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Dittborn
Downey

Jaar

Exhibition Organized by Alfredo Jaar

FORWARD
AL NODAL

It is a great pleasure and privilege
to present the creative work of
51X contemporary Chilean artists:
C.A.D.A. (Diamela Eltit, Lotty
Rosenfeld, and Rall Zurita),
Eugenio Dittborn, Juan Downey,
and Alfredo Jaar.

The purpose of the exhibition is to
present new Chilean art produced
both inside Chile and abroad (two
of the artists now live in New
York City). This show is the first
significant exposure in the United
States for all of the artists, with
the exception of Juan Downey,
who is already well-known and
highly respected in this country.

These artists have shown a tena-
cious commitment to the explora-
tion of new, esthetically provoca-
tive, historically well informed,
and socially responsible thought in
the face of a social and political
climate that is less than fertile.
It is therefore especially hearten-
ing to view this work: it bolsters
our faith in the basic human right
of freedom of expression. No less
importantly, this exhibition dis-
plays the intellectual excellence
and progressive viewpoint of the
contemporary visual artists of
Chile.

We are very grateful to have had
the opportunity to work with Al-
fredo Jaar, who organized this
project, with the other artists
represented here, and with the
critics who wrote the text for the
catalog. Heartfelt appreciation is
due to Helen Brunner who co-
ordinated every aspect of the ex-
hibit and the catalog; to the WPA
staff for their enthusiastic and
able assistance; to Rob McGinnis
for the design of the catalog; to
Philip Blair, jr., for his work in
editing and translation; and to
our many patrons, friends, and
supporters, without whom none of
this would have been possible.

PRESENTACION
AL NODAL

Me es muy grato tener el placer y
el privilegio de presentar la obra
creativa de seis artistas chilenos
contemporéneos: C.A.D.A. (Dia-
mela Eltit, Lotty Rosenfeld, vy
Rall Zurita), Eugenio Dittborn,
Juan Downey, y Alfredo Jaar.

El prop6sito de la exhibicién es &l
de introducir el nuevo arte chileno
producido por chilenos que viven
en Chile y en el extranjero. (Dos
de los artistas viven actualmente
en Nueva York.) Esta exhibicibn
es la primera oportunidad signifi-
cante que han tenido estos artis-
tas para llegar al pdblico norte-
americano, con la excepcidén de
Juan Downey, quien ya ha logrado
reconocimiento y respeto en este
pafis.

Estos artistas demuestran un
tenaz compromiso con la explora-
cibn de un pensamiento nuevo,
estéticamente provocativo, his-
téricamente bien fundado, y soci-
almente responsable, en medio de
un clima politico y social poco
favorable. 5u obra representa,
para nosotros, un especial aliento.
Reafirma nuestra fe en el derecho
humano fundamental de libertad
de expresion. Y con igual impor-
tancia, estas obras ponen de re-
lieve la calidad intelectual y el
punto de vista progresivo de los
artistas visuales chilenos.

Estamos muy agradecidos de ha-
ber tenido la oportunidad de tra-
bajar con Alfredo Jaar, quien or-
ganizé este projecto, con los ;:l-::-
mas artistas presentados aqui, y
con los autores de los textos
criticos del catdlogo. Una apreci-
acién muy especial también a
Helen Brunner, la coordinadora de
la exhibicién y del catélogo; a los
otros miembros del equipo del
WPA; a Rob McGinnis, por el
disefio del catdlogo; a Philip
Blair, jr., por su colaboracién en
la traduccién y edicién del cat-
logo; y a todos nuestros auspicia-
dores, amigos, y colaboradores,
quienes han hecho posible todo
nuestro trabajo.
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TEXT: C.A.D.A.
ARTIST: C.A.D.A.

C.A.D.A:
A SOUTH AMERICAN ART

In our context, to take stock of
the phenomenon of creativity im-
plies not only that we gquestion a
specific way of working and its
modes of production, but also that
we are forced to re-examine what
defines the concept of specificity
itself in reference to works of art.

And, since we are solated from
international art trends and net-
works of distribution and funding,
any phenomenon arising In our
part of the world raises questions
about the very nature of art, its
means, and its general aims, how-
ever much we claim to have the
same international dimensions and
the same concept of art that is
defined in the world centers. The
answers go beyond the axiomatics
of semiology. Rather, these is-
sues must be approached in the
total context of the struggles and
developments of our social real-
ity.

American Residues

Moreover, there is nothing that
could reasonably be called Latin
American art which might estab-
lish its own standards for a com-
parative reading of the diverse
phenomena and epiphenomena
that arise in isolation in Latin
America. We are taken directly
back to the old issues of useful-
ness and good sense, although now
the context is no longer merely
academic. Instead, these issues
overflow the field of theory, to
become matters of life and death
where questions of art are being
discussed. (The radical nature of
some works absolves this state-
ment from the charge that it is
only rhetorical.)

And it is precisely the concept of
"art" which must be put in quo-
tation marks in approaching cer-
tain practices in our milieu. In
capitalist, developed countries it
is possible to recognize distinct
activities - politics, science, art,
religion — and thus define specific
alms, strategies, and levels of
development for each different
system. But such a framework is

AMERICAN RESIDUES relates
second-hand clothes from MNorth
America that are resold in Chile,
and a surgical operation per-
formed upon the brain of a

pauper, the sound of which has
been recorded.

Clothes are returned to their
place of origin. / The tape is
inclosed together with the opera-
tion as a local product.

Through the linkage of two very
distant elements — clothes / brain
— the framework appears in which
events develop in Latin America,

Clothes and indigence /
Mind and merchandise/

Sickness and symptoms of sjck-
ness.

:T_'actly what must be dispyieg
en we face our own reg ities -
dependence, colonialism, duthori.
tarian regimes — even for Ilr{e
5imp1f.: purpose of comparing some
specific facet of our situation to
its world context.

Therefore, working within the iso.
lation of our art, in the first place
we must question the standards of
judgment. The premise of Dy
champ — "art is anything that the
artist defines as such" — is not
immediately feasible for people
whose practice defines the terms
of their survival (in the strictest
sense of the word) and of their
environmental destiny. Art prac-
tices that were in vogue ten years
ago, such as body art, land art, or
performances, illustrate the prin-
ciple. In international art, these
genres implied a broad opening
towards life supports. But in our
context, they are the closest of
realities before they are standard-
ized as an art, precisely because
of the degree of dramatism in-
volved in our everyday relations
to such supports — famished
bodies, huge barren unproductive

AMERICAN RESIDUES is there-
fore a residual work, elaborated in
the synthesis of an appearance
from a concrete life and a kind of
art that, from Latin Amerca
pursues evidence, and as a com
sequence, the re-formulation of a
reality operating with the daily
elements that conform it.

Clh!n!ﬁ'
Chile, 1983

lands. It is one thing to view the
body as a canvas (body art) and
another very different thing to
see it as a vehicle for change, as a
revolutionary agent of reality.
Nor can we compare the land-
scape as a canvas with the land-
scape as an evidence of barren-
ness. Therefore, the fact of
working in that reality — no mat-
ter which the formal field of
development — implies a changing
world, an emerging condition. In
short, it implies a revolutionary
procedure.

For, leaving aside any kind of
mannerism, the achievements of
art in the world centers — for
example, the significance of the
body as a canvas, of landscapes as
handwriting — were for us con-
cepts that were already too famil-
lar, although our familiarity was
rooted in another kind of depriva-
tion. Developments in art do not
define our environment. Instead,
the source of our environment 15
our own dealings with what is
precarious and painful, with the
barrenness of specific lives.

Little can be said by an artist who
defines his work as body art, or as
landscape art. Our difference
forces us not only to redefine the
framework of our own creativity
but also to reformulate criticism
that comes from a world perspec-
tive, from the established van-
guard.

And so we impugn both self-
reference in art and also the idea
that some specific method is obli-
gatory. What must prevail instead
is the inter-relationship, the sum-
marizing, which will operate on
any stage we might build. This is
not a matter of launching our
products onto the international
art market — from South America
this time, Rather, we must estab-
lish a way of working that will
operate within the options of our
history. In this sense, the work
emerging today is one of struc-
turing the haphazard and the inde-
terminate, in order to subvert
established patterns and images.
That is to say, a subversion of life
itself.

Qur history has also been charac-

RESIDUOS AMERICANOS es la
relacién entre ropa usada norte-
americana enviada a Chile para la
reventa, y una intervencidon qui-
rdrgica al cerebro de un indigente,
el sonido de la cual ha sido gra-
bado.

La ropa vuelve a su lugar de
origen. / La cinta se incluye como
producto local.

A través de la interrelacién de dos
elementos excesivamente alejados
— ropa [ cerebro — se manifiesta
el marco en el cual ocurren los
succesos latinoamericanos.

Ropas v miseria /
Mente y mercaderia /

Enfermedad ¥ sfhtomas de enfer-
medad.

terized by the expectation — a
hope or a catastrophic fear — of
the restructuring of social rela-
tionships. Indeed, as the perpet-
ual subjects of historical booms
and busts, from rightist dictator-
ships to socialist experiments, we
feel that such hopes and fears
strengthen the historical charac-
ter underlying creative work. Our
scenario consists not only of the
present but also of the future. A
future that has been constantly
denied, altered, reshaped, and of
which the visible results are the
denial of the past (in socialist
models for the future) and the
effort to regain that same past (in
authoritarian models). But in any
case, this insures a heart-breaking
commitment to the present.

To bring back to the present the
challenge of the future is pre-
cisely the field of definition of
the most consistent work: 5Such
work outlines a pattern of action,
and such a pattern is the action of
4art.

‘:.F\..n.ﬁ-
Chile, 1982

RESIDUOS AMERICANOS es, por
lo tanto, una obra residual, ela-
borada en la sintesis de una apa-
riencia de la vida concreta y un
tipo de arte que, desde América
Latina, persigue demostrar — Y,
como consecuencia, reformular —
la realidad, trabajando con los
elementos diarios que la confor-

mar.

C-H.D-.ﬁ.
Chile, 1983




TEXT:
GONZALO MUNOZ

ARTIST:
EUGENIO DITTBORN

Three Notes on the
Work of Eugenio Dittborn

The work of Eugenio Dittborn is
one of the most outstanding ex-
amples of what has been called
"nueva visualidad" (Richard 1981)
in Chile. This movement re-
formulates iconography by using
the photographic image as a
mainstay. The movement later
evolves into visual statements
that diversify materials and codes
questioning the practices of art.

1 do not intend to outline a his-
tory: Dittborn's art has been dis-
cussed in noteworthy texts, even
despite the general lack of criti-
cal writing on Chilean art. | refer
to Ronald Kay's Del espacio de
acd and Nelly Richard's Una mi-
rada sobre el arte en Chile, as
well as to Dittborn's own "self-
censored" writings.

My aim here is to speak about the
manner in which his recent work
has developed, and to venture
some guidelines for reading this
web that Dittborn weaves, over
and above what his work has
meant in the space of Chilean
visual arts.

1. The Caress

Any approach to Dittborn's latest
works imposes a double perspec-
tive upon us; we have to read,
both in his accomplished work —
already talked about by others —
and in his more recent and "the-
oretical" work, the line, solid or
broken, of a constant reflective
process. And the rhythm that
Dittborn's work acquires is fasci-
nating because it is nothing other
than the rhythm of risk: it in-
volves elaborating new moments
of risk through which the visual
forms previously mastered are
made to pass. This is the way
that Dittborn quotes: he quotes

his own work and achievements,
not in self-gratification or inno-
cence, but always bordering upon
exploding the meanings of his
earlier statements. These mean-
ings are put to the test, exag-
gerated. To some extent, he pre-
faers effort over accomplishment,
the evolution of an endless inter-
rogation which is that of a single
stance repeated again and again
and ritualized.

It is from the perspective of ritual
that it seems to me important to
suggest that his return, his re-
peated scrutiny of his repertoire,
this new tour that Dittborn takes
of his own images, materials, and
productive gestures, only sets the
stage for an operation — a han-

dling — related to textures, to
skin — to work that is like a
caress.

In fact, Dittborn has come to

reflect, as no one else has done in
Chile, on the texture of a body --
a displaced social body — to which
a caress is an act of guilt. Thus,
also, the sudden and shocking ap-
pearance in his work of a certain
skin — that of death — before
which the caress is paralyzed and
changes into stage-setting, rite,
and materials: canvas, wood,
cardboard.

Moreover, stains are also the pro-
duct of a caress. This elaboration
of feeling is the strongest dialog
Dittborn  establishes, stronger
even than his dialog with history
(or, rather, history only becomes
legible from that point onward).

2. From the Old Body to the New

From his earlier work — up to
1982 — to his recent work, Ditt-
born turns from setting the stage
for a social body to recycling that
body, in a much more obsessive —
and much closer — interrogation.
In other words, in this second
movement he abandons the con-
notation of certain social circum-
stances, whose visual presence
had been rescued, to dive deep
among the gestures that make up
;he body of a rite. To me, this
mounts to leaving anthropolo

behind and t:akir'.;lg up a kE\ﬂd %1;
archaeology. His recent work is

almost excavation, and Dittborn
surrenders to this passion with
classificatory precision. He goes
from the social metaphor drawn in
public history to mllecting and
deciphering fossils — feathers,
strokes of paint, jerky, celluloid,
and so forth — as ingredients of a
proliferating matter that produces
a third and nameless body when it
spreads over the body of the
earlier vision.

He leaves behind the original ex-
citement of "nueva visualidad" to
give an account of something that
"nueva visualidad" had overlooked.
It is no longer a question of "de|
espacio de aci — from this space
here," but of its hidden topology.
All narrative structure is aban-
doned. From the greatest picto-
rial poverty, from the greatest
absence or the greatest presence
of models, the work unearths the
physical quality of marks, en-
crustations, fossils, that make up
the texture of a certain skin.

His method is one of junctures and
overlays. A fervor for the frag-
ment, for things that stick. His is
an ever-wandering ef fort that will
never manage to give a form to
the absent subject that is name-
less, or has a name that is all too
well-known. His work creates,
organizes a body, a monster. The
debris of an art that is also the
debris of life. The death of the
work of art as a construction of
thought. But such a death is also
a working model: the loss which
it establishes permits the pores of
this body to breathe, wrapped in
the shrouds that Dittborn weaves
so that it can receive his caresses.

The old body is covered (velar, in
Spanish, means both to veil and to
guard), because the new body IS
born from it. Eugenio I?luborn
constantly veils Eugenio Dittborn.

"A photograph is a shroud full of
stains nothing can erase.”

3. The Veil i
In an important part of his re
work, D?:tbum establishes f.:n:nm:c
plex distances among mﬂercn-
levels that have been ﬂJP'E;'
imposed: graphic print, 5tmkr1§his
paint, and residual objects

+

distance cuts through the trans-
parence of the acrylic that cov-
ers, fixes, and orders the entire
assemblage in a hesitating syntax
of primal words, gestures that
disorganize the order of an op-
pressive scene. For the work here
unveiled is constituted by an act
of extreme oppression among its
different levels.

The transparence of the acrylic
plays its role of show-window
delusion, and it also establishes a
fragmented topology, since it
definitely splits the bodies of the
different materials trapped In
these urns. Acrylic separates the
successive levels absolutely, and
at the same time infmitely. And
so the viewer's eye wavers uncer-
tainly, between the surface ef-
fects and the body of the work,
and he begins to ponder cos-
metics.

Urn and show-window, the trans-
parent veil covers the bodies
buried in wood. Bodies whose
makeup is the paint that repeats
itself in primary strokes with the
rhythm of ritual. The stroke just
covers — a wink of the eye by the
transparent acrylic — but does not
wet, impregnate, or dye, since it
is painted on the back of the
acrylic, always this side of the
skin and the far side of the veil.
A cosmetic distance traced
between skin and show-window,
between the body of the work and
the viewer's gaze, it is the paint
that hides death and changes
feeling into makeup, mask, ritual,
play, and fiesta. Fiesta of death
that can subvert the order of
meaning.

These catalogs, archives, col-
lections of debris, gifts, of ferings
that cover and assemble the body
of the work — with the complicity
of transparence — are ornaments
that oppose a final view from a
distance. They are much like the
"witnesses" who appear again and
again in all of Dittborn's "pietds,"
separated in the moment of death
by the acrylic of a veil. It is the
artist's basic gesture to rescue
that distance.

Gonzalo Mufoz




TEXT: JUAN DOWNEY
ARTIST: JUAN DOWNEY

"The Laughing Alligator is better
than Fitzcarraldo."

Linda Kahn
Twin Art
New York

"Juan Downey is at his best when
he mystifies personal experience."

John Sanborn

Video-Artist
New York

THE LOOKING GLASS

This travelog through England,
France, and Spain sweeps from
the Renaissance to Picasso while
examining the function and sym-
bolism of mirrors in architecture
and art. This program, like ear-
lier video works such as Plato
Now (1972) and Maids of Honor
(I975), chiefly deals with con-
sciousness; it explores narcissism
as a psychological "mirror stage"
and in the TV medium itself.

Juan Downey

TEXTO: JUAN DOWNEY
ARTISTA: JUAN DOWNEY

"El Caimén con la Risa de Fuego
es mejor que Fitzcarraldo."

Linda Kahn
Twin Art
Nueva York

"Lo mejor de Juan Downey es
cuando €l mistifica sus experi-
encias personales."

John Sanbom
Video-Artista
MNueva York

EL ESPEJO

Este itinerario por Inglaterra,
Francia, y Espafa, desde el re-
nacimiento hasta Picasso, exa-
mina las funciones y el simbolismo
del espejo en la arquitectura y en
el arte. El enfoque principal de la
obra es la consciencia, como en
obras anteriores, tales como Plato
Now (1972) y Las Meninas (1975);
hace una exploracién del narci-
sismo como una "situacién espejo”
y en la televisifn misma como
género.

Juan Downey



TEXTO:
ADRIANA VALDES

ARTISTA:
ALFREDO JAAR

Lugares Comunes

En lenguaje retdrico, lugar comiin
significa dquello aceptado tanto
por el hablante como por el oyen-
te (en este caso, por el especta-
dor): un punto de apoyo sobre el
cudl sea posible establecerse cier-
to contacto. Pensemos por un
momento en la bandera como este
tipo de lugar comin, y de la
bandera de Chile como Alfredo
Jaar la presenta inicialmente, con
textos que parecen dirigirse a
nifios que aprenden a leer, a los
que hay que conducir hacia algo
que no conocen. Esa bandera, en
la situacién de esta muestra, no es
un lugar comdn, sino el lugar de lo
extrano, lo ajeno, lo extranjero, lo
desconocido. Y no de lo desco-
nocido en sentido fascinador, sino
simplemente de lo que podria con-
fundirse con otra cosa, algo sobre
lo cull el ojo del espectador po-
dria resbalar sin figurarse, sin
comprender. Estos textos, al re-
petirse, al simplificarse, son como
llamados hechos desde Plaza Sé-
samo para obtener el mds minimo
de los reconocimientos: &l de
figurar en el mapa. Ni siquiera el
simple hecho de la existencia geo-
grifica se toma como terreno
comdn, como lugar comin. En-
tonces, la introduccién tiene que
simplificar: reconoce con humor
la situacién — un pais de relativa-
mente poca importancia presenta
sus signos en una ciudad practica-
mente ajena al hecho de su exiss
tencia. Y trata al espectador, con
cierta amabilidad, como un com-
pleto ignorante (&ste es uno de los
filos de esta filuda presentacion).
Porque, si bien toma en cuenta las
limitaciones de su propio mate-
rial, muestra también las limita-
ciones del espectador: pone en
evidencia la tremenda limitacién
de un punto de vista.

Punto de Vista

La palabra "americano" es en si
misma un problema de punto de
vista, tal como se indica en la
serie de la Casa Blanca. Presenta
la reduccién de América a los
Estados Unidos, ¥, a la pasada, se
apropria de "US," robindoselo a
los Estados Unidos y utilizndolo
(en inglés, como pronombre de la
primera persona plural) para signi-
ficar el resto de America, la parte
silenciosa, "otra," de la palabra
América. Porque aqui habla el
stro," el "extrano": y el punto de
vista del extrafio no es el punto de
vista del "americano." (Aqui el
"americano" de Norteamérica es
them — ellos -- la tercera persona:
la no persona entre los pronom-
bres personales). El extrafio (US,
nosotros) habla desde un lugar
distinto y lejano, desde el cual las
cosas se ven en forma diferente,
en diferente proporcién y for-
mando diferentes patrones. La
engahosa simplicidad de la formu-
lacién de estas diferencias es un
juego y un chiste: también una
advertencia. La Casa Blanca se
asoma ominosamente tras este pa-
satiempo lingliistico, como imagen
de un poder, €l de los Estados
Unidos de América, que desde su
propio nombre borra al resto de
América del mapa. El espectador
puede ver entonces que su propio
lenguaje le obliga a imaginar solo
una dimensién de "América," y
como "América" se transforma en
una palabra-imagen de lo uno que
se afirma a si mismo mediante la
exclusibn — la represifn — de lo
otro. (Lo otro hace, desde lejos,

morisquetas al espectador, desde
esta muestra.)

Nuestro Espacio

La muestra es también una invita-
cién, una proposicin de otro es-
pacio, no excluyente, un posible
espacio "nuestro" para América
(toda América). Tres tubos de
neon apuntan a las tres dimen-
siones de ese espacio: el rojo
hacia Chile, el blanco hacia la
Casa Blanca, el azul al cielo. En
esta muestra, los neones — aparte
de su sentido mas obvio — apuntan
tambien a una prictica de arte
que toma pie en la propia situa-

cién en la que se presenta (por
oposicién, por ejemplo, a obras
que puedan trasladarse sin altera-
ciones, o que puedan sobrevivir al
tiempo y a la circunstancia: este
trabajo se afirma a si mismo como
circunstancial, como situacional).

El tema de "nuestro espacio" tam-
bién se encuentra presente en la
serie del polvo: propone la incor-
poracién de ese polvo — como
signo — en el trabajo — también
signico — de artistas y arquitectos
"americanos." Propone que los
signos generados por un artista y
arquitecto chileno lleguen a for-
mar parte en la corriente de otros
signos generados en el espacio
"americano": como una cufia co-
mica, como una cuna nominal, que
es a su vez un signo (y un minimo
intento de superar) la ausencia de
(nuestro) espacio americano en su
espacio "americano" (&l de ellos).

La Bandera

En una de las series, la bandera se
presenta como tensibn entre o
parcial y lo total. La falta de una
vision unificada de la bandera la
transforma en un espacio de jue-
go, de una actividad signica que
contradice su sentido, que la uti-
liza como material de construc-
cién de otra cosa, que subvierte su
lugar dentro de los cbdigos de
comunicacién, que la separa de su
propia inteligibilidad.

Esta re-prnducciﬁn de signos, que
utiliza la bandera como material,
transforma a ésta en el objeto de
una operacibn de salvataje: in-
tenta rescatar parte de su inteli-
gibilidad perdida en un naufragio.
Esta actividad material sugiere —
reproduce — los resultados de un
conflicto del cudl no han salido
idemnes ni adn los simbolos mas
comunes. Restandoles todo dra-
matismo, pone en prictica algunas
técnicas propias de los sobrevi-
vientes: hacer algo con otra cosa
cuya funcidén se ha perdido. A
pesar de su aire juguetdn, este
bricolage visual es también una
alusibn siniestra.

Sin embargo, el espacio del juego
es también un espacio de parli-
cipacibn — no todas sus connota-
ciones son igualmente siniestras:

el quiebre de una estructure puede
sentirse también como liberacién.
El trabajo presentado incluye un
espacio de participacion: se in-
vita a los espectadores a formar o
deformar la bandera, a construirla
o desconstruirla mediante sus hue-
llas digitales. Las preguntas que
plantea esta sencilla actividad no
son en lo mis minimo sencillas.
iSe trata de inhibirse y de repitir
el modelo? d{Se trata de intro-
ducir desaprensivamente el caos?
Los resultados ya no dependen
sing de la respuesta colectiva de
los espectadores. Esto también
sugiere — reproduce — las alterna-
tivas de los sobrevivientes en un
tiempo despojado no sblo de sus
simbolos, sino también de todo
aquéllo que se les ha atribuido
como significado.

El Arte Como Situacion
Y Como Juego

Ante una alternativa como la
planteada — la repeticién o el
caos — este trabajo parece pro-
poner una posibilidad diversa: la
de un espacio de juego, en &l gque
los elementos de una determinada
situacién (la de la muestra, en
esta caso) son abstraidos y simpli=
ficados hasta lo més bdsico, y
luego integrados en una serie abi-
erta de operaciones que juegan
con dichos elementos y con su
sentido,

Esto apunta a una funcibn del
arte, dentro de la sociedad, que la
vincula muy estrechamente con
determinadas circunstancias y con
una determinada situacién (cierta-
mente ni atemporal ni "universal")
Pero que tambi€n propone lo espe-
Cifico de su actividad: la apertura
de nuevos espacios en que la
generacién de sentido, el juego del
sentido, ofrece la posibilidad de
Una nueva operacién del pensa-
miento. En relacibn con todos los
sistemas establecidos y poderosos,
€n todos los 4mbitos, el arte se
Postula como el espacio libre, el
eS5pacio de "lo otro."

Adriana Valdé&s
Santiago, Chile
ero de 1983
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