDG�RI�
VROHO\�&KULVWLDQLW\��WKH�UHOLJLRQ�RI�FRORQL]DWLRQ�WKDW�MXVWL¿HG�JHQRFLGH�
and exploitation in the name of the Church, can be read as a 
powerful exercise in decolonization.
 
7KH�SHUIRUPDWLYH�LV�DQ�LPSRUWDQW�FRPSRQHQW in Geiger’s work. 
Amuleto�ZDV�EURXJKW�WR�OLIH�LQ�WKH�YLGHR�Mapas elementares no. 3 
(Elementary Maps no. 3, 1976), in which the artist performs the 
process of drawing the anamorphic shapes of the map. O pão 
nosso de cada dia�ZDV�DOVR�SHUIRUPDWLYH�LQ�QDWXUH��DV�WKH�DUWLVW�
photographed herself to embody the concept of crisis. Cocchiarale 
LQGLFDWHV�WKDW�YLGHR�LV�³D�FHQWUDO�mapping tool of the artist’s poetic 
URXWHV�DQG�ZD\V´17�DQG�WKDW�LQ�KHU�SUDFWLFH��YLGHRV�DUH�WLHG�WR�WKH�
SHUIRUPDWLYH��ZKLFK�LQ�Passagens I and Passagens II (Passages I 
DQG�,,��ERWK�������EHFRPHV�DQ�HPERGLHG�ZD\�RI�DFWLYDWLQJ�LGHDV�RI�
the map and territory. Passagens I (Fig. 4)�LV�D�YLGHR�LQ�ZKLFK�ZH�
see Geiger climbing stairs. It was recorded in three different places: 
a building in the Jardim Botânico neighborhood that was slated for 
GHPROLWLRQ�DQG�WKH�QHLJKERUKRRGV�RI�*OyULD�DQG�8UFD�LQ�5LR�GH�
Janeiro.18�1HYHUWKHOHVV��WKHVH�VSHFL¿F�SODFHV�OHDG�QRZKHUH��DQG�
WKH\�SURYLGH�QR�DVFHQVLRQ�WR�DQ�HOHYDWHG�FRQGLWLRQ��SODFH��RU�
thought. The close focus of the camera on the artist’s climbing legs 
LV�SHUFHLYHG�DV�D�WKUHDWHQLQJ�IRUP�RI�VXUYHLOODQFH�DQG�SXUVXLW��,W�
reminds us that this is taking place in the time of the dictatorship, 
when you could be persecuted and you could go nowhere.  
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7KH�FOLPELQJ�KDV�D�6LV\SKHDQ�TXDOLW\��DV�LW�QHYHU�UHDFKHV�D�FOLPD[�
DQG�QHYHU�HQGV��$QQDWHUHVD�DQG�0DULDURVDULD�)DEULV�GHVFULEH�LW�DV�
³JLYLQJ�YHQW�WR�D�IHHOLQJ�RI�WUDQVLWRULQHVV��RI�ORVV�RU�UHIHUHQWLDO´�DV�DQ�
³DFWLRQ�ZLWKRXW�D�SXUSRVH�´19 Passagens I functions as an exercise  
LQ�SHUIRUPDWLYH�PDSSLQJ�WKDW�HPERGLHV�WKH�VDPH�FRQFHSWXDO�DQG�
political tensions as works such as Correntes culturais and O pão 
nosso de cada dia. Geiger’s decolonial approach to mapping is  
ERWK�KHPLVSKHULF�DQG�ORFDO��ZLWK�VHYHUDO�RI�KHU�ZRUNV�PDNLQJ�GLUHFW�
references to the situation of dictatorship in Brazil and thus 
connecting her to the localized work of Margarita Paksa, a politically 
engaged artist from Argentina. Between the mid-1960s and the 
mid-1970s, a time of great political turmoil in the country, Paksa 
produced important works on paper using maps, typography, and 
aesthetic strategies such as the inclusion of the crosshairs of a gun 
RYHUODLG�RQWR�VSHFL¿F�JHRJUDSKLFDO�ORFDOHV�WR�H[SORUH�VLWXDWLRQV�RI�
oppression in Argentina and the Southern Cone. Her series 
Situaciones fuera de foco (Out-of-Focus Situations, 1966–68/1976)
FHQWHUV�RQ�HYHQWV�LQ�8UXJXD\��ZKLOH�KHU�VHULHV�Diagramas de 
batallas (Battle Diagrams, 1970–76)20 appropriates maps of key 
VLWHV�ZKHUH�JXHUULOOD�JURXSV�VXFK�DV�WKH�3HRSOH¶V�5HYROXWLRQDU\�
Army were engaged in struggles against Argentina’s dictatorships 
between 1966 and 1973.21�%\�RYHUOD\LQJ�WKHVH�PDSV�ZLWK�ZRUGV�
such as venceremos��³ZH�ZLOO�RYHUFRPH´��²�LQ�Tucumán Vietnam 
Argentino��7XFXPiQ��WKH�$UJHQWLQH�9LHWQDP���������IRU�H[DPSOH�²��
Paksa stressed the demands and aspirations of the guerrilla 
PRYHPHQW�

By 1968 Paksa had become strongly politicized and argued that art 
QHHGHG�WR�SDUWLFLSDWH�DFWLYHO\�LQ�VRFLHW\��6KH�ZURWH��³7KH�DUWV�LQ�RXU�
Western society are all the more specialized in that they shut 
WKHPVHOYHV�RII�DQG�KDYH�DHVWKHWLFV�DV�WKHLU�RQO\�JRDO«��,W�PD\�EH�
WKDW�DUW�FKRRVHV�WR�EH�OLIH�²�D�FRQWUDGLFWLRQ��KRZHYHU��DV�ZH�DUH�RQO\�
UHSUHVHQWDWLRQV�RI�OLIH�²�DQG�KHDG�WRZDUG�DFWLRQ�´22 This statement 
is important because it establishes the artist’s critical position toward 
WUDGLWLRQDO�DUW��$W�WKH�WLPH��WKH�DUWLVW�DOVR�ZLVKHG�WR�PRYH�WRZDUG�D�
FROOHFWLYLW\�EH\RQG�DHVWKHWLF�DQG�LGHRORJLFDO�GLIIHUHQFHV��,Q�FRQYHU-
sation with Guillermo Fantoni, Paksa contends that during the 
Experiencias Visuales organized by the Instituto Torcuato Di Tella 
between 1966 and 196823 there were two aesthetic trends in 
Argentina, one toward Conceptual practices, and another oriented 
WRZDUG�SROLWLFV�DQG�GHFODUDWLYH�DFWLRQ�WKDW�DWWHPSWHG�WR�PDNH�DUW�
DFFHVVLEOH�DQG�UHPRYH�LW�IURP�LWV�HOLWLVW�FLUFXLW�24 Paksa took part in 
ERWK�WUHQGV��DWWHPSWLQJ�WR�PHUJH�WKHP�QRW�RQO\�LQ�KHU�PRUH�YLVLEOH�
SDUWLFLSDWLRQ�LQ�LPSRUWDQW�HYHQWV�DW�WKH�WLPH�EXW�DOVR�LQ�VHULHV�VXFK�
as Situaciones fuera de foco. Though centered on neighboring 
8UXJXD\��WKH�VHULHV�HPERGLHV�WKH�DUWLVW¶V�DWWHPSW�WR�ERWK�FRQFHSWX-
DOL]H�DQG�FKURQLFOH�ZKDW�ZDV�KDSSHQLQJ�QRW�RQO\�LQ�8UXJXD\�EXW�DOVR�
LQ�KHU�RZQ�FRXQWU\��DV�HDFK�XQGHUZHQW�SROLWLFDO�XSKHDYDO��/DXUD�
%XFFHOODWR�ULJKWO\�LQGLFDWHV�WKDW�WKLV�VHULHV�DOOXGHV�REOLTXHO\�WR�WKH�
parallel political situation Paksa was experiencing in Argentina,25 
making reference, for example, to the time in 1968 when she and  
D�JURXS�RI�IHOORZ�DUWLVWV�ZHUH�EULHÀ\�LQFDUFHUDWHG�IRU�SURWHVWLQJ�
artistic censorship.



:KLOH�$UJHQWLQD�HQWHUHG�D�GLFWDWRUVKLS�LQ�������8UXJXD\¶V�EHJDQ�
¿YH�\HDUV�ODWHU��LQ�������DQG�ODVWHG�XQWLO�������DOWKRXJK�OHIW�ZLQJ�
resistance in the country began much earlier. During the mid-1960s, 
3DNVD�FORVHO\�IROORZHG�WKH�LQVXUJHQF\�DJDLQVW�WKH�8UXJXD\DQ�
JRYHUQPHQW��WKH�0RYLPLHQWR�GH�/LEHUDFLyQ�1DFLRQDO�7XSDPDURV�
�0/1�7��EHJDQ�LWV�JXHUULOOD�DFWLYLWLHV�LQ�WKH�����V��¿JKWLQJ�DJDLQVW�
GHWHULRUDWLQJ�VWDQGDUGV�RI�OLYLQJ��SRSXODU�GLVFRQWHQW��HFRQRPLF�
GLI¿FXOWLHV��DQG�H[WUHPH�ULJKW�ZLQJ�IRUFHV�LQ�WKH�JRYHUQPHQW��
$FFRUGLQJ�WR�WKH�0/1�7¶V������³'RFXPHQWR���´�IURP�Documentos y 
antecendentes, their scope was hemispheric and strategized for 
SURORQJHG�DUPHG�UHYROXWLRQDU\�DFWLRQ�LQ�WKH�SXUVXLW�RI�WKH�OLEHUDWLRQ�
RI�8UXJXD\�DQG�/DWLQ�$PHULFD�DJDLQVW�LPSHULDOLVP�DQG�WKH�ROLJDUFK\��
7KHLU�JXLGLQJ�SULQFLSOHV�LQFOXGHG�WKH�IROORZLQJ��³/DWLQ�$PHULFD��DQG�
therefore our country, are part of the world imperialist system. Its 
liberation, then, depends on the defeat on a continental scale of 
LPSHULDOLVP´��³,W�LV�LPSRVVLEOH�WR�WKLQN�RI�OLEHUDWLRQ�LQ�QDWLRQDO�WHUPV��
LQGHSHQGHQWO\�RI�WKH�UHVW�RI�/DWLQ�$PHULFD´��³,PSHULDOLVP�PXVW�EH�
plunged into a war of attrition in Latin America. To transform each 
span into a battleground, in an area that is hostile to them, ‘create 
VHYHUDO�9LHWQDPV�LQ�$PHULFD¶´��DQG�³7KH�GLFWDWRUVKLS�ROLJDUFK\²
SRSXODU�SUHVVXUH�EDODQFH�PXVW�EH�YLRODWHG�´26 

3DNVD�FORVHO\�IROORZHG�WKHVH�HYHQWV�DQG�ZDV�VXUHO\�DZDUH�RI�WKH�
guerrilla actions by the Tupamaros in the mid- to late 1960s, such 
as the dramatic Toma del Pando (the occupation of the city of 
Pando) on October 8, 1969, following President Jorge Pacheco 
Areco’s repression of demonstrations, the closing of newspapers, 
and the torture of political prisoners he began in January 1969. 
6HYHUDO�ZRUNV�IURP�Situaciones fuera de foco (Out-of-Focus 
Situations) include references to the Tupamaros, as seen in 
Tupamaros, una situación fuera de foco (Tupamaros, An Out-of-
Focus Situation, 1967) (Fig. 5) and Uruguay, una situación fuera 
de foco��8UXJXD\��$Q�2XW�RI�)RFXV�6LWXDWLRQ��������(Fig. 6). 
These works are not maps in the traditional sense, but the word 
³8UXJXD\´�LQ�WKH�FHQWHU�RI�WKH�LPDJH�RYHU�WKH�V\PERO�RI�D�\HOORZ�VWDU�
establishes the geographical and political locale of the work in the 
VDPH�ZD\�WKDW�PDSV�GR��7KH�VWDU�LV�D�GLUHFW�DOOXVLRQ�WR�WKH�PRYH-
PHQW¶V�ÀDJ��ZKLFK�KDV�D�\HOORZ�VWDU�ZLWK�WKH�OHWWHU�T in its center. 
7KH�FRORUV�LQ�3DNVD¶V�GUDZLQJ�DUH�WKH�VDPH�DV�WKRVH�LQ�WKH�ÀDJ��7ZR�
KRUL]RQWDO�EOXH�OLQHV�IUDPH�WKH�FHQWUDO�PRWLI�RI�8UXJXD\��DOOXGLQJ�
DJDLQ�WR�WKH�0/1�7�ÀDJ��ZKLFK�UHGXFHG�WKH�QXPEHU�RI�EOXH�VWULSHV�
RQ�WKH�8UXJXD\DQ�QDWLRQDO�ÀDJ�IURP�IRXU�WR�WZR�LQ�RUGHU�WR�¿W�WKH�VWDU�
in its center. Through the use of the crosshairs, the letters of the 
ZRUG�³8UXJXD\´�EHFRPH�ERWK�PDJQL¿HG�DQG�GLVWRUWHG�DW�WKH�FHQWHU�
of the word: the letters R, U, and the left half of the G are lowered 
from the central line, while the other half of the G, U, and half of the 
letter A on the right are raised. In Uruguay, una situación fuera de 
foco, these letters are red, while the letters U and Y that, respec-
WLYHO\��EHJLQ�DQG�HQG�WKH�ZRUG�DUH�EOXH��7KH�ZRUG�³7XSDPDURV´�LV�
RYHUODLG�DW�D�ULJKW�DQJOH�RYHU�WKH�FHQWHU�ULJKW�RI�WKH�ZRUG�³8UXJXD\�´�
functioning as a stamp, and perhaps suggesting that the Tupamaros 
would transform the ultraright political tendency of the country by 
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LQ¿OWUDWLQJ�LWV�LGHRORJ\�DQG�VKLIWLQJ�LW�IURP�OHIW�WR�ULJKW��7KH�SRUWLRQ�RI�
the word inside the crosshairs is only outlined, while what remains 
outside of it is black. 

7KLV�ZRUN�DSSHDUV�GHFHSWLYHO\�VLPSOH��EXW�LW�GLVORFDWHV�WKH�VWDEOH�
VLJQL¿HU�RI�8UXJXD\��LQ�WKDW��E\�DSSO\LQJ�WKH�PDJQLI\LQJ�HIIHFW�RI�WKH�
FURVVKDLUV�WR�WKH�FRXQWU\��LW�LQYDULDEO\�GHIRUPV�UHDOLW\�E\�EOXUULQJ�LWV�
contours. It is as if Paksa is attempting to show, in one single image, 
VHYHUDO�SHUVSHFWLYHV�RQ�D�VLWXDWLRQ�ZLWKRXW�QHFHVVDULO\�PDNLQJ�
LOOXVWUDWLYH�VHQVH�RI�LW�LQ�D�UDWLRQDO�ZD\�(Fig. 7). In the same way 
WKDW�WKH�SHULSKHUDO�YLHZ�LQ�WKH�ELRORJ\�RI�YLVLRQ�JLYHV�GHSWK�WR�ZKDW�
ZH�VHH��WKRXJK�LW�LV�D�³VXEFRQVFLRXV´�JD]H�LQ�FRQWUDVW�WR�WKH�UDWLRQDO�
FRQVFLRXV�JD]H�RI�WKH�IRFDO�YLHZ��3DNVD¶V�ZRUN�FKDOOHQJHV�WKHLU�
separation and collapses them together, thus creating a deeper 
consciousness of what we may see. Additionally, as Ricardo 
Ocampo suggests, these works distort reality because it may be 
XQGHUVWRRG�DFFRUGLQJ�WR�WKH�³OHQV�XVHG�WR�VHH�LW´�27 and, in the case 
of Paksa, that lens was her own experience of repression in 
$UJHQWLQD�DQG�WKH�FRQÀXHQFH�VKH�VDZ�EHWZHHQ�LWV�SROLWLFDO�VLWXDWLRQ�
DQG�8UXJXD\¶V��'DQLHO�4XLOHV�ZULWHV�RI�WKH�VHULHV��³WKH�VLWXDWLRQ�LV�
µRXW�RI�IRFXV�¶�LW�LV�GLI¿FXOW�WR�PDNH�VHQVH�RI�LW��EXW�WKHUH�LV�DOVR�D�SOD\�
RQ�ZRUGV�DERXW�KRZ�WKH�JXHUULOOD�WDFWLFV�UHSUHVHQW�DQ�DOWHUQDWLYH�WR�
µIRFXV¶��(UQHVWR�µ&KH¶�*XHYDUD¶V�VWUDWHJ\�WR�EULQJ�UHYROXWLRQDU\�
DUPHG�DFWLRQ�IURP�UXUDO�WR�XUEDQ�DUHDV��´28 The artist is not taking 
refuge in language and typography to create an abstraction or to 
abstract reality. Instead, she uses them to concentrate reality 
ZLWKRXW�LOOXVWUDWLQJ�LW�RU�JLYLQJ�D�IDOVH�VHQVH�RI�FRQWURO�RYHU�LW��DQG�
she politicizes them by placing the Tupamaros in the center of 
8UXJXD\��DV�D�VLJQL¿HU�RI�UHVLVWDQFH�

When we look at Paksa’s work during this period, it does not seem 
WR�¿W�KHU�FRQFHSWXDO�RU�SROLWLFDO�DUW�H[SHULPHQWDOLVP��LGHQWL¿HG�ZLWK�
the Instituto Di Tella or Tucumán Arde,29 or her writings and artworks 
IURP�WKLV�WLPH��1HYHUWKHOHVV��LW�LV�P\�DUJXPHQW�WKDW�WKHVH�SLHFHV�DUH�
good examples of her radical practice at the time. These draw-
LQJV�²�PDGH�ZLWK�LQN�RQ�SDSHU�²�FDQ�EH�HDVLO\�FRQIRXQGHG�ZLWK�
prints because of their graphic nature, based entirely on typography. 
The artist was always interested in interdisciplinarity, encompassing, 
importantly, the use of words, either written or spoken. Buccellato 
has described the Diagramas de batallas�VHULHV�DV�³D�XQLTXH�
cartography in which she introduces written messages, while 
pointing out neuralgic places of repression in the southern part of 
Greater Buenos Aires, perhaps one of the most intense focuses of 
SRSXODU�UHDFWLRQ��7KH\�DUH�ZRUNV�ZLWK�HORTXHQW�UHIHUHQFH�WR�WKH�
VRFLRSROLWLFDO�VLWXDWLRQ�RI�WKH�FXUUHQW�VWDWH�RI�VLHJH�´30 Furthermore, 
HDFK�ZRUN�IRFXVHV�RQ�VSHFL¿F�SODFHV�ZLWKLQ�WKH�FLW\�DQG�RQ�VSHFL¿F�
HYHQWV�RI�WKH�WLPH��,W�LV�VXUSULVLQJ��WKHQ��WKDW�4XLOHV�GHVFULEHV�WKHVH�
ZRUNV�DV�³DPELJXRXV�W\SHIDFHV´�WKDW��LQ�WKH�FRQWH[W�RI�-XDQ�&DUORV�
2QJDQtD¶V�LPPDQHQW�PLOLWDU\�FRXS�LQ�$UJHQWLQD��³VXJJHVW�DQ 
DSSURDFK�WR�SROLWLFDO�DUW�LQ�WKH�PLGVW�RI�FHQVRUVKLS�´31 These works 
PD\�QRW�VHHP�RYHUWO\�DFWLYLVW�RU�SROLWLFDO��QHYHUWKHOHVV��WKH�SUHFLVH�
ZD\�3DNVD�PDSV�]RQHV�RI�FRQÀLFW�DQG�UHVLVWDQFH�LQ�KHU�Diagramas 



de batallas��WKH�RYHUOD\LQJ�RI�VWUDWHJLF�ZRUGV�RQ�WKH�PDSV�VXFK�DV�
³YLROHQFH´�RU�³YLFWRU\�´�DQG�WLWOHV�VXFK�DV�Victoria siempre (Victory 
)RUHYHU���������Es justicia, toma de La Calera (It’s Justice, the 
Occupation of La Calera, 1970); Buscamos armas (La comida) (We 
$UH�/RRNLQJ�IRU�:HDSRQV�>)RRG@���������RU�Libres o muertos (Free 
or Dead, 1975) (Fig. 8) demonstrate the opposite. Buccellato 
DUJXHV�WKDW�3DNVD¶V�FDUWRJUDSKLHV��E\�HOLPLQDWLQJ�DOO�VXEMHFWLYH�
aspects or the realism of photographs, became precise and 
SRZHUIXO�FDUULHUV�RI�D�VRFLHWDO�WUXWK�RI�WKH�WLPH��DQG�WKH\�OHDYH�QR�
ambiguity regarding the political nature of the works.32�4XLOHV�PD\�
be pointing to an aspect of her work that Paksa herself has 
discussed: the interplay and differentiation between her political and 
KHU�PRUH�DHVWKHWLFDOO\�GULYHQ�ZRUN��,Q�D�YLGHR�LQWHUYLHZ�LQ������WKH�
DUWLVW�FRPPHQWHG��³,�ORYH�GHPDWHULDOL]DWLRQ��EXW�,�FDQ¶W�KHOS�EXW�JHW�
LQWHQVHO\�LQWR�SROLWLFV��0DQ\�DYRLGHG�SROLWLFV��LQ�DQ�LYRU\�WRZHU�VW\OH��
ZKLFK�,�GHVSLVHG�´�6KH�ZHQW�RQ�WR�GLVFXVV�KHU�FRQÀLFW��³$�SDUW�RI�PH�
is responding politically, and the other part of me is responding to 
P\�DHVWKHWLF�GHVLUHV��OHW¶V�WU\�WR�FRPELQH�WKLQJV«IRU�PH�LW¶V�OLNH�DQ�
LQWHUQDO�GLYRUFH�ZKHUH�,�GR�SROLWLFDO�ZRUN�HYHU\�VR�RIWHQ�DQG�WKHQ��
OHDYH�PH�DORQH�DQG�,�GR�P\�RZQ�UHVHDUFK��HYHQ�WKRXJK�WKH\�DUH�QRW�
VR�IDU�DSDUW�´33

The artist created Diagramas de batallas between 1970 and 1976, 
during a period when she did not participate in public exhibitions 
due to her disillusionment with the political situation and her 
frustration at the art world’s inability to contribute to societal change. 
'HVSLWH�WKLV�ZLWKGUDZDO��LW�ZDV�D�SURGXFWLYH�SHULRG�IRU�KHU��RQH�LQ�
which she created not only Diagramas de batallas but also the 
series 2EUDV�WLSRJUi¿FDV�(Typographic Works, 1973), which 
includes the piece Me cortaron las manos (They Cut My Hands Off, 
1973), in remembrance of the Chilean poet and singer Víctor Jara, 
ZKR�ZDV�WRUWXUHG�DQG�IRUFHG�WR�SOD\�WKH�JXLWDU�DIWHU�KDYLQJ�KLV�
hands broken, before being killed under the Pinochet dictatorship. 
This work is composed of large, bold Letraset typefaces of the title’s 
ZRUGV��ZULWWHQ�ZLWK�DUELWUDU\�VSDFLQJ�WKDW�PDNHV�UHDGLQJ�GLI¿FXOW��
Paksa described her political position as an artist during this time: 
³7XFXPiQ�$UGH�ZDV�WR�WDNH�DFWLRQ�DJDLQVW�WKH�GLFWDWRUVKLS�RI�
2QJDQtD�GLUHFWO\�DQG�VD\�WKDW�DUWLVWV�KDYH�WR�GR�VRPHWKLQJ��6RPH�
DUWLVWV�OHIW�WKH�FRXQWU\��RWKHUV�OLNH�PH��ZH�VDLG��,�NHHS�TXLHW��WKH�
VLOHQFH�LQ�IURQW�RI�ZKDW�,�FRXOG�QRW�FKDQJH��SROLWLFV��,�NHSW�TXLHW�� 
,�VLOHQFHG�P\VHOI��EXW�,�GLGQ¶W�JLYH�WKHP�ZRUN�VR�WKDW�WKH�FRXQWU\�
FRXOGQ¶W�KDYH�P\�ZRUN�´34 We can argue that the works Paksa 
created during her withdrawal from the art scene responded not so 
much to a lesser political stance, or to an internal ambiguity, but  
to the extreme repression of the time. She made work that she 
FRXOG�SURGXFH�SULYDWHO\�WKDW�HPERGLHG�D�GLDJUDPPDWLF�DSSURDFK�
WKURXJK�ZKLFK�VKH�FRXOG�DGGUHVV��LQ�GLUHFW�ZD\V��WKH�HYHQWV�RI�WKH�
WLPH��DQG�E\�UHIXVLQJ�WR�H[KLELW�WKHP��VKH�DYRLGHG�WKH�ZRUN�EHLQJ�
FR�RSWHG�RU�FHQVXUHG�E\�WKH�JRYHUQPHQW��

Let’s not forget that Paksa was also trained as a designer, an  
DVSHFW�WKDW�SHUYDGHV�PXFK�RI�KHU�ZRUN��,Q�WKH�FDVH�RI�Diagramas 
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de batallas, ZH�FDQ�REVHUYH�KHU�UHVRXUFHIXOQHVV�LQ�FRPELQLQJ�D�
typographic strategy that is both clinical and open-ended with the 
graphic nature of the map. In Victoria siempre, for example, Paksa 
GLYLGHG�D�PDS�LQWR�GLIIHUHQW�VHFWLRQV��2Q�WKH�WRS�OHIW�DQG�ERWWRP�
right are cartographic close-ups of strategic areas, marking points 
VXFK�DV�³%DWDOOyQ�FRPXQLFDFLRQHV´��&RPPXQLFDWLRQV�EDWWDOLRQ���
Three sections of the map are left blank, while the center-right 
TXDGUDQJOH�LV�D�GHQVH�XUEDQ�DUHD��OHVV�GH¿QHG�WKDQ�WKH�WZR�
close-ups, that marks the target of Rosario and, to its right, the 
3DUTXH�GH�OD�,QGHSHQGHQFLD��,Q�WKH�FHQWHU�RI�WKH�GUDZLQJ�LV�WKH�
word VICTORIA��YLFWRU\��LQ�ODUJH�OHWWHUV�DQG�DW�DQ�DQJOH��7KH� 
letters C, T, O, and R in the center of the word are seen through 
crosshairs and are black as opposed to red, like the rest of the 
OHWWHUV��FRQWUDGLFWLQJ�WKH�DI¿UPDWLYH�QDWXUH�RI�WKH�ZRUG��7KLV�LV�D�
dislocated map, where the layers of content Paksa has added do 
QRW�DPRXQW�WR�D�ZKROH�EXW�LQVWHDG�FUHDWH�DQ�XQHYHQ�YLVXDO�
rendering of the urban territory where the guerrilla battles were 
WDNLQJ�SODFH��7KH�ZRUG�³YLFWRU\´�GHQRWHV�ERWK�LQWHQW�DQG�UHOXFWDQFH��
ZLWK�WKH�ZKROH�UHÀHFWLQJ�WKH�GLI¿FXOWLHV�QRW�RQO\�RI�PDQDJLQJ�WKH�
WHUUDLQ�EXW�DOVR�RI�DFWXDOO\�FRPSUHKHQGLQJ�HYHQWV�DV�WKH\�XQIROG�
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7KH�SUHYLRXV�VHFWLRQ�RQ�JHRSROLWLFV�DQG�SROLWLFV�LQ�WKH�ZRUNV�RI�
Geiger and Paksa focuses on the map as a strategy for political and 
decolonial contestation and is grounded in territory and geography. 
7KH�IROORZLQJ�VHFWLRQ�RQ�VXEMHFWLYLW\�DQG�SHUIRUPDWLYLW\�LQ� 
/HD�/XEOLQ¶V�DQG�0DJDOL�/DUD¶V�ZRUN�LV�RI�D�YHU\�GLIIHUHQW�QDWXUH�� 
The map here does not relate to cartography in the traditional sense 
EXW�LV�LQVWHDG�FRQFHLYHG�DV�D�GLDJUDPPDWLF�VWUDWHJ\�IRU�SURPRWLQJ�
SHUVRQDO�IRUPV�RI�HPERGLPHQW��/XEOLQ�FUHDWHV�D�ÀRRU�SODQ�WR�PDS�D�
SDUWLFLSDWLYH�DHVWKHWLF�H[SHULHQFH�WKDW�LV�VXEMHFWLYH��OLEHUDWLQJ��DQG�
FROOHFWLYH��FRXQWHULQJ�WKH�GHWHUPLQLQJ�ERXQGDULHV�RI�D�FRQYHQWLRQDO�
PDS��/DUD�GUDZV�GLDJUDPV�RI�LQWHULRULW\�DQG�VXEMHFWLYLW\�WKDW�PDS�
the unruly nature of desire, the mind, and her feminine self in 
unpredictable and open-ended ways, also challenging the bound-
aries between the inside and the outside. This section thus relates 
WR�WKH�LQYHQWLRQ�RI�PDSV�WKDW�DUH�VXEMHFWLYH��XQERXQG��DQG�
HPERGLHG�²�SHUKDSV�RYHUÀRZLQJ�PDSSLQJ�HQWLUHO\�

,Q�1RYHPEHU������/HD�/XEOLQ�FUHDWHG�VHYHUDO�ÀRRU�SODQV�IRU�D�
XQLTXH�SDUWLFLSDWRU\�ZRUN��Fluvio Subtunal (Subtunnel Flow), in 
Santa Fe, Argentina (Fig. 9). Fluvio was commissioned on the 
RFFDVLRQ�RI�WKH�RSHQLQJ�RI�WKH�XQGHU�ULYHU�WXQQHO�MRLQLQJ�WKH�FLWLHV� 
of Santa Fe and Paraná. While it referred to the technological 
DFKLHYHPHQW�RI�WKH�WXQQHO��WKH�FRPPLVVLRQ�EHFDPH�DQ�RSSRUWXQLW\�
IRU�/XEOLQ�WR�SURGXFH�DQ�DPELWLRXV�VXSUD�VHQVRULDO�DUW�HQYLURQPHQW�
that brought together art and life, and technology and nature, while 
GLVVROYLQJ�WKH�WUDGLWLRQDO�UROH�RI�WKH�VSHFWDWRU��7KH�LQWHUDFWLYH�
LQVWDOODWLRQ�RFFXSLHG�D�����VTXDUH�PHWHU�DUHD��DQG�LW�ZDV�RUJD-
QL]HG�LQ�D�VHTXHQFH�RI�QLQH�]RQHV��HDFK�RI�ZKLFK�RIIHUHG�D�GLIIHUHQW�



experience: A) The Source; B) Wind Zone (Fig. 10); C) Technolog-
ical Zone (Fig. 11); D) Production Zone (Fig. 12); E) Sensorial 
Zone (Fig. 13)��)��8QORDGLQJ�=RQH (Fig. 14); G) Subtunnel Flow 
(Figs. 15–16); H) Nature Zone (Fig. 17)��DQG�,��=RQH�RI�&UHDWLYH�
Participation (Figs. 18–19).

Prior to Fluvio, in September 1969, Lublin created Terranautas 
(Earthnauts) at the lnstituto Torcuato Di Tella in Buenos Aires, 
IRFXVLQJ�RQ�WKH�HVVHQWLDO�HOHPHQWV�RI�OLIH�²�HDUWK��ZDWHU��DQG�DLU²� 
ZLWK�WKH�DLP�RI�DFWLYDWLQJ�WKH�VSHFWDWRU�WR�ERWK�SDUWLFLSDWH�DQG�WKLQN�
WKURXJK�WKH�ZRUN��7KH�ÀRRU�SODQ�IRU�WKLV�H[SHULHQFH�LQGLFDWHV�ZRUGV�
VXFK�DV�³HDUWK´�ZLWK�VHHGV��RQLRQV��FDUURWV��RDWV��ZDWHU��DQG�VDQG��
DV�ZHOO�DV�LQVWUXFWLRQV�VXFK�DV�³WKLQN�´�³FKRRVH�DQG�KLW�´�DQG�³JHW�
QDNHG�DQG�WKLQN�´�,W�DOVR�SLQSRLQWV�]RQHV�WKH�DUWLVW�WLWOHG�³DUWH�VHUi�
YLGD´��DUW�ZLOO�EH�OLIH��DQG�³KLOO�IRU�UHÀHFWLRQ�´�/XEOLQ�WKXV�SURSRVHG� 
an ephemeral and sensorial participatory experience that combined  
art and language to create an art experience that produced a  
UHODWLRQVKLS�WKDW�VKH�GHVFULEHG�DV�³VIDA–LENGUAJE = ARTE´�
(Life–Language = Art). Producing Terranautas was profoundly 
YDOXDEOH�IRU�/XEOLQ��DV�VKH�ZDV�DEOH�WR�H[SHULPHQW�ZLWK�WKH�SXEOLF¶V�
participation and with the concept of creating connections between 
art and life. While Terranautas was an exceptional and highly 
experimental artwork, Fluvio�HPERGLHG�DQ�HYHQ�JUHDWHU�OHYHO�RI�
FRPSOH[LW\�DQG�EURXJKW�WRJHWKHU�PDQ\�RI�/XEOLQ¶V�XQLTXH�LGHDV��
FUHDWLQJ�DQ�DUWLVWLF�H[SHULHQFH�WKDW�ZDV�FROOHFWLYH�DQG�GHPRFUDWLF�
while breaking down social, class, and cultural hierarchies. Further-
PRUH��E\�XQLWLQJ�SDUWLFLSDWLRQ��SHUVRQDO�FUHDWLYLW\��QDWXUH��VFLHQFH��
DQG�SURGXFWLYLW\�LQ�D�VLQJOH�ZRUN��Fluvio enabled her to renounce 
traditional notions of artistic formalism, authorship, and spectator-
VKLS��,Q�DQ�LQWHUYLHZ�LQ������/XEOLQ�H[SODLQHG��³([SHULHQFH�LV�ZKDW�
replaces formalism. I feel this is a necessity, a starting point that 
becomes the theme of the action that I conduct and triggers a 
V\VWHP�RI�PXOWLSOH�PLVFHOODQHRXV�FRQQHFWLRQV�´�6KH�ZHQW�RQ��³WKH�
FRQFHSW�RI�DQ�RSHQ�ZRUN�EHFDPH�WKH�YHU\�OLIH�EUHDWK�RI�P\�SDVVLRQ�
IRU�WKH�H[SORUDWLRQ�RI�VHHLQJ�DQG�OLYLQJ�LQ�DQG�ZLWK�DUW�´35 The idea of 
the open work is clearly illustrated in Fluvio��ZKLFK�JDYH�WKH�DUWLVW�D�
XQLTXH�RSSRUWXQLW\�WR�EULGJH�DUW�DQG�OLIH�ZKLOH�KDYLQJ�WR�HQJDJH�ZLWK�
WKH�FHOHEUDWLRQ�RI�WKH�XQGHU�ULYHU�WXQQHO�LQ�6DQWD�)H��)RU�WKLV��VKH�
LQWHJUDWHG�HOHPHQWV�RI�SURGXFWLYLW\�DQG�DOVR�WKH�ZRUNHUV�ZKR�KDG�
built the tunnel into the experience. In the Production Zone (D), 
Lublin included construction machinery she had painted next to 
QDWXUDO�DQG�DUWL¿FLDO�PDWHULDOV�VXFK�DV�HDUWK��FKDON��VDQG��VWRQH��
DQG�6W\URIRDP��ZKLFK�YLVLWRUV�FRXOG�PL[�DQG�XVH�WR�FUHDWH�DQ\�
shape they wished. To highlight the importance of the workers who 
constructed the tunnel, she projected slides showing photos of them 
LQ�WKH�7HFKQRORJLFDO�=RQH��&���ZKLOH�¿IWHHQ�FORVHG�FLUFXLW�FRORU�79�
monitors screened what was happening in other areas of the 
HQYLURQPHQW��UHYHDOLQJ�KRZ�RWKHU�SDUWLFLSDQWV�ZHUH�LQWHUDFWLQJ�ZLWK�
WKH�ZRUN��6KH�WKXV�FROODSVHG�GLIIHUHQW�UROHV��DFWLYLWLHV��VRFLDO�
classes, and the separation between work and art. In her opening 
remarks, Lublin highlighted that Fluvio was a challenge to her 
FUHDWLYH�DELOLWLHV�EHFDXVH�VKH�QHHGHG�WR�DGDSW�WKH�ZRUN�WR�WKH�
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VSHFL¿F�UHDOLWLHV�RI�WKH�FLW\�RI�6DQWD�)H��6KH�H[SODLQHG�WKDW�LW�ZDV�
the product of a large collaboration between a multitude of people 
with different roles who not only helped in building the installation 
EXW�DOVR�FRQWULEXWHG�ZLWK�WKHLU�DFWLYH�SDUWLFLSDWLRQ�

The production of the work was possible only thanks to the  
joint action of professionals, technicians, artists, students, and 
workers of that city, not only limited to their contribution as 
³ZRUNIRUFH´�EXW�WKHLU�UROH�ZDV�GLDOHFWLFDO��FULWLFL]LQJ��SDUWLFLSDWLQJ��
enriching, realizing the different stages of the total project. This 
constituted, beyond what has been said, a true transcendental 
KXPDQ�H[SHULHQFH��ZKLFK�XQGRXEWHGO\�PDUNHG�WKH�¿QLVKHG�
product that was the Fluvio Subtunal. Nearly a year later, I need 
to express my deep appreciation to those who made not only a 
ZRUN�³RI�DUW´�EXW�D�ZRUN�³RI�OLIH´�D�UHDOLW\��ERWK�LQGLVVROXEOH�DQG�
constituent at the same time of what the Fluvio was.36 

For Lublin, Fluvio was transcendental because its inception lay 
LQ�D�FROOHFWLYH�KXPDQ�H[SHULHQFH�WKDW�KDG�WUDQVIRUPHG�WKH�SLHFH�
from a work of art into a work of life. The same ethos of its creation 
ZDV�WKHQ�WUDQVSRVHG�WR�WKH�FUHDWLYH�HQJDJHG�IUHHGRP�RIIHUHG�WR� 
the spectators. 

-XDQ�9LFHQWH�$OLDJD�ZULWHV��³7KLV�XQFODVVL¿DEOH�ZRUN�ZDV�D�EL]DUUH�
EOHQG�RI�D�IXQIDLU��D�SODFH�IRU�DFWLYDWLQJ�HQYLURQPHQWDO�DZDUHQHVV��
DQG�D�VSDFH�WKDW�HQFRXUDJHG�FUHDWLYLW\�DQG�HQWHUWDLQPHQW�DV�ZHOO�
DV�DQ�XQGHUVWDQGLQJ�RI�WKH�PDWHULDO�UHDOLW\�RI�ODERXU�´37 Aliaga’s 
description captures the multiplicity of experiences to which the 
public was exposed. Departing from the concepts of nature and 
WHFKQRORJ\��/XEOLQ�GUHZ�D�PDS�WKDW�WRRN�WKH�SXEOLF�LQ�D�VHTXHQWLDO�
SDWK�RI�WKH�QLQH�]RQHV�PHQWLRQHG�DERYH��FRQWUDVWLQJ�]RQHV�VXFK�DV�
WKH�3URGXFWLRQ�=RQH�WR�DUHDV�RI�VHQVRULDO�RU�FUHDWLYH�SDUWLFLSDWLRQ�� 
It is important to understand that the map created by Lublin was 
SURSRVLQJ�QRW�D�EHKDYLRUDO�H[SHULHQFH��EXW�DQ�H[SHULHQFH�WKDW�ZDV�
unrestrained and emancipatory. Furthermore, Lublin merged a 
PXOWLWXGH�RI�VLWXDWLRQV�²�VXFK�DV�WKH�LQFOXVLRQ�RI�OLYH�DQLPDOV�DQG�
FRQVWUXFWLRQ�HTXLSPHQW�²�ZLWK�PRUH�DHVWKHWLF�DVSHFWV��VXFK�DV�
VHQVRULDO�H[SHULHQFHV�RI�OLJKW�DQG�VPHOO�RU�SOD\IXO�DFWLYLWLHV�VXFK�DV�
shooting or hitting that would otherwise be separate or compart-
mentalized in daily life, and which would be prohibited in a 
FRQYHQWLRQDO�DUW�LQVWLWXWLRQ��(YHQ�WKRXJK�/XEOLQ�FUHDWHG�D�SDWK�WR�
FLUFXPQDYLJDWH��QRERG\�ZDV�IRUFHG�WR�GR�DQ\WKLQJ��DQG��LQVWHDG��
WKH\�KDG�HYHU\�SRVVLELOLW\�RI�IUHHLQJ�WKHPVHOYHV�LQ�DQ�HQYLURQPHQW�
that was both exciting and unexpected. Fluvio de facto erased 
FXOWXUDO��FODVV��DQG�EHKDYLRUDO�ERXQGDULHV�IRU�FRQYHQWLRQV�LQ�ERWK�
society and art institutions by creating a map for an open and 
H[SDQVLYH�H[SHULHQFH��9LVLWRUV�HQWHUHG�WKURXJK�WKH�6RXUFH��DQ�
illuminated pool, and then progressed to the Wind Zone, described 
DV�D�IRUHVW�RI�RQH�KXQGUHG�LQÀDWDEOH�WXEHV�VXVSHQGHG�IURP�WKH�
ceiling. The third and fourth zones were the Technological Zone and 
WKH�3URGXFWLRQ�=RQH�GHVFULEHG�DERYH��7KH�6HQVRULDO�=RQH�ZDV�DQ�
HQFORVHG�DUHD�ZLWK�EODFN�OLJKW��ZKHUH�WKH�SXEOLF�SHUFHLYHG�ÀXRUHV-
FHQW�FRORUV�DQG�WKH�VFHQWV�RI�UHJLRQDO�IUXLWV��7KH�8QORDGLQJ�=RQH�
FRQWDLQHG�HOHPHQWV�WKDW�WKH�YLVLWRU�FRXOG�KLW�DQG�WRVV��VXFK�DV�



LQÀDWDEOH�DQLPDO�IRUPV��=RQH�*�FRQWDLQHG�WKH�KHDUW�RI�WKH�H[SHUL-
HQFH��6XEWXQQHO�)ORZ��RU�)OXYLR�VXEWXQDO���D�WZHQW\�WKUHH� 
by-two-meter-long penetrable tunnel made of multicolored trans-
parent polyethylene, with water running through it, that could either 
be explored by entering it or be experienced from outside of it, the 
surrounding Nature Zone,�D�QDWXUDO�VHWWLQJ�ZLWK�WUHHV�DQG�OLYH�
DQLPDOV�VXFK�DV�FRZV��7KH�ODVW�]RQH�ZDV�WKH�=RQH�RI�&UHDWLYH�
Participation, which included a shooting stand and other playful 
VLWXDWLRQV��PXVLF��DQG�D�SODFH�ZKHUH�YLVLWRUV�FRXOG�ZULWH�GRZQ�WKHLU�
LPSUHVVLRQV�RI�WKH�H[SHULHQFH��ZKLFK�ZHUH�WKHQ�EURDGFDVW�RYHU�
loudspeakers. Importantly, near the exit was a wall plastered in 
ZDUP�FRORUHG�UHG��RUDQJH��\HOORZ��DQG�JUHHQ�YHUWLFDO�FROXPQV�RI�
À\OHDYHV�UHDGLQJ�³$UWH�VHUi�YLGD´��$UW�ZLOO�EH�OLIH��

7KHUH�DUH�VHYHUDO�UHDVRQV�ZK\�=RQH�*�LV�VR�FHQWUDO�DQG�UDGLFDO�
within the work. Firstly, its transparency represents the artist’s 
XOWLPDWH�DLP�²�WKDW�WKH�SXEOLF�ZRXOG�QRW�RQO\�EHFRPH�DQ�DFWLYH�DQG�
OLYLQJ�HOHPHQW�RI�WKH�DUWZRUN�EXW�WKDW�WKH�VHSDUDWLRQ�EHWZHHQ�WKH�
interior and the exterior, the inside and the outside, would disappear, 
thus also blurring one of the essential roles of maps and rationality: 
demarcation. Secondly, it concerns both the body and the 
embodied experience of the participant. Lublin was a feminist artist 
with a keen interest in the place the body occupies in art history and 
VRFLHW\��,Q�DQ�LQWHUYLHZ�LQ������VKH�H[SODLQHG��³,�EHOLHYH�WKDW�WKH�
history of art is the history of the representation of the memory of 
WKH�ERG\�DQG�LWV�HUDGLFDWLRQ�´�6KH�JRHV�RQ�WR�GHVFULEH�KRZ�LQ�WKH�
twentieth century the body was shown dismembered, displaced, in 
pieces, and with its sexuality stripped away, and how she aimed to 
EULQJ�RXW�³WKH�DZDUHQHVV�RI�RQH¶V�RZQ�ERG\�DQG�WKH�DZDUHQHVV�RI�
WKH�GLI¿FXOW\�RI�PDNLQJ�LW�YLVLEOH�´38 Lublin attempts to do this by 
SDUWLFLSDWLQJ�LQ�KHU�ZRUN�KHUVHOI�DQG�E\�HOLFLWLQJ�WKH�DFWLYH�SDUWLFLSD-
tion of the spectator. She explained this further, making direct 
reference to Fluvio:

,I�RQH�ORRNV�FORVHO\�DW�D�IHZ�VHTXHQFHV�RI�P\�ZRUN�DQG�RI�P\�
LWLQHUDU\��RQH�FDQ�¿QG�PH�³SHUVRQDOO\�´�DV�\RX�VD\��LQ�DFWLRQV�DQG�
works like the one in which I appeared with my son in 1968, 
EHIRUH�ERG\�DUW�FDPH�LQWR�EHLQJ��%XW�DOVR�LQ�WKH�ODUJH�LQÀDWDEOH�
transparent plastic tunnel which was the centerpiece of Fluvio 
Subtunal (Figs. 15–16). The phallic cylinder into which one 
FRXOG�HQWHU�E\�VHSDUDWLQJ�WZR�LQÀDWDEOH�DLU�FROXPQV��WZR�OLSV��DV�
LI�RQH�ZHUH�HQWHULQJ�D�YDJLQD��ZDV�WUDQVIRUPHG�LQWR�D�SKDOOXV�
YDJLQD��ZKLFK�FRQGHQVHG�WKH�GXDO�VH[XDOLW\�WKDW�GZHOOV�ZLWKLQ�XV��
,QVLGH�WKH�YLHZHU�IRXQG�FRQFHQWULF�VSKHUHV�WKDW�FRQWDLQHG�
YDULRXV�OLTXLGV��VSKHUHV�FRQWDLQLQJ�LQÀDWDEOH�WRUVRV�FRYHUHG�LQ�
JDUPHQWV�SULQWHG�ZLWK�KDQGV�DQG�DLU�FROXPQV�ZKLFK�WKH�YLHZHU�
FRXOG�WRXFK��PRYH��VKLIW�DW�ZLOO��¿QDOO\�UHDFKLQJ�WKH�H[LW��SUDFWL-
cally ejected by the force of the air which supported the 
structure.39 

That Lublin was a feminist artist at the time went against the grain of 
DUW�PLOLHX[�LQ�ERWK�$UJHQWLQD�DQG�)UDQFH�²�ZKHUH�WKH�DUWLVW�OLYHG�DQG�
ZRUNHG�IRU�PDQ\�\HDUV�²�ZKLFK�UHVLVWHG�IHPLQLVW�LGHRORJ\��%XW�ZKDW�
LV�HYHQ�PRUH�H[WUDRUGLQDU\�LV�WKDW�/XEOLQ�SURPRWHG�DQ�LGHD�RI�
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JHQGHU�ÀXLGLW\�WKDW�LV�RQO\�QRZ��LQ�WKH�WZHQW\�¿UVW�FHQWXU\��EHJLQQLQJ�
WR�EH�HPEUDFHG��%\�FROODSVLQJ�WKH�SKDOOXV�DQG�WKH�YDJLQD�LQWR�RQH�
penetrable form, Fluvio promoted the experience of an embodied 
sexuality that was neither binary nor oppositional. Lublin did this 
E\�LQYLWLQJ�WKH�SXEOLF�WR�HQJDJH�LQ�D�OXGLF�SHUIRUPDWLYH�VLWXDWLRQ�WKDW�
ZDV�QRW�VHOI�FRQVFLRXV�RU�FRQGXFWLYH��QRW�HYHQ�QHFHVVDULO\�
conscious in a rational way, which is perhaps the most free form  
RI�OLYHG�VH[XDOLW\��

Lublin’s feminist gesture in making Fluvio a liberating sexualized 
experience is in direct dialogue with Magali Lara, who, since the 
1970s, has collaborated closely with artists in the feminist art circles 
of Mexico City and has made gender and sex central to all of her 
work. Lara is interested in the idea of making emotional maps, and 
in utilizing the aesthetic of the diagram and the outline, because 
they constitute a conjunction between drawing and writing.40 The 
artist employs diagrammatic structures to map what is non- 
PHDVXUDEOH²�WR�UHYHDO�ZKDW�LV�KLGGHQ�DQG�SULYDWH��/DUD�OLQNV�KHU�
interest in maps as an artistic strategy to experimental poetry, which 
JHQHUDWHV�D�SHUIRUPDWLYH�DFWLYDWLRQ�RI�PLQG�DQG�ERG\��RI�DUW�DQG�
ZULWLQJ��³,�KDYH�DOZD\V�UHDG�SRHWU\��DQG�WKH�GLVFRYHU\�RI�H[SHUL-
PHQWDO�ZULWLQJV�ZHUH�GHFLVLYH�WR�P\�XQGHUVWDQGLQJ�RI�KRZ�GUDZLQJ�
formulates space and time, namely exactly the way maps do. My 
¿UVW�ZRUNV�UHYROYHG�DURXQG�PDNLQJ�PDSV�RI�D�ERGLO\�H[SHULHQFH��
LPDJHV�WKDW�ZRXOG�GHVFULEH�WKH�H[FKDQJH�RI�GLIIHUHQW�ÀRZV�� 
the constant contradiction, within a single representation. Opening 
P\VHOI�XS�WR�ZKDW�KDG�EHHQ�FHQVRUHG�RU�XQVDLG�´41 All of Lara’s  
ZRUN�FKDOOHQJHV�VWDWLF�RU�REMHFWL¿HG�QRWLRQV�RI�ZKDW�LW�PHDQV�WR�
make art, because, for the artist, art is non-Cartesian; it is a form  
of conceptual embodiment. This embodiment is not generic but both 
VSHFL¿F�DQG�XQERXQG��DV�ZHOO�DV�GH¿DQW��EHFDXVH�LW�VHHNV�WR�JLYH�
DJHQF\�WR�ZKDW�LV�IRUELGGHQ�RU�UHSUHVVHG�²�VXFK�DV�IHPDOH�GHVLUH��
ERGLO\�ÀXLGV��VXEMHFWLYLW\��DQG�WKH�XQFRQVFLRXV�²�E\�ERWK�VRFLHW\�
DQG�DUW�QRUPV��,Q�/DUD¶V�ZRUGV��³:KDW�,�ZDQWHG�WR�GR�ZDV�FRQVWUXFW�
maps on the basis of a personal experience that did not deny 
HPRWLRQ�DV�SDUW�RI�WKH�µLGHRORJLFDO�UHSHUWRLUH�¶´42 

'HVSLWH�WKH�H[WHQVLYH�OLWHUDWXUH�RQ�/DUD��WKHUH�KDV�EHHQ�QR�H[SORUD-
tion of her work in relation to mapping. This is most likely because 
ZH�FRQFHLYH�FDUWRJUDSK\�DV�WKH�UHDOP�RI�SK\VLFDO�JHRJUDSK\��
1HYHUWKHOHVV��WKHUH�H[LVW�VHYHUDO�QRWLRQV�RI�WKH�PDS�DQG�JHRJUDSK\�
LQ�UHODWLRQ�WR�KXPDQ�FRJQLWLRQ�DQG�H[SHULHQFH��EHKDYLRUDO�JHRJ-
UDSK\��IRFXVLQJ�RQ�WKH�FRJQLWLYH�SURFHVVHV�RI�SHUFHSWLRQ�DQG�WKH�
GHYHORSPHQW�RI�DWWLWXGHV�DERXW�VSDFH�DQG�SODFH��KXPDQ�JHRJUDSK\��
or anthropogeography, the branch of geography encompassing 
economic, social, cultural, political, and historical geography, which 
VWXGLHV�KXPDQV�LQ�UHODWLRQ�WR�WKHVH�¿HOGV�RI�DFWLYLW\��WKHUH�LV�WKH�
mental map, images created through mind experience and memory; 
³WKH�PDSV�DQG�PRGHOV�RI�WKH�ZRUOG�ZH�FDUU\�DURXQG�XV�´43 which are 
sometimes used in psychoanalysis; body maps that show the neural 
VWUXFWXUHV�XVHG�E\�WKH�EUDLQ�WR�VHQVH�ZKHUH�HYHU\WKLQJ�LV�LQ�VSDFH�
DQG�WKHQ�WR�FRQWURO�PRYHPHQW��ERG\�PDSV�IRU�WKH�H[SORUDWLRQ�RI�WKH�



human body in 3-D; body atlases; anatomy atlases; maps of human 
organs; heart maps, or cardiac mapping, including 3-D maps of 
a cardiac arrhythmia; electrophysiology studies, etc. Because all of 
WKHVH�IRUPV�RI�PDSSLQJ�DUH�EDVHG�LQ�VFLHQWL¿F�NQRZOHGJH�DQG�
methodologies, they do not encompass the idea of maps based on 
KXPDQ�VXEMHFWLYLW\��HYHQ�ZKHQ�ZH�FUHDWH�LPDJHV�RI�RXU�HQYLURQ-
ments and our bodies/beings through experiences in our mind that 
DUH�VXEMHFWLYH�DQG�SHUVRQDO��7KH�LPDJLQDWLRQ�EHKLQG�WKLV�³LPDJLQJ´�
may be artistic, erotic, poetic, existential, and unknowable through 
VFLHQFH��/DUD¶V�DSSURDFK�WR�WKH�PDS�GH¿HV�VFLHQFH�EXW�GRHV�QRW�
H[FOXGH�UDWLRQDOLW\��6KH�H[SODLQV��³6FKHPHV�DQG�GLDJUDPV�HQDEOHG�
me to mix the emotional and the rational, always from the place of a 
IHPDOH�ERG\��RI�IUDJLOLW\��RI�SRVVLEOH�EUHDNDJH�WKURXJK�KXPRU�´44 

Lara’s mapping constitutes a form of embodied epistemology that  
LV�VSHFL¿FDOO\�IHPLQLQH��DV�VKH�H[SORUHV�KHU�JHQGHU�VSHFL¿FLW\�LQ� 
D�YDULHW\�RI�ZD\V�UDQJLQJ�IURP�ERGLO\�ÀXLGV�DQG�KHU�VH[XDOLW\�WR�
SDUWLFXODU�VLWXDWLRQV�RI�RSSUHVVLRQ�DQG�FRQÀLFW�LQ�D�SDWULDUFKDO�
VRFLHW\�DQG�WKH�DUW�ZRUOG�JLYHQ�KHU�JHQGHU��WR�WKH�UROH�RI�ZRPHQ�LQ�
society, including maternity and the complexity of the mind. In 
Individualidad Medio Ambiente – Interior/Exterior �,QGLYLGXDOLW\�
(QYLURQPHQW�±�,QWHULRU�([WHULRU��������(Fig. 20), the artist embo-
GLHV�WKH�YHU\�WHQVLRQ�RI�WKH�LQWHUQDO�VSOLW�DQG�GLDOHFWLFV�EHWZHHQ�WKH�
LQGLYLGXDO�DQG�VRFLHW\��7KH�DEVWUDFW�ZDWHUFRORU�LV�RUJDQL]HG�LQ�D�
KRUL]RQWDO�FRPSRVLWLRQ�RI�VL[�XQHYHQ�FLUFOHV�ZLWKLQ�VL[�JHRPHWULF�
demarcations. The artist has painted the color codes for each 
aspect of the work on the top left of the drawing. Yellow stands for 
LQGLYLGXDOLW\�DQG�LV�WKH�FRORU�WKH�DUWLVW�XVHV�WR�GUDZ�DQG�GHPDUFDWH�
KHUVHOI�DV�D�WKLQ�FLUFXODU�OLQH��%OXH�GHQRWHV�WKH�HQYLURQPHQW��DQG�
each circle contains portions of blue. On the lower left corner of  
the drawing are the color codes for the interior (red, orange, and 
fuchsia) and the exterior (light and dark blue and green). For 
example, the upper left circle is half dark blue and half orange; the 
RQH�EHORZ�LV�GLYLGHG�LQWR�IRXU�VOLFHV�²�RUDQJH��IXFKVLD��OLJKW�EOXH��
DQG�GDUN�EOXH�²�DQG�WKH�ORZHU�FHQWHU�FLUFOH�LV�GLYLGHG�LQWR�VL[�VOLFHV�
FRQWDLQLQJ�DOO�VL[�FRORUV��(DFK�RQH�RI�WKH�LQGLYLGXDO�FLUFOHV�LV�
different, as is the background for the geometric containers, each  
of which displays two horizontal segments of washed-out tones 
composed of the interior and exterior codes, with the exception of 
the top right corner in fuchsia and the lower section in green. When 
ZH�REVHUYH�WKLV�DEVWUDFW�FRPSRVLWLRQ�DW�¿UVW�JODQFH��LW�VHHPV�
XQFRPSOLFDWHG�DQG�QRW�SDUWLFXODUO\�ORDGHG��HYHQ�WKRXJK�LWV�FRORU�
palette is dense and does not adhere to color theory’s prescription 
for color harmony. Once we start analyzing the composition beyond 
LWV�DEVWUDFWHGQHVV�DQG�UHDG�WKH�FRORU�FRGHV�IRU�WKH�LQGLYLGXDO�²� 
IRU�/DUD�DQG�KHU�LQWHULRULW\�YHUVXV�KHU�HQYLURQPHQW�²�WKH�VLPSOLFLW\�
HYDSRUDWHV��7KHUH�LV�RQO\�FRPSOH[LW\�OHIW��7R�VWDUW��WKH�VHOI�LV�
PXOWLSOLHG��UHSUHVHQWHG�DV�VL[�LQGLYLGXDOLWLHV��HDFK�RQH�GLIIHUHQW� 
from the others; and, furthermore, they are presented in relation to 
separate renditions of their context. There is no one self; there is  
QR�RQH�HQYLURQPHQW��,QVWHDG��WKLV�ZRUN�PDSV�DQ�LQ¿QLWH�FRQMXJDWLRQ�
RI�SRVVLELOLWLHV�RI�FRQÀLFW��UHVROXWLRQ��DQG�H[LVWHQFH��
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This atomization of the self is also embodied in Valores sociales, 
personales, etc… �6RFLDO�9DOXHV��3HUVRQDO�9DOXHV��HWF«��������
(Fig. 21)��LQ�ZKLFK�¿YH�FHOO�OLNH�FLUFOHV�FRPSRVHG�RI�FRQFHQWULF�
OD\HUV�RI�EOXH��JUHHQ��UHG��DQG�EODFN�ÀRDW�RQ�D�ZKLWH�EDFNJURXQG��
On the left side of the drawing, the color codes are organized 
YHUWLFDOO\��EOXH�IRU�VRFLDO�YDOXHV��JUHHQ�IRU�SHUVRQDO�YDOXHV��UHG�IRU�
common sense; and black for conscience. The artist has 
FRPPHQWHG�WKDW�WKHVH�ZRUNV�³WU\�WR�PDS�WKDW�PXOWLSOH�VHOI�DQG�LWV�
relationship with the inside and the outside, not in a cold way but 
DOORZLQJ�SXOVH��PLVWDNHV��DQG�SOHDVXUH�´45 Like Individualidad Medio 
Ambiente, this piece explores the notion of the self but takes the 
conceit further by laying out a geography of personal existence in 
ZKLFK�VRFLDO�YDOXHV�²�FRORUHG�EOXH�²�FLUFXPVFULEH�HDFK�RQH�RI�WKH�
LQQHU�OD\HUV�RI�WKH�DUWLVW¶V�PDQ\�VHOYHV��7KXV��WKLV�PDS�DFNQRZO-
HGJHV�WKH�RYHUDUFKLQJ�GHPDUFDWLQJ�UROH�VRFLDO�YDOXHV�SOD\�LQ�KHU�OLIH��
while simultaneously emphasizing the power and centrality of Lara’s 
SHUVRQDO�YDOXHV��FRQVFLHQFH��DQG�FRPPRQ�VHQVH��ZKLFK�¿OO�HDFK�
circle. A different use of the diagrammatic strategy is found in No. 4 
(1978), from her series Sielo (a purposeful misspelling of the word 
cielo��RU�KHDYHQ��(Fig. 22), which refers directly to Lara’s personal 
H[SHULHQFH�RI�D�IRUELGGHQ�ORYH�DW�WKH�WLPH��6KH�FUHDWHV�JDPHV�IRU�
QHJRWLDWLQJ�KHU�VLPXOWDQHRXV�DQG�FRQWUDGLFWRU\�GULYHV�IRU�D�ORYH�
relationship and for personal freedom, while simultaneously 
referring to William Blake’s The Marriage of Heaven and Hell (1793).

Lara’s use of the aesthetic of the diagram in her art to talk about 
LQWHULRULW\�DQG�VXEMHFWLYLW\�EULQJV�KHU�LQ�GLDORJXH�ZLWK�RWKHU�FRQWHP-
porary female artists.46�7KLV�LV�UHOHYDQW�IRU�WZR�UHDVRQV��¿UVWO\��LW�
demonstrates that Lara’s work, while singular, is not an odd 
eccentricity; and secondly, it helps to contextualize her work more 
broadly with other artists of a similar generation, who, together  
ZLWK�/DUD��KDYH�EHHQ�NH\�WR�WKH�LQFHSWLRQ�RI�D�&RQFHSWXDOLVP�WKDW�LV�
HPERGLHG�DQG�JHQGHU�VSHFL¿F��2QH�VXFK�DUWLVW�LV�$QQD�0DULD�
Maiolino (Brazilian, b. 1942), whose Mapas mentais series (Mental 
0DSV������±����TXHVWLRQV�WKH�GLYLVLRQ�DQG�RSSRVLWLRQ�EHWZHHQ�
inside and outside, both in relation to the mind and in relation to the 
nature of the artwork itself. In pieces from this series such as 
Mother/Father (1971/1999), Maiolino created a grid of black and 
ZKLWH�VTXDUHV��6KH�WKHQ�ZURWH��ZLWKRXW�D�VSHFL¿F�ORJLF�RU�GLUHFWLRQ-
DOLW\��WKH�ZRUGV�³PRWKHU´�DQG�³IDWKHU´�RQWR�VRPH�RI�WKH�ZKLWH�
VTXDUHV�WR�LOOXVWUDWH�ERWK�WKH�VXEMHFWLYH�DQG�SV\FKRORJLFDO��
conscious and unconscious elements that map the self and familiar 
UHODWLRQV��$QRWKHU�UHOHYDQW�DUWLVW�LV�7HUHVD�%XUJD��3HUXYLDQ������±
2021), who, during the military dictatorship in Peru (1968–1975), 
realized Autorretrato. Estructura. Informe, 9.6.1972 (Self-Portrait. 
Structure. Report, 9.6.1972, 1972), a complex installation-based 
ZRUN�FRPSRVHG�RI�PHGLFDO�UHFRUGV�²�HOHFWURFDUGLRJUDPV��SKRQR-
FDUGLRJUDPV��HWF��²�RI�HYHU\�DVSHFW�RI�WKH�SK\VLRORJLFDO�IXQFWLRQV�RI�
her body, demonstrating that she could be fully analyzed through 
science but not comprehended or controlled in her human subjec-
WLYLW\�DQG�PHQWDO�XQLYHUVH��6DQGUD�/ODQR�0HMtD��&RORPELDQ��E��������
is an artist who similarly tackles the challenges of representing the 



mind. Her In Pulso��,Q�3XOVH���������LV�D�FRQFHSWXDO�SHUIRUPDWLYH�
VHOI�SRUWUDLW�SUHVHQWHG�OLYH��DV�KHU�KHDUW�DFWLYLW\�LV�UHDG�LQ�UHDO�WLPH�
through an electrocardiograph, with the artist deliberately 
FRQWUROOLQJ�DQG�PRGXODWLQJ�KHU�KHDUW�DQG�EUHDWKLQJ�DFWLYLW\�LQ�RUGHU�
to counter stereotypes of female psychological irrational emotion-
ality. Finally, I would also like to establish a link between Lara and 
Susan Hiller (British American, 1940–2019). In Hiller’s Dream 
Mapping���������³VHYHQ�GUHDPHUV�VOHSW�IRU�WKUHH�QLJKWV�LQVLGH�µIDLU\�
rings’ in an English meadow marked by an abundance of circles 
formed naturally by Marasmius oreades mushrooms, a landscape 
IHDWXUH�WKDW�RFFXUV�LQ�D�QXPEHU�RI�%ULWLVK�IRON�P\WKV��7KH�¿HOG�
became a site for dream experiences, which were discussed and 
PDSSHG�WKH�IROORZLQJ�PRUQLQJ�´47 The participants recorded their 
dreams by drawing maps, diagrams, and texts that were then 
VXSHULPSRVHG�WR�SURGXFH�FROOHFWLYH�GUHDP�PDSV�IRU�HDFK�QLJKW��
7KLV�ZRUN�E\�+LOOHU�KLJKOLJKWV�WKH�YDOXH�RI�VXEMHFWLYLW\�DQG�WKH�
unconscious, which is also key in Lara’s work. Like Lara, these 
artists all utilize the strategy of mapping to counter the hegemony  
RI�VFLHQFH�DQG�SDWULDUFKDOLVP�RYHU�WKH�IHPDOH�ERG\��WKH�PLQG��DQG�
the imagination, thus turning the map into a site that blurs and 
counters limitations.

In her series of collages on paper De lo amoroso, personal,  
FRQ¿GHQFLDO��HWFptera �2Q�WKH�/RYLQJ��WKH�3HUVRQDO��WKH�&RQ¿GHQWLDO�� 
Et Cetera., 1982) (Figs. 23–26), Lara creates intimate emotional 
PDSV��DFWLYDWLQJ�DQ�LQWHULRULW\�WKDW�LV�SHUIRUPDWLYH�DQG�HURWLF��De  
lo amoroso�XVHV�WKH�PRXWK�²�HVVHQWLDO�WR�ERWK�SDVVLRQ�DQG�
ODQJXDJH�²�WR�FRXQWHU�WKH�&DUWHVLDQ�GLYLVLRQ�EHWZHHQ�ERG\�DQG�
mind. Lara links the inside and the outside through the organ where 
lips and tongue interpenetrate each other, both sensual and abject 
in their erotic potential, while also, in a poetic gesture, reminding 
YLHZHUV�RI�WKDW�RUJDQ¶V�UROH�LQ�WKH�SURGXFWLRQ�RI�ODQJXDJH��/DUD¶V�
writing on the centrality of desire in her life is illuminating in thinking 
DERXW�WKLV�ZRUN��³$V�DQ�DGROHVFHQW�,�ZDV�VWDUWOHG�E\�WKH�H[SHULHQFH�
of desire. It was like an energy that split my personality, and for me 
GUDZLQJ�ZULWLQJ�ZDV�D�ZD\�WR�PDS�RXW�WKDW�FRQVWDQW�ÀRZ�EHWZHHQ�
mind and body, inside and outside, desire and prohibition. But it was 
PRVWO\�D�ZD\�WR�FRQIURQW�WKH�GLI¿FXOW\�RI�FRQVWUXFWLQJ�P\VHOI�DV�D�
ZRPDQ��DFFRUGLQJ�WR�>D@�PRGHO�RI�IHPLQLQLW\�WKDW�GLG�QRW�VXLW�PH�´48 
/LSV�LQ�WKLV�VHULHV�EULGJH�WKH�GLYLGH�EHWZHHQ�WKH�LQWHULRU�DQG�WKH�
exterior discussed earlier. In one drawing from the series, a 
YXOYD�OLNH�VKDSH�LV�VXUURXQGHG�E\�ZKDW�ORRNV�OLNH�SXELF�KDLU��LWV�
GURSOHW�VKDSHG�LQWHULRU�¿OOHG�ZLWK�OLSVWLFN�NLVVHV�PDGH�E\�WKH�DUWLVW��
7KH�HQWU\�WR�WKH�YXOYD��LQGLFDWHG�E\�D�VWDPSHG�UHG�PRXWK��LV�RQ�WKH�
upper section of the drawing, and more lipstick marks of kisses 
DSSHDU�DOO�RYHU�WKH�GUDZLQJ��VSUHDG�UDQGRPO\�DV�LQ�D�SDVVLRQDWH�DFW��
%HORZ�WKH�GUDZLQJ�WKH�DUWLVW�KDV�ZULWWHQ��³SURFHVR�FUHDGRU�GH�XQ�
EHVR´��WKH�FUHDWLYH�SURFHVV�RI�D�NLVV���DQG��WR�WKH�ULJKW��WKHUH�LV�D� 
series of words that address, textually and conceptually, different 
VHFWLRQV�RI�WKH�GUDZLQJ��7KH�WRSPRVW�ZRUG�RQ�WKH�GUDZLQJ��³DPEL-
HQWH´��HQYLURQPHQW���LV�OLQNHG�WR�DQ�DUURZ�WKDW�SRLQWV�WR�WKH�FORVHVW�
lipstick mark. Then, written from top to bottom and closely linked to 
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YDULRXV�SDUWV�RI�WKH�YXOYD�VKDSH�DUH�WKH�ZRUGV�³LQWHOLJHQFLD�HSLGpU-
PLFD�HUL]DGD´��EULVWOLQJ�HSLGHUPDO�LQWHOOLJHQFH���DGGUHVVLQJ�WKH�KDLU\�
H[WHULRU��³]RQD�GH�PRUDOLGDG´��PRUDO�]RQH���FRQFHUQLQJ�WKH�OD\HU�
EHWZHHQ�WKH�ODUJHU�VKDSH�DQG�WKH�LQWHULRU�GURSOHW�VKDSH��³LPSXOVR�
YLWDO´��YLWDO�LPSXOVH���SRLQWLQJ�WR�WKH�OLQHV�PDNLQJ�WKH�GURSOHW�VKDSH��
DQG�¿QDOO\�³]RQD�GH�FDORU´��KHDW�]RQH���OLQNHG�WR�WKH�FHQWHU�RI�WKH�
droplet shape where the intense kiss was deposited. The text in the 
GUDZLQJ�KHOSV�XV�QDYLJDWH�WKH�OLEHUDWLQJ�DQG�HURWLF�MRXUQH\�IURP�WKH�
H[WHUQDO�HQYLURQPHQW�RQ�WKH�HGJHV�RI�WKH�GUDZLQJ�WR�WKH�LQWHULRULW\�
RI�WKH�FHQWUDO�NLVV��VWDQGLQJ�LQ�IRU�WKH�LQVLGH�RI�WKH�YDJLQD��WKH�ERG\��
DQG�WKH�PLQG��/DUD�H[SODLQV��³7KDW¶V�ZK\�P\�VH[XDO�GHVLUHV��HYHQ�LI�
I could not name them, had to be included, as did the pains of a 
ERG\�LQ�DOO�LWV�EDVHQHVV��HYHU\WKLQJ�WKDW�ZDV�ODWHU�FDOOHG�WKH�DEMHFW��
ZKLFK�KDV�DOZD\V�EHHQ�P\�SRLQW�RI�GHSDUWXUH�´49�7KH�FRQÀXHQFH�RI�
words and drawing points  to Lara’s existential unselfconscious 
exploration of the eschatological and the sexual. Lublin’s entrance 
to Fluvio Subtunal��FRQFHLYHG�E\�WKH�DUWLVW�DV�WZR�OLSV�WKDW�FRXOG�EH�
SHQHWUDWHG��HFKRHV�/DUD¶V�LQYLWDWLRQ�WR�HQWHU�WKH�ODE\ULQWKLF�SDWKV�WR�
KHU�OLSV��HPERG\LQJ�ERWK�KHU�YDJLQD�DQG�KHU�ERG\��%RWK�DUWLVWV�
VXPPRQ�WKH�YLHZHU�WR�SDUWLFLSDWH�LQ�D�PDSSHG�H[SHULHQFH�WKDW�LV�
SDUDGR[LFDOO\�IUHH��SOD\IXO��HFFHQWULF��DQG�WUDQVIRUPDWLYH��HYHU\WKLQJ�
WKDW�D�FRQYHQWLRQDO�PDS�LV�QRW�

ަ

Political/Subjective Maps: Anna Bella Geiger, Magali Lara, Lea 
Lublin, and Margarita Paksa is an exploration of four artists’ work 
IURP�WKH�EURDG�SHUVSHFWLYH�RI�WKH�SROLWLFV�DQG�VXEMHFWLYLW\�RI�
PDSSLQJ��,W�WUDYHUVHV�D�MRXUQH\�JXLGHG�E\�D�PXOWLGLPHQVLRQDO�PDS� 
RI�FRQYHUJHQW�FDUWRJUDSKLHV�UDQJLQJ�IURP�WKH�PDFUR�SHUVSHFWLYH�RI�
WKH�ZRUOG�PDS�WR�WKH�VXEMHFWLYH�LPDJLQLQJ�RI�WKH�LQQHU�ERG\��:H�
KDYH�DQDO\]HG�WKH�EURDG�DUHQD�RI�$QQD�%HOOD�*HLJHU¶V�JHRSROLWLFDO�
DQG�GHFRORQLDO�FULWLTXH�RI�WKH�ZRUOG�RUGHU�DQG�WKH�SODFH�RI�6RXWK�
$PHULFD�ZLWKLQ�LW�DQG�WKH�DFWLYLVW�GHQXQFLDWLRQ�DQG�LGHQWL¿FDWLRQ�RI�
0DUJDULWD�3DNVD¶V�PDSV�RI�]RQHV�RI�UHVLVWDQFH�DQG�FRQÀLFW�LQ�
$UJHQWLQD�DQG�8UXJXD\�GXULQJ�D�WLPH�RI�GLFWDWRUVKLS�DQG�VWDWH�
repression in the Southern Cone. Beyond the geographical locale, 
ZH�KDYH�H[SORUHG�/HD�/XEOLQ¶V�UDGLFDO�SHUIRUPDWLYH�LPSORVLRQ�RI�
dualities, such as the demarcating lines between art and life, 
between author and spectator, and between genders, and lastly, 
0DJDOL�/DUD¶V�SHUVRQDO�DQG�LQWLPDWH�PDSV�WKDW�JLYH�DJHQF\�WR�
experience, desire, emotion, and pain beyond the control of 
rationality, while erasing the lines between mind and body, and  
the inside and outside. These works exist because these artists  
GR�QRW�DELGH�E\�WKH�FRQVWLWXWLYH�UXOHV�RI�FDUWRJUDSK\��WKH\�H[LVW�
because maps offer diagrammatic and strategic agency to decolo-
QL]H��WR�FRQWHVW��DQG�WR�LPDJLQH�SROLWLFDOO\�DQG�VXEMHFWLYHO\��ZLWKLQ� 
the territories of society and the body. 

ަަަ
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EXHIBITION CHECKLIST

ANNA BELLA GEIGER
Passagens I (Passages I), 1974
Ed. 1/5
6LQJOH�FKDQQHO�YLGHR����PLQ�

Passagens II (Passages II), 1974
Ed. 1/5
6LQJOH�FKDQQHO�YLGHR�������PLQ�

Correntes culturais (Cultural Currents), 1975
,QN�DQG�FRORUHG�SHQFLO�RQ�YHOOXP�SDSHU
9 × 12 in. (22.9 × 30.5 cm)

Passagens (Passages), 1975
Photomontage and color photocopy
2¼ × 78¼ in. (5.7 × 198.8 cm)

Amuleto (Amulet), 1977
Graphite and colored pencil on paper
19Ȇǯǿ × 25Ȅǯǿ in. (49.8 × 64.5 cm)

O pão nosso de cada dia (Our Daily Bread), 1978
Six black-and-white postcards and screenprint on paper bag mounted 
on card
23¼ × 27¼ in. (59 × 69.2 cm)

/($�/8%/,1
Photographic documentation of Fluvio Subtunal (Subtunnel Flow),  
Santa Fe, Argentina, 1969
Digital slide projection, 45 slides
'LPHQVLRQV�YDULDEOH

Fluvio Subtunal, Santa Fe, Argentina #1–Plano #1  
(Subtunnel Flow, Santa Fe, Argentina #1–Blueprint #1), 1969 
Facsimile of drawing
14¼ × 21¾ in. (36.2 × 55.2 cm)
 
Fluvio Subtunal, Santa Fe, Argentina #5–Plano #5  
(Subtunnel Flow, Santa Fe, Argentina #5–Blueprint #5), 1969 
Facsimile of drawing
���î���ǩ�LQ��������î������FP�
 
Fluvio Subtunal, Santa Fe, Argentina #6 (Esquema #1: Colchoneta 
LQÀDEOH�VXVSHQGLGD�GHO�WHFKR��(VTXHPD�����³3HQHWUDFLyQ�([SXOVLyQ´�
(VWUXFWXUDV�LQÀDEOHV��(VTXHPD�����(VIHUDV�LQÀDEOHV��(Subtunnel Flow, 
6DQWD�)H��$UJHQWLQD����>6FKHPH�����,QÀDWDEOH�0DWWUHVV�6XVSHQGHG�
IURP�WKH�&HLOLQJ��6FKHPH�����³3HQHWUDWLRQ�([SXOVLRQ´�,QÀDWDEOH�
6WUXFWXUHV��6FKHPH�����,QÀDWDEOH�6SKHUHV@��������
Facsimile of drawing
��ǫ�î��ó�LQ������î����FP�
 
)OXYLR�6XEWXQDO��6DQWD�)H��$UJHQWLQD�����(VWUXFWXUD�,QÀDEOH�  
�6XEWXQQHO�)ORZ��6DQWD�)H��$UJHQWLQD����>,QÀDWDEOH�6WUXFWXUH@��������
Facsimile of drawing
��Ǫ�î��ó�LQ��������î����FP�
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Sketch for Fluvio Subtunal, 1969
Facsimile of drawing
11 × 8½ in. (27.9 × 21.6 cm)

8QNQRZQ�SKRWRJUDSKHU
Photograph of Lea Lublin mounting Fluvio Subtunal  
(Subtunnel Flow), 1969 
Exhibition print
7 × 5 in. (17.8 × 12.7 cm)

MAGALI LARA
De cómo llegar al cielo��2Q�+RZ�WR�*HW�LQWR�+HDYHQ��� 
from the series Sielo, 1978
Chinese ink, graphite, and oil pastel on paper
9¾ × 12½ in. (24.8 × 31.7 cm)

De cuando Dios nos castiga��2Q�:KHQ�*RG�3XQLVKHV�8V��� 
from the series Sielo, 1978
Chinese ink, graphite, and oil pastel on paper
9¾ × 12½ in. (24.8 × 31.7 cm) 

Individualidad Medio Ambiente – Interior/Exterior  
�,QGLYLGXDOLW\�(QYLURQPHQW�±�,QWHULRU�([WHULRU�������
Watercolor on paper
22 × 29Ȉǯǿ in. (55.9 × 75.9 cm)

No. 1, from the series Sielo, 1978
Chinese ink, graphite, and watercolor on paper
12¾ × 9¾ in. (32.4 × 24.8 cm)

No. 2, from the series Sielo, 1978
Chinese ink, graphite, and oil pastel on paper
12¾ × 9¾ in. (32.4 × 24.8 cm)

No. 3, from the series Sielo, 1978
Chinese ink, oil pastel, and watercolor on paper
12½ × 9¾ in. (31.7 × 24.8 cm)

No. 4, from the series Sielo, 1978
Chinese ink, oil pastel, and watercolor on paper
12½ × 9¾ in. (31.7 × 24.8 cm)

Valores sociales, personales, etc…  
�6RFLDO�9DOXHV��3HUVRQDO�9DOXHV��HWF«�������
Watercolor on paper
29Ȉǯǿ × 22 in. (75.9 × 55.9 cm)

'H�OR�DPRURVR��SHUVRQDO��FRQ¿GHQFLDO��HWFpWHUD��2Q�WKH�/RYLQJ�� 
WKH�3HUVRQDO��WKH�&RQ¿GHQWLDO��(W�&HWHUD�������
Collage on paper
11¾ × 7¾ in. (29.8 × 19.7 cm)

'H�OR�DPRURVR��SHUVRQDO��FRQ¿GHQFLDO��HWFpWHUD��2Q�WKH�/RYLQJ�� 
WKH�3HUVRQDO��WKH�&RQ¿GHQWLDO��(W�&HWHUD�������
Collage on paper
11¾ × 7¾ in. (29.8 × 19.7 cm)



'H�OR�DPRURVR��SHUVRQDO��FRQ¿GHQFLDO��HWFpWHUD  
�2Q�WKH�/RYLQJ��WKH�3HUVRQDO��WKH�&RQ¿GHQWLDO��(W�&HWHUD�������
Collage on paper
11¾ x 7¾ in. (29.9 x 19.7 cm)

'H�OR�DPRURVR��SHUVRQDO��FRQ¿GHQFLDO��HWFpWHUD  
�2Q�WKH�/RYLQJ��WKH�3HUVRQDO��WKH�&RQ¿GHQWLDO��(W�&HWHUD�������
Collage on paper
11¾ × 7¾ in. (29.9 × 19.7 cm)

'H�OR�DPRURVR��SHUVRQDO��FRQ¿GHQFLDO��HWFpWHUD  
�2Q�WKH�/RYLQJ��WKH�3HUVRQDO��WKH�&RQ¿GHQWLDO��(W�&HWHUD�������
Collage on paper
7¾ × 11¾ in. (19.7 × 29.9 cm) 

MARGARITA PAKSA
Justicia (sin foco)��-XVWLFH�>:LWKRXW�)RFXV@�������
Ink on paper
5Ȉǯǿ × 5Ȉǯǿ in. (14.9 × 14.9 cm)

Libertad (sin foco)��)UHHGRP�>:LWKRXW�)RFXV@�������
Ink on paper
5Ȉǯǿ × 5Ȉǯǿ in. (14.9 × 14.9 cm)

Tupamaros, una situación fuera de foco (Tupamaros,  
An Out-of-Focus Situation), from the series Situaciones fuera  
de foco (Out-of-Focus Situations), 1967
Ink on paper
22¼ × 14½ in. (56.5 × 36.8 cm)

Uruguay, una situación fuera de foco��8UXJXD\��$Q�2XW�RI�)RFXV�
Situation), from the series Situaciones fuera de foco (Out-of-Focus 
Situations), 1967
Ink on paper
22ȈǯǸǽ × 14ȂȆǯǸǽ in. (57 × 37.9 cm)

Uruguay, una situación fuera de foco I��8UXJXD\��$Q�2XW�RI�)RFXV�
Situation I), from the series Situaciones fuera de foco (Out-of-Focus 
Situations), 1967
Ink on paper
18¾ × 13½ in. (47.6 × 34.3 cm)

Uruguay, una situación fuera de foco II. Tupamaros��8UXJXD\�� 
An Out-of-Focus Situation II. Tupamaros), from the series  
Situaciones fuera de foco (Out-of-Focus Situations), 1967
Ink on paper
22¼ × 14½ in. (56.5 × 36.8 cm)

Libres o muertos (Free or Dead), from the series Diagramas  
de batallas (Battle Diagrams), 1975
Ink on paper
14½ × 11Ȃǯǿ in. (36.8 × 28.3 cm)

All works from the collection of the Institute for Studies  
on Latin American Art (ISLAA)
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ABOUT THE ARTISTS

Anna Bella Geiger (Brazilian, b. 1933) is a multidisciplinary artist 
ZKRVH�ZRUN�H[FDYDWHV�WKH�V\VWHPV�WKDW�JRYHUQ�NQRZOHGJH�DQG�
H[SHULHQFH��)URP�KHU�HDUO\�H[SHULPHQWV�LQ�YLGHR�WR�KHU�H[SORUDWLRQ�
of bookmaking as an art form, she has produced a groundbreaking 
body of conceptual work that confronts hegemonic structures, 
geopolitical dynamics, and the hierarchies of the art world. Geiger 
began her career in the 1950s as a painter, producing abstract 
informalist paintings until 1964, when she embarked on a series of 
works that referenced the human body, as part of what art critic 
0iULR�3HGURVD�WHUPHG�KHU�³YLVFHUDO�SKDVH�´�,Q�WKH�ODWH�����V��KHU�
work began to respond to the sociopolitical context of Brazil, which 
had entered a decades-long dictatorship in 1964. She started to 
engage with cartography, topography, linguistics, and education, 
which would become long-term interests, and to explore non- 
traditional media, including performance, collage, and printmaking, 
DURXQG�WKLV�WLPH��,Q�WKH�����V��VKH�EHFDPH�RQH�RI�WKH�¿UVW�DUWLVWV�WR�
H[SHULPHQW�ZLWK�YLGHR�LQ�%UD]LO��SURGXFLQJ�GXUDWLRQDO�DQG�SRHWLF�
ZRUNV�LQ�SXEOLF�VSDFH��6XEVHTXHQWO\��LQ�WKH�����V�DQG�¶��V��VKH�
returned to the mediums of painting and sculpture, continuing to 
experiment with the themes of cartography. Her work has been the 
subject of numerous solo exhibitions, including Anna Bella Geiger: 
Native Brazil/Alien Brazil (2020) at the Museu de Arte de São Paulo; 
Anna Bella Geiger: Geografía física y humana (2018) at La Casa 
Encendida, Madrid; Anna Bella Geiger: Maps Under the Sky of Rio 
de Janeiro (2018) DW�=DFKoĊWD��1DWLRQDO�*DOOHU\�RI�$UW��:DUVDZ��DQG�
On a Certain Piece of Land (2005) at Red Gate Gallery, Beijing.

Magali Lara (Mexican, b. 1956), is an artist and writer whose 
HYRFDWLYH�ZRUN�DFURVV�SDLQWLQJ��GUDZLQJ��DQG�RWKHU�PHGLD�RIWHQ�
probes feminist, personal, and biographical subjects. Her early work 
in painting referenced the organic forms of the natural world, while 
KHU�FROODJHV�UHSUHVHQWHG�LQWURVSHFWLYH�WKHPHV�DQG�HYHQWV��,QVSLUHG�
by a life-long commitment to writing, Lara has also incorporated text 
LQWR�KHU�YLVXDO�DUW�WKURXJKRXW�KHU�FDUHHU��,Q�WKH�����V��/DUD�ZDV�D�
PHPEHU�RI�WKH�FROOHFWLYH�*UXSR�0DUoR��ZKLFK�HPHUJHG�LQ�0H[LFR�DV�
part of the grupos�PRYHPHQW�RI�WKH�����V�DQG�¶��V��5HVSRQGLQJ�WR�
the underrepresentation of women’s issues within the grupos, she 
collaborated with other artists to form discussion groups and 
GHYHORS�SURMHFWV�WKDW�DGGUHVVHG�IHPLQLVW�FRQFHUQV��LQFOXGLQJ�WKH�
HQYLURQPHQW�Mi casa es mi cuerpo (My House Is My Body, 1983), 
created with Mónica Mayer and Rowena Morales, and artists’ books, 
SURGXFHG�ZLWK�&DUPHQ�%RXOORVD��WKDW�YLVXDOL]HG�VXEMHFWLYH�IHPDOH�
H[SHULHQFH��/DUD¶V�VROR�ZRUN�IURP�WKLV�SHULRG�LQFOXGHG�LQWURVSHFWLYH�
ZDWHUFRORUV�DQG�FROODJHV�WKDW�DWWHQGHG�WR�TXHVWLRQV�RI�VH[XDOLW\�DQG�
the body, for example, with Valores sociales, personales, etc… 
�6RFLDO�9DOXHV��3HUVRQDO�9DOXHV��HWF«��DQG�De lo amoroso, 
SHUVRQDO��FRQ¿GHQFLDO��HWFpWHUD��2Q�WKH�/RYLQJ��WKH�3HUVRQDO��WKH�
&RQ¿GHQWLDO��(W�&HWHUD���,Q�UHFHQW�GHFDGHV��/DUD�KDV�H[SDQGHG�KHU�
practice to encompass other media, turning her attention to 



animated, musical, and theatrical projects. Recent exhibitions  
of her work include Toda historia de amor es una historia de 
fantasmas (2021) at Seminario de Cultura Mexicana, Mexico City; 
Magali Lara: Intemperie (2015) at the Museo Nacional de la 
Estampa, Mexico City; and Magali Lara: Glaciares (2010) at the 
Visual Arts Center, Austin.

Lea Lublin (Argentine French, 1929–1999), was a Polish-born 
French Argentine artist whose multimedia work addressed feminist 
issues and challenged the boundaries of art. She began her career in 
Buenos Aires, where she was associated with the experimental art 
center Instituto Torcuato Di Tella, and spent most of her life in Paris, 
turning to sculpture, installation, and performance in the mid-1960s. 
Her work from this period included 0RQ�¿OV�(My Son, 1968), for 
which she cared for her infant son in an extended exhibition- 
SHUIRUPDQFH��WKH�LQWHUDFWLYH�PD]H�OLNH�HQYLURQPHQW�Terranautas 
(Earthnauts, 1969), presented at the Instituto Torcuato Di Tella; and 
the participatory multisensory installation Fluvio Subtunal 
�6XEWXQQHO�)ORZ���������,Q�WKH�����V�DQG�¶��V��/XEOLQ�GHYHORSHG�
VHYHUDO�UHVHDUFK�EDVHG�SURMHFWV��LQVSLUHG�E\�SV\FKRDQDO\VLV�DQG�
IHPLQLVW�WKHRU\��WKDW�LQYROYHG�H[DPLQLQJ�DUW�KLVWRULFDO�PRWLIV�DQG�
LQWHUYLHZLQJ�PHPEHUV�RI�WKH�SXEOLF�DERXW�DUW�DQG�JHQGHU�LVVXHV��
Including the banner Interrogations sur la femme (Interrogations 
DERXW�:RPDQ���������ZKLFK�IHDWXUHG�D�VHULHV�RI�SRLQWHG�TXHVWLRQV�
about women, these works exposed and confronted social stereo-
types. Lublin’s work has been the subject of the solo exhibitions Lea 
Lublin (2018) at the Centro Andaluz de Arte Contemporáneo, 
6HYLOOH��Lea Lublin: Retrospective (2015) at Lenbachhaus, Munich; 
and /pD�/XEOLQ��0pPRLUH�GHV�OLHX[²PpPRLUHV�GX�FRUSV (1995) at 
/H�4XDUWLHU²&HQWUH�G¶$UW�&RQWHPSRUDLQ�GH�4XLPSHU��)UDQFH�

Margarita Paksa �$UJHQWLQH������±������ZDV�D�NH\�¿JXUH�RI�
Conceptualism in Argentina, whose work in installation, drawing, 
and other media explored communication, language, and politics. 
She began her career as a ceramicist and began producing 
sculptures using iron and found objects in the early 1960s. These 
ZRUNV�SDYHG�WKH�ZD\�IRU�KHU�¿UVW�HQYLURQPHQW��Calórico (Caloric), 
IURP������DQG�VXEVHTXHQW�H[SHULPHQWV�ZLWK�QRQ�WUDGLWLRQDO�DUW�
IRUPV��,QÀXHQFHG�E\�FULWLF�2VFDU�0DVRWWD��KHU�ZRUN�LQ�WKH�����V�
and ’70s engaged with philosophy, linguistics, communication 
theory, and the idea of the dematerialization of the art object, 
leading to her experimental use of sound and technology. Paksa 
was also a key participant in the Instituto Torcuato Di Tella, which 
incubated new artistic styles and strategies, including Pop and 
Conceptualism, in Buenos Aires. Often responding to social unrest 
DQG�RSSUHVVLRQ�LQ�KHU�SUDFWLFH��VKH�ZDV�LQYROYHG�LQ�WKH�IRXQGDWLRQDO�
political group exhibitions Homenaje a Vietnam (Tribute to Vietnam), 
Tucumán Arde (Tucumán Is Burning), and Malvenido Rockefeller 
�8QZHOFRPH�5RFNHIHOOHU��LQ�WKH�ODWH�����V��'XULQJ�WKLV�SHULRG��
3DNVD�DOVR�GHYHORSHG�ZRUNV�WKDW�LQFRUSRUDWHG�WH[W�DQG�W\SRJUDSK\�
WR�DGGUHVV�SROLWLFDO�HYHQWV�DQG�LGHDOV��LQFOXGLQJ�WKURXJK�KHU�JUDSKLF�
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series Situaciones fuera de foco (Out-of-Focus Situations, 1966–
68/1976) and Diagramas de batallas (Battle Diagrams, 1970–76). 
Exhibitions of her work include Margarita Paksa: Un mundo revuelto 
(2019) at Herlitzka+Faria, Buenos Aires; Margarita Paksa y la luz 
�������DW�WKH�0XVHR�GH�OD�&iUFRYD��%XHQRV�$LUHV��DQG�Margarita 
Paksa: Retrospective (2012) at the Museo de Arte Moderno de 
Buenos Aires.

ABOUT THE CURATOR

Cecilia Fajardo-Hill is an independent British Venezuelan art 
historian, curator, and writer whose work focuses on modern and 
contemporary Latin American and Latinx art. She has a PhD in art 
KLVWRU\�IURP�WKH�8QLYHUVLW\�RI�(VVH[�DQG�DQ�0$�DQG�D�SRVWJUDGXDWH�
diploma in twentieth-century art history from the Courtauld Institute 
of Art. Fajardo-Hill has curated numerous exhibitions and published 
H[WHQVLYHO\�RQ�FRQWHPSRUDU\�/DWLQ�$PHULFDQ�DQG�LQWHUQDWLRQDO�
artists. She cocurated the exhibition Radical Women: Latin  
American Art, 1960–1985 (2017) at the Hammer Museum in Los 
Angeles and is the editor of Remains–Tomorrow: Themes in 
Contemporary Latin American Abstraction (Hatje Cantz, 2022), a 
book RQ�SRVW�����V�DEVWUDFWLRQ�LQ�/DWLQ�$PHULFD��6KH�UHFHLYHG�WKH�
Andy Warhol Foundation Arts Writers Grant in 2020, is the 2021–22 
YLVLWLQJ�VFKRODU�DW�WKH�'DYLG�5RFNHIHOOHU�&HQWHU�IRU�/DWLQ�$PHULFDQ�
6WXGLHV��'5&/$6��DW�+DUYDUG�8QLYHUVLW\��DQG�LV�D�����±���DVVR-
FLDWH�RI�'5&/$6��,Q�DGGLWLRQ��)DMDUGR�+LOO�LV�D�YLVLWLQJ�VFKRODU�RI�
museum studies; the director of Northlight Gallery at the Arizona 
6WDWH�8QLYHUVLW\�+HUEHUJHU�,QVWLWXWH�IRU�'HVLJQ�DQG�WKH�$UWV��DQG�WKH�
GLUHFWRU�RI�WKH�$68�/$&0$�)HOORZVKLS�SURJUDP�DW�$UL]RQD�6WDWH�
8QLYHUVLW\�LQ�3KRHQL[�
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↑ Fig. 1:
Anna Bella Geiger, Correntes culturais (Cultural Currents), 1975  
© the artist. Photo: Arturo Sánchez
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↑ Fig. 3:
Anna Bella Geiger, Amuleto (Amulet), 1977  
© the artist. Photo: Arturo Sánchez

↑ Fig. 4:
Anna Bella Geiger, Still from Passagens I (Passages I), 1974  
© the artist



↑ Fig. 5:
Margarita Paksa, Tupamaros, una situación fuera de foco (Tupamaros, An Out-of-Focus 
Situation), from the series Situaciones fuera de foco (Out-of-Focus Situations), 1967  
© the artist. Courtesy estate of the artist. Photo: Arturo Sánchez

↑ Fig. 6:
Margarita Paksa, Uruguay, una situación fuera de foco (Uruguay, An Out-of-Focus 
Situation), from the series Situaciones fuera de foco (Out-of-Focus Situations), 1967  
© the artist. Courtesy estate of the artist. Photo: Arturo Sánchez



MARGARITA
PAKSA

↑ Fig. 7:
Margarita Paksa, Justicia (sin foco) (Justice [Without Focus]), 1967  
© the artist. Courtesy estate of the artist. Photo: Arturo Sánchez

↑ Fig. 8:
Margarita Paksa, Libres o muertos (Free or Dead),  
from the series Diagramas de batallas (Battle Diagrams), 1975  
© the artist. Courtesy estate of the artist.  
Photo: Arturo Sánchez



↑ Fig. 9:
Lea Lublin, Fluvio Subtunal, Santa Fe, Argentina #1—Plano #1  
(Subtunnel Flow, Santa Fe, Argentina #1 - Blueprint #1), 1969  
© the artist. Courtesy Nicolás Lublin / 1 Mira Madrid gallery



LEA LUBLIN

↑ Fig. 10

↑ Fig. 13

↑ Fig. 11

↑ Fig. 14

↑ Fig. 18

↑ Fig. 15

↑ Fig. 19

↑ Fig. 16

↑ Fig. 17

↑ Fig. 12

Lea Lublin, Fluvio Subtunal,  
(Subtunnel Flow) 1969.  
Installation in Santa Fe, Argentina
All images © the artist. Courtesy 
Nicolás Lublin / 1 Mira Madrid gallery

↗ Fig. 10: Zona B. Zona de los vientos  
(Zone B. Wind Zone)

↗ Fig. 11: Zona C. Zona tecnológica  
(Zone C. Technological Zone)

↗ Fig. 12: Zona D. Zona de producción  
(Zone D. Production Zone)

↗ Fig. 13: Zona E. Zona sensorial  
(Zone E. Sensorial Zone)

↑ Fig. 14: Zona F. Zona de descarga  
(Zone F. Unloading Zone)

↗ Figs. 15–16: Zona G. Fluvio subtunal  
(Zone G. Subtunnel Flow)

→ Fig. 17: Zona H. Zona de la 
naturaleza (Zone H. Nature Zone)

→ Figs. 18–19: Zona I. Zona de la 
participación creadora (Zone I.  
Zone of Creative Participation)



↑ Fig. 20:
Magali Lara, Individualidad Medio Ambiente—Interior/Exterior  
(Individuality Environment—Interior/Exterior), 1978  
© the artist Photo: Arturo Sánchez



MAGALI LARA

↑ Fig. 21

↑ Fig. 24

↑ Fig. 26↑ Fig. 25

↑ Fig. 22

↑ Fig. 23

↗ Fig. 21: 
Magali Lara, Valores sociales, 
personales, etc… (Social 
Values, Personal Values,  
etc…), 1978  
© the artist.  
Photo: Arturo Sánchez

↗ Fig. 22: 
Magali Lara, No. 4, from  
the series Sielo, 1978  
© the artist.  
Photo: Arturo Sánchez

↗→ Figs. 23–26: 
Magali Lara, De lo amoroso, 
personal, confidencial, 
etcétera (On the Loving, the 
Personal, the Confidential,  
Et Cetera), 1982  
© the artist.  
Photo: Arturo Sánchez


