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Renato Rodrigues da Silva

El Instrumento y Su Obra 
On Luis Camnitzer’s Conceptualism

%HWZHHQ�6HSWHPEHU�ʖʓ�DQG�'HFHPEHU�ʗ��ʕʓʔʔ�1 
WKH�0RUULV�DQG�+HOHQ�%HONLQ�$UW�*DOOHU\�DW�WKH�
8QLYHUVLW\�RI�%ULWLVK�&ROXPELD��9DQFRXYHU��VWDJHG�
D�UHWURVSHFWLYH�RI�ZRUNV�E\�8UXJXD\DQ�DUWLVW�/XLV�
&DPQLW]HU��&RQVLGHULQJ�WKH�ORFDO�FRQWH[W�LQ�ZKLFK�
WKLV�H[KLELWLRQ�WRRN�SODFH��&DPQLW]HUśV�UHWURVSHF-

WLYH�ZDV�DQ�LPSRUWDQW�VWHS�WRZDUGV�LPSURYLQJ�WKH�
YLVLELOLW\�RI�DUWLVWLF�FRQWULEXWLRQV�IURP�/DWLQ�$PHU-
LFD��:KHUHDV�YDULRXV�JDOOHULHV�LQ�WKH�FLW\�UHJXODUO\�
SURGXFH�H[KLELWLRQV�RI�ZRUN�E\�FRQWHPSRUDU\�&KL-
QHVH�DQG�,QGLDQ�DUWLVWV��DPRQJ�RWKHU�HWKQLFLWLHV���
DUW�E\�WKRVH�ZKR�FRPH�IURP�/DWLQ�$PHULFD�GRHV�
QRW�UHFHLYH�QHDUO\�WKH�VDPH�DWWHQWLRQ�

$ORQJ�ZLWK�WKH�%HONLQ�*DOOHU\��WKH�'DURV�
/DWLQDPHULFD�&ROOHFWLRQ�LQ�=XULFK��ZKLFK�KROGV�
WKH�ODUJHVW�FROOHFWLRQ�RI�&DPQLW]HUśV�ZRUNV��
RUJDQL]HG�WKLV�H[KLELWLRQ�XQGHU�WKH�FXUDWRU-
VKLS�RI�+DQV�0LFKHO�+HU]RJ�DQG�.DWULQ�6WHƨHQ��
7RJHWKHU��WKH\�UHYLHZHG�WKH�DUWLVWśV�FRQWULEXWLRQ�
WR�FRQWHPSRUDU\�DUW�DQG�SUHVHQWHG�D�VHOHFWLRQ�RI�
WKH�SURSRVDOV�KH�GHYHORSHG�VLQFH�WKH�PLG�ʔʜʙʓV��
LQFOXGLQJ�GHVLJQV�IRU�ELOOERDUG�ZRUNV��7KXV��
Landscape as an Attitude��ʔʜʚʜ�ʕʓʔʔ��DQG�The 
Museum Is a School��ʕʓʔʓŘʔʔ��ZHUH�ERWK�UHFUHDWHG�
IRU�WKH�H[KLELWLRQ�DQG�PRXQWHG�RXWVLGH�RI�WKH�
JDOOHU\��DV�ZDV�WKH�LQVWDOODWLRQ�$UELWUDU\�2EMHFWV�
and Their Titles��ʔʜʚʜ�ʕʓʔʔ���ZKLFK�+HU]RJ�DQG�
6WHƨHQ�VLWHG�LQ�WKH�:DOWHU�&��.RHUQHU�/LEUDU\��WKH�
PDLQ�OLEUDU\�RI�WKH�8QLYHUVLW\�RI�%ULWLVK�&ROXPELD��
7KLV�UHWURVSHFWLYH�SUHVHQWHG�DQ�RSSRUWXQLW\�WR�
PDNH�DQ�DVVHVVPHQW�RI�WKH�DUWLVWśV�RYHUDOO�SUDFWLFH��
%DVHG�RQ�WKH�ZRUNV�VKRZQ��WKHUHIRUH��WKLV�DUWLFOH�
ZLOO�DQDO\]H�&DPQLW]HUśV�QRWLRQV�RI�FRQFHSWXDO-
LVP��LQWHUGLVFLSOLQDULW\��DQG�KLVWRU\��UHYHDOLQJ�VRPH�
SHUVLVWHQW�LVVXHV�LQ�D�FDUHHU�VWLOO�LQ�WKH�PDNLQJ�2

&RQFHSWXDOLVP

8SRQ�ƩUVW�LPSUHVVLRQ��WKH�H[KLELWLRQ�DSSHDUHG�
WR�EH�D�FRPSLODWLRQ�RI�FRQFHSWXDO�DUWZRUNV��IHDWXU-
LQJ�WKH�V\VWHPDWLF�SUHVHQFH�RI�WH[W��DQ�HPSKDVLV�

RQ�FRQFHSW�DV�WKH�ZRUNVś�UDLVRQ�Gś©WUH��D�PL[HG�
PHGLD�H[SHULPHQWDWLRQ��LQFOXGLQJ�GUDZLQJ��
SULQWPDNLQJ��DQG�RWKHU�PHGLD���DQG�D�IRFXV�RQ�
LQVWLWXWLRQDO�PDWWHUV�OLQNHG�WR�WKH�H[SDQGHG�ƩHOG�
RI�DUW��6XFK�FKDUDFWHULVWLFV�DUH�QRW�XQFRPPRQ�LQ�
FRQFHSWXDO�DUW��-RVHSK�.RVXWKśV�Painting as Idea 

�ʔʜʙʙ���IRU�H[DPSOH��SULYLOHJHG�WKH�OLWHUDU\�GHƩQL-
WLRQ�RI�WKH�PHGLXP�LQ�SODFH�RI�LWV�YLVXDO�IRUP��
ZKLFK�EHFDPH�RXWPRGHG�IRU�PDQ\�$PHULFDQ�
DQG�(XURSHDQ�DUWLVWV�DW�WKH�WLPH��,QLWLDOO\��WKHVH�
DUWLVWV�DVVHUWHG�WKH�GHPDWHULDOL]DWLRQ�RI�DUW�REMHFWV�
DV�D�VWUDWHJ\�WR�XQGHUPLQH�WKHLU�FRPPHUFLDOL]D-

WLRQ��SULYLOHJLQJ�WH[W�DERYH�WKHLU�ZRUNVś�PDWHULDO�
IHDWXUHV�LQ�D�GLDOHFWLFDO�PRYH�LQWHQGHG�WR�VXSHU-
VHGH�WKH�KLVWRU\�RI�DUW�DV�LPDJH��$OWKRXJK�PDQ\�RI�
&DPQLW]HUśV�ZRUNV�LQYROYH�WH[W�DOVR��XQGHU�FORVHU�
VFUXWLQ\��KLV�SUDFWLFH�GRHV�QRW�ƩW�QHDWO\�LQWR�WKH�
KLVWRU\�RU�JHQUH�RI�FRQFHSWXDO�DUW�

,Q�&DPQLW]HUśV�H[KLELWLRQ��WH[W�IXOƩOOHG�ZKROO\�
GLƨHUHQW�SXUSRVHV��H[HPSOLƩHG�LQ�/LYLQJ�5RRP 

�ʔʜʙʜ�ʕʓʔʔ���,Q�WKLV�LQVWDOODWLRQ��WKH�DUWLVW�ODLG�RXW�
D�OLYLQJ�URRP�LQ�ZRUGV��LQVFULELQJ�WKH�QDPHV�RI�
DUFKLWHFWXUDO�HOHPHQWV�DQG�IXUQLWXUH�LQ�WKHLU�FRU-
UHODWLYH�SODFHV��LURQLFDOO\�VXJJHVWLQJ�WKH�SUHVHQFH�
RI�IXQFWLRQDO�REMHFWV�ZKHUH�WKHUH�DUH�RQO\�ODEHOV��
%HFDXVH�WKH�ODEHOV�GHVFULEH�WKH�VSHFLƩF�IRUPV�
RI�REMHFWV��YLHZHUV�FRXOG�WKXV�UHDG�QDPHV�DQG�
LPDJLQH�WKHLU�IRUPV�FRQFRPLWDQWO\��,Q�FRQWUDVW�
WR�.RVXWKśV�JHVWXUH�WRZDUGV�GHPDWHULDOL]DWLRQ��
ZKLFK�VWLOO�EHORQJHG�WR�WKH�ƩHOG�RI�DHVWKHWLFV��WKLV�
ZRUN�EUHDNV�GRZQ�WKH�OLPLWV�EHWZHHQ�XQGHUVWDQG-

LQJ�DQG�LPDJLQDWLRQ��ZRUGV�DQG�WKLQJV��DUW�DQG�
reality—it suggests an alternative to the notion 

RI�DUW�DV�LPDJH��QRW�MXVW�LWV�UHHQDFWPHQW�XQGHU�
QHZ�SULQFLSOHV��DV�LW�KDSSHQHG�ZLWK�FRQFHSWXDO�
DUW��7KXV��LQVWHDG�RI�WXUQLQJ�WKH�LPDJH�LQWR�WH[W�
IRU�SDVVLYH�UHFHSWLRQ�E\�WKH�YLHZHU��&DPQLW]HUśV�
ZRUGV�HQFRXUDJH�KLV�RU�KHU�LPDJLQDWLYH�SDUWLFLSD-

WLRQ�LQ�SURGXFLQJ�PHDQLQJ�3

&DPQLW]HU�KDV�QDPHG�KLV�DSSURDFK�WR�FRQ-

WHPSRUDU\�DUW�ŝFRQFHSWXDOLVP�Ş�ZKLFK�KH�GHƩQHG�
LQ�RSSRVLWLRQ�WR�FRQFHSWXDO�DUW��$OWKRXJK�WKH�
GLƨHUHQFHV�EHWZHHQ�WKH�WZR�PRYHPHQWV�PLJKW�
VRPHWLPHV�VHHP�VXEWOH��WKH�DUWLVW�GLVWLQJXLVKHG�
WKHP�FOHDUO\��DV�IROORZV��'XULQJ�WKH�KH\GD\�RI�
FRQFHSWXDOLVP��ZKLOH�JRLQJ�WKURXJK�DOO�WKH�VWHSV�WR�
SLQ�GRZQ�D�PHVVDJH��ERWK�D�PDLQVWUHDP�FRQFHSWXDO-
ist and a periphery conceptualist may have ended 
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up with a scribble on a scrap of paper. Both scraps 
looked the same. But the information left on the scrap 
RI�WKH�PDLQVWUHDP�DUWLVW�ZDV��LQ�PRVW�FDVHV��DERXW�WKH�
information and the scrap itself; the information left 
on the scrap of the periphery artist was more often 
OLNHO\�DERXW�WKH�DUWLVWśV�VXUURXQGLQJV�4�$FFRUGLQJ�
WR�&DPQLW]HU��WKH�GLƨHUHQFHV�EHWZHHQ�FRQFHSWXDO�
DUW�DQG�FRQFHSWXDOLVP�LQGLFDWH�WKH�WDXWRORJLFDO�
IRXQGDWLRQ�RI�WKH�IRUPHU�DQG�WKH�FRQWH[WXDO�RI�
WKH�ODWWHU�5�+H�UHFRJQL]HG�WKDW�ŝPDLQVWUHDP�DUW-
LVWVŞ�WRRN�DGYDQWDJH�RI�D�PDMRU�KLVWRULFDO�VKLIW�LQ�
DUW�PDNLQJ�GXULQJ�WKH�ʔʜʙʓVřWR�LQWURGXFH�WH[W�LQ�
WKHLU�SURSRVDOVřDV�D�ZD\�WR�RYHUFRPH�0LQLPDO-
LVP�EXW�E\�VWLOO�UHPDLQLQJ�ZLWKLQ�WKH�PRGHUQLVW�
FDQRQ�6�%\�FRQWUDVW��WKH�XVH�RI�WH[W�E\�SHULSKHUDO�
FRQFHSWXDOLVWV�UHVSRQGHG�WR�VSHFLƩF�VRFLDO�FRQGL-
WLRQV�DQG�HPSKDVL]HG�WKH�UHDOLW\�WKDW�WKHVH�DUWLVWV�
RIWHQ�ZRUNHG�XQGHU�DGYHUVH�GLVFXUVLYH��SROLWLFDO��
DQG�HFRQRPLF�FLUFXPVWDQFHV��$JDLQVW�WKH�V\VWHP-

LF�RU�HQGRJHQRXV�ORJLF�RI�1RUWK�$PHULFDQV�DQG�
(XURSHDQV��WKHUHIRUH��SHULSKHUDO�DUWLVWV�VWUHVVHG�
WKH�FRQWH[W�RYHU�WKH�FRQFHSW�RI�WKHLU�ZRUN�7

&DPQLW]HUśV�UHWURVSHFWLYH�ZDV�VR�FRPSHOOLQJ�
EHFDXVH�LW�KLJKOLJKWHG�WKH�GLƨHUHQFH�EHWZHHQ�
FRQFHSWXDO�DUW�DQG�FRQFHSWXDOLVP�ZKLOH�LW�PDGH�
HYLGHQW�WKH�VHPDQWLF�GLVSODFHPHQWV�WKURXJK�
ZKLFK�WKH�DUWLVW�XVHG�SXUH�IRUPV�WR�DGGUHVV�WKH�
FRQWH[W�RI�WKH�ZRUNV��UHMHFWLQJ�WKHLU�VHOI�UHIHUHQWLDO�
FKDUDFWHULVWLFV��7KDW�WKH�DUWLVW�FRXOG�KDYH�EULGJHG�
WKH�HQRUPRXV�LGHRORJLFDO�JDS�EHWZHHQ�WKHVH�WZR�
SURGXFWLRQV�IURP�ZLWKLQ�1HZ�<RUNřD�FLW\�ZKHUH�
KH�KDV�OLYHG�VLQFH�WKH�PLG�ʔʜʙʓVřLV�DQ�RXW-
VWDQGLQJ�IHDW��ZKLFK��WKHUHIRUH��UHTXLUHV�GHWDLOHG�
DQDO\VLV��DV�KLV�VWUDWHJ\�RƨHUV�RQH�H[DPSOH�RI�WKH�
/DWLQ�$PHULFDQ�VWUXJJOH�IRU�DUWLVWLF�HPDQFLSDWLRQ�
IURP�WKH�LQWHUQDWLRQDO�PDUNHW�DQG�WKH�WHQGHQF\�
WR�RYHUYDOXH�DSROLWLFDO�SUDFWLFHV�DQG�GLVFRXUVHV�LQ�
WKDW�PLOLHX�

,Q�&DPQLW]HUśV�H[KLELWLRQ�DW�WKH�%HONLQ�� 
The Journey��ʔʜʜʔ��H[HPSOLƩHG�WKH�GLƨHUHQFHV�
EHWZHHQ�FRQFHSWXDO�DUW�DQG�FRQFHSWXDOLVP��7KH�
ZRUN�FRQVLVWV�RI�WKUHH�NQLYHV�SURWUXGLQJ�IURP�WKH�
JDOOHU\�ZDOO�LQWR�WKH�YLHZHUśV�VSDFH��HDFK�NQLIH�
ZLWK�D�SDLU�RI�&KULVWPDV�RUQDPHQWV�KDQJLQJ�IURP�
LWV�EDVH��7KH�DUWLVW�DOVR�HWFKHG�WKH�QDPHV�ŝ6DQWD�
0DULD�Ş�ŝ3LQWD�Ş�DQG�ŝ1L°DŞ�RQ�WKH�ORZHU�SDUW� 
RI�ERWK�VLGHV�RI�WKH�EODGHV��ZKLFK�KDQJ�DW�H\H� 

OHYHO��$�IRUPDOLVW�DQDO\VLV�PLJKW�SRVLW�WKH�ZRUN� 
ZLWKLQ�D�SRVW�0LQLPDOLVW�WUDGLWLRQ�IRU�LW�SUHVHQWV� 
D�VHULHV�RI�LQGXVWULDO�HOHPHQWV��DUWLFXODWHG�JHR-

PHWULF�VKDSHV��LQ�WKLV�FDVH��WKH�RSHQ�FXUYHV�RI�WKH�
EODGHV�UHVRQDWH�ZLWK�WKH�VSKHUHV�RI�WKH�RUQDPHQWV���
VOHHN�PHWDO�VXUIDFHV��LQWHUIHUHQFH�LQ�DFWXDO�VSDFH��
DQG��ƩQDOO\��WH[W��,Q�WKLV�UHDGLQJ��WKHUHIRUH��The 
Journey�GRHV�QRW�EHDU�DQ\�VLJQLƩFDQW�UHIHUHQFH�WR�D�
VRFLDO�FRQWH[W�

'HVSLWH�WKLV�LQWHUSUHWDWLRQ��LW�LV�LPSRVVLEOH�QRW�
WR�FRQVLGHU�WKH�V\PEROLF�FRQWHQW�RI�&DPQLW]HUśV�
SLHFH��,Q�IDFW��WKH�VWUXFWXUHV�UHVHPEOH�WKUHH�
WKUHDWHQLQJ�SKDOOL��WKH�RUQDPHQWV�PDNH�UHIHUHQFH�
WR�&KULVWPDV��DQG�WKH�WH[W�QDPHV�&KULVWRSKHU�
&ROXPEXVśV�IDPRXV�VKLSV��ZKLFK�KH�ƩUVW�VDLOHG�
WR�$PHULFD�LQ�ʔʗʜʕ��:KHQ�UHDG�EH\RQG�LWV�IRUP��
WKH�ZRUN�SXWV�LQWR�FRQYHUVDWLRQ�WKH�+LVWRU\�RI�
'LVFRYHULHV��L�H���WKH�DJH�RI�PDULWLPH�H[SORUDWLRQ���
&ROXPEXVśV�VKLSV��L�H���WKH�H[SDQVLRQLVW�SURMHFW�RI�
(XURSH���WKH�$PHULFDV��L�H���WKH�ULFKHV�RI�WKH�FRQ-

WLQHQW���DQG�&KULVWLDQLW\��L�H���WKH�ŝVDFUHGŞ�UHDVRQ�
EHKLQG�6SDQLVK�H[SORUDWLRQ���DQG�YLROHQFH��ZKLFK�
WKH�NQLYHV�WKUHDWHQ��%DVHG�RQ�D�FRQWH[WXDO�UHDG-

LQJ��WKHUHIRUH��The Journey�FULWLFDOO\�GHQRXQFHV�
WKH�PDOH�FKDXYLQLVWLF�DQG�EORRG\�GRPLQDQFH�RI�
WKH�1HZ�:RUOG��VSHFLI\LQJ�WKH�SROLWLFDO�SRZHUV�
WKDW�IRXQGHG�LWřD�GRPLQDQFH�WKDW�VKDSHG�WKH�
FXOWXUDO�IRUPV�WKDW�FRQWLQXH�WR�LQƪXHQFH�RXU�GDLO\�
URXWLQHV�LQ�WKH�$PHULFDV�

7KH�DUWLVWśV�OLIH�PD\�H[SODLQ�KLV�LQWHUHVW�LQ�
SROLWLFV��$IWHU�JURZLQJ�XS�LQ�8UXJXD\��&DPQLW]HU�
ZDV�DZDUGHG�D�*XJJHQKHLP�IHOORZVKLS�WR�VWXG\�
SULQWPDNLQJ�LQ�1HZ�<RUN�LQ�ʔʜʙʗ��+H�KDV�UH-

PDLQHG�LQ�WKH�8QLWHG�6WDWHV�HYHU�VLQFH��DOWKRXJK�
OLYLQJ�HPRWLRQDOO\�DQG�FXOWXUDOO\�DV�DQ�H[SDWUL-
DWH��7KLV�LQ�EHWZHHQ�SRVLWLRQ�LV�DQDORJRXV�WR�KLV�
SUDFWLFH��ZKLFK�GRHV�QRW�ƩW�FRPIRUWDEO\�ZLWKLQ�
DQ\�PRYHPHQW�RU�JHQUH�EXW�KLV�RZQ��'XULQJ�WKH�
LQLWLDO�SHULRG�KH�VSHQW�LQ�1HZ�<RUN��KLV�UHVHDUFK�
ZDV�LQƪXHQFHG�E\�SROLWLFV�DQG�KH�WRRN�SROLWLFDO�
SRVLWLRQV�WKDW�ZHUH�IDPLOLDU�WR�WKH�JHQHUDWLRQ�WKDW�
GUHDPHG�DERXW�/DWLQ�$PHULFDQ�HPDQFLSDWLRQ�
DIWHU�WKH�ʔʜʘʜ�&XEDQ�5HYROXWLRQ��VXSSRUWLQJ�WKH�
7XSDPDURV��DQ�XUEDQ�JXHULOOD�PRYHPHQW�WKDW�
UHEHOOHG�DJDLQVW�PLOLWDU\�GLFWDWRUVKLS�LQ�KLV�KRPH�
FRXQWU\��HYHQ�WKRXJK�VRPH�RI�WKHLU�DFWLRQV�KDG�
UHVXOWHG�LQ�GHDWK�8�$W�WKH�WLPH��&DPQLW]HU�GHFLGHG�

WR�PDNH�SROLWLFV�WKURXJK�KLV�DUW��GHQ\LQJ�DQ\�GLV-
WDQFH�EHWZHHQ�WKH�WZR�SUDFWLFHV�9

'HVSLWH�WKH�DUWLVWśV�ZHOO�NQRZQ�HQJDJHPHQW�
ZLWK�SROLWLFV��WKHUH�ZHUH�QRW�PDQ\�SLHFHV�GHDO-
LQJ�ZLWK�WKLV�VXEMHFW�LQ�WKH�%HONLQ�UHWURVSHFWLYH��
5HJDUGOHVV��WKH�IHZ�LQFOXGHG�JDYH�HORTXHQW�YRLFH�
WR�KLV�FRQFHUQV��6LOHQFH�5HSUHVVLRQ��ʔʜʚʙ�řZKLFK�
GLVSOD\V�WZR�VHQWHQFHV��ŝVLOHQFH��UHSUHVVLRQ�LV�WDN-

LQJ�RYHUŞ�DQG�ŝUHSUHVVLRQ��VLOHQFH�LV�WDNLQJ�RYHUŞř
PDNHV�DOOXVLRQ�WR�WKH�FRPSOLFLW\�QHFHVVDU\�LQ�WKH�
HVWDEOLVKPHQW�RI�DQ\�V\VWHP�RI�SRZHU��DQG�VWRSV�
VKRUW�RI�DFFXVLQJ�WKH�PLOLWDU\�GLFWDWRUVKLS�LQ�8UX-

JXD\��ZKLFK�PDGH�LWV�OHDGHUV�ŝGLVDSSHDUŞ�GXULQJ�
WKDW�WLPH� ,W�LV�LPSRUWDQW�WR�PHQWLRQ��KRZHYHU��WKDW�
WKH�SROLWLFDO�HPSKDVLV�RI�KLV�ZRUN�KDV�YDULHG�IURP�
GHFDGH�WR�GHFDGH��$OWKRXJK�LW�ZDV�VWURQJ�LQ�WKH�
ʔʜʙʓV�DQG�ʔʜʚʓV��WKH�SUHVVXUHV�RI�WKH�1HZ�<RUN�
PDUNHW�WR�FRPPHUFLDOL]H�GLVFUHWH�DUW�REMHFWV�LQƪX-

HQFHG�&DPQLW]HU��ZKR�WHPSRUDULO\�DEDQGRQHG�DQ�
RYHUWO\�SROLWLFDO�DSSURDFK��,Q�WKH�ODVW�WZR�GHFDGHV��
KRZHYHU��WKH�DUWLVW�KDV�WDFNOHG�SROLWLFDO�SUREOHPV�
RQFH�DJDLQ��XQGHUVWDQGLQJ�WKDW�WKLV�HQJDJHPHQW�
GLƨHUHQWLDWHG�KLV�FRQFHSWXDOLVW�SURGXFWLRQ�IURP�
FRQFHSWXDO�DUW�

,Q�WKH�%HONLQ�H[KLELWLRQ� Twin Towers��ʕʓʓʕ��
DQG�.LQJ�RI�+HDUWV��ʕʓʓʕ��UHSUHVHQWHG�WZR�UHFHQW�
SLHFHV�WKDW�HYLQFH�KLV�UHWXUQ�WR�SROLWLFDO�TXHVWLRQV��
7KH�IRUPHU�FRPSULVHV�WZR�SOD\LQJ�FDUGV�SODFHG�
VLGH�E\�VLGH�RQ�D�SOLQWK��HFKRLQJ�WKH�VDPH�YHUWLFDO�
SRVLWLRQV�RI�WKH�:RUOG�7UDGH�&HQWHU�VN\VFUDS-

HUV��DOOHJHGO\�GHVWUR\HG�E\�2VDPD�ELQ�/DGHQśV�
WHUURULVW�RUJDQL]DWLRQ�LQ�ʕʓʓʔ��7KH�ZRUN�DOOXGHV�WR�
D�GDQJHURXV�JDPH�LQ�ZKLFK�WKH�8QLWHG�6WDWHV�KDV�
ZDJHG�D�UHWDOLDWRU\�ZDU�RQ�WHUURULVP��XOWLPDWHO\�
WR�EHFRPH�ORVLQJ�EDWWOHV�LQ�$IJKDQLVWDQ�DQG�,UDT��
0RUHRYHU��.LQJ�RI�+HDUWV�UHFDVWV�LPSRUWDQW�OHDGHUV�
RI�,UDT�DV�WUDGLWLRQDO�ƩJXUHV�IURP�D�FDUG�GHFN��8Q-

H[SHFWHGO\��&DPQLW]HU�DOVR�LQFOXGHV�KLPVHOI�LQ�WKH�
VHW��+H�RFFXSLHV�WKH�UROH�RI�ŝDUWLVW�Ş�VWDQGLQJ�LQ�IRU�
WKH�NLQJ�RI�KHDUWV�LQ�DQ�LQGLVWLQFW�SURƩOH��XQYHLOLQJ�
WKDW�KH��WRR��LV�LPSOLFDWHG�ZLWKLQ�WKH�FXUUHQW�FDP-

SDLJQ�LQ�WKH�FRXQWU\��%XW�KRZ�LV�LW�SRVVLEOH�WKDW�
WKH�DUWLVW�VHHV�KLPVHOI�LQYROYHG�LQ�WKH�ZDU�ZDJHG�
E\�WKH�8QLWHG�6WDWHV"�,QGHHG��LW�LV�WKLV�JHVWXUH�RI�
VHOI�FULWLFLVP�WKDW�XQGHUOLHV�KLV�ZRUNśV�UHODWLRQVKLS�
WR�D�ODUJHU�JHRSROLWLFDO�FRQWH[W��LQ�ZKLFK�KH�WDNHV�
VRPH�PRUDO�UHVSRQVLELOLW\�IRU�KLPVHOI�

Interdisciplinarity and Problem-solving

7KH�ZRUNV�GLVFXVVHG�VR�IDU�GLVFORVH�&DP-

QLW]HUśV�DZDUHQHVV�RI�P\VWLƩFDWLRQV�DQG�GLVWRUWLRQV�
RSHUDWLQJ�ZLWKLQ�WKH�ƩHOG�RI�DUW��SD\LQJ�VSHFLDO�
DWWHQWLRQ�WR�LWV�SROLWLFDO�DQG�HFRQRPLF�UHODWLRQV��
7KXV��LW�LV�QRW�VXUSULVLQJ�WKDW�LQVWHDG�RI�FRQFHQ-

WUDWLQJ�H[FOXVLYHO\�RQ�HDUQLQJ�D�OLYLQJ�WKURXJK�KLV�
DUWZRUN�KH�ZRUNHG�DV�DQ�DUW�WHDFKHU�DW�YDULRXV�
VFKRROV�LQ�WKH�JUHDWHU�1HZ�<RUN�UHJLRQ��VSHFLƩ-

FDOO\�DW�WKH�6WDWH�8QLYHUVLW\�RI�1HZ�<RUN�DW�2OG�
:HVWEXU\��ZKHUH�KH�LV�(PHULWXV�)DFXOW\�WRGD\��
6LJQLƩFDQWO\��KH�GRHV�QRW�VHH�D�VHSDUDWLRQ�EHWZHHQ�
WKH�ZRUN�RI�DQ�DUWLVW�DQG�WKDW�RI�D�WHDFKHU��VLQFH�
ŝWKHUH�LV�QR�GLƨHUHQFH�EHWZHHQ�WHDFKLQJ�DQG�GRLQJ�
DUW�RU�ZULWLQJ� � � � ,�ZRXOG�VD\�WKDW�WKH\�DUH�DOO�DUW��
>WKH\@�MXVW�KDSSHQHG�LQ�GLƨHUHQW�PHGLD�Ş10 Investi-

JDWLQJ�KLV�LGHDV�RQ�ERWK�WHDFKLQJ�DQG�ZULWLQJ�FDQ��
WKHUHIRUH��KHOS�WR�XQGHUVWDQG�KLV�RYHUDOO�SUDFWLFH�

�:LWK�KLQGVLJKW��LW�LV�SRVVLEOH�WR�VHH�WKDW�&DP-

QLW]HUśV�ZRUN�GHYHORSHG�DUWLVWLFDOO\�PRUH�WKURXJK�
ZULWLQJ�WKDQ�WKURXJK�ƩQLVKHG�REMHFWV��$URXQG�
WKH�WLPH�KH�FUHDWHG�KLV�ƩUVW�FRQFHSWXDOLVW�ZRUN�
HQWLWOHG�7KLV�,V�D�0LUURU��<RX�$UH�D�:ULWWHQ�6HQWHQFH 
�ʔʜʙʙŘʙʛ���ZKLFK�ZDV�SUHVHQWHG�DW�WKH�%HONLQ��KH�
GHFLGHG�WKDW�LQVWHDG�RI�SURYLGLQJ�UHVXOWV��>KH@�ZRXOG�
SURYLGH�SURFHVVHV��ZKLFK�ZRXOG�WXUQ�WKH�YLHZHU�LQWR�
a producer instead of a consumer. The boundaries 
EHWZHHQ�FUHDWLRQ�DQG�HGXFDWLRQ�ZRXOG�GLVDSSHDU��
and the possession of the work would become mean-
ingless since it would take place through reading.11 

$FFRUGLQJO\��WKLV�FURVVLQJ�RI�GLVFLSOLQDU\�ERXQGDU-
LHV�UHSUHVHQWHG�D�JUHDW�GHSDUWXUH�IURP�WUDGLWLRQDO�
DUW�HGXFDWLRQ��ZKLFK�ZDV�DQFKRUHG�LQ�WKH�QRWLRQ�
RI�VSHFLDOL]DWLRQ��%DVHG�DOVR�RQ�WKH�UHDOL]DWLRQ�WKDW�
ZLWK�ŝWKH�VOLJKWHVW�PDUN�RQ�D�VKHHW�RI�SDSHU�ZLWK�D�
SHQFLO���RQH��ZDV�LUUHYRFDEO\�DOWHULQJ�WKH�RUGHU�RI�
WKH�XQLYHUVH�Ş12�WKH�DUWLVW�FUHDWHG�D�QHZ�SHGDJRJ\�
WKDW�FRXOG�FRQQHFW�WKH�VWXGHQW�WR�VRFLHW\�DQG��
HYHQWXDOO\��WR�WKH�ZRUOG�DW�ODUJH��

&DPQLW]HUśV�LQWHUGLVFLSOLQDU\�SURJUDP�FDOOHG�
IRU�WKH�IRUPXODWLRQ�RI�DQ�DSSURSULDWH�PHWKRGRO-
RJ\��,Q�DQ�LQWHUYLHZ�UHDOL]HG�LQ�ʕʓʓʜ��WKH�DUWLVW�
GLVPLVVHG�WKH�LQGLYLGXDO�LPSRUWDQFH�RI�WKH�PDQ\�
UROHV��L�H���ŝDXWKRU��DUWLVW��HVVD\LVW��HGXFDWLRQDO�
WKHRULVW��FULWLF��FXUDWRU��DQG�JHQHUDO�WKLQNHUŞ��KH�
KDV�KDG�LQ�KLV�FDUHHU��)RU�KLP��DOO�WKHVH�DFWLYLWLHV�
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DUH�LQWHUFRQQHFWHG�DV�DUW��There are some problems 
WKDW�DUH�EHVW�UHVROYHG�LQ�D�SKRWRJUDSK��WKHUH�DUH�RWKHUV�
that are best resolved in a discussion; others require a 
OHWWHU��EHFDXVH�WKH�SHRSOH�DUH�IXUWKHU�DZD\��DQG�WKHQ�
you have to think of what is the best form: by mail if 
LWśV�SULYDWH��RU�WU\LQJ�WR�SXEOLVK�LW�LQ�D�MRXUQDO�LI�LWśV�
QRW�SULYDWH��7KDWśV�KRZ�DOO�WKH�WKLQJV�\RX�PHQWLRQHG�
FRPH�WRJHWKHU��EXW�WKH�QXFOHXV�WKDW�RUJDQL]HV�LW�LV�WKH�
RWKHU�SDUW��ZKLFK�LV�UHDOO\�ZKDW�FRXQWV��,W�LV�FULWLFDO�
questioning and the search of alternative orders that 
GHƩQHV�DUW�LQ�WKH�EHVW�VHQVH�13�,Q�WKLV�YLHZ��DUW�LV�D�
QRQ�VSHFLDOL]HG�DFWLYLW\�WKDW�PRYHV�DFURVV�DQG�
GUDZV�IURP�YDULRXV�GLVFLSOLQHV�DQG�SURFHGXUHV��
+RZHYHU��&DPQLW]HUśV�LQWHUGLVFLSOLQDU\�SUDFWLFHV�
UHTXLUHG�D�QHZ�PHWKRG��DQG�KH�PDGH�DOO�HƨRUWV�WR�
DYRLG�WKRVH�LGHDOLVW�IRUPXODWLRQV�WKDW�FKDUDFWHU-
L]HG�HDUO\�WZHQWLHWK�FHQWXU\�DUW��ZKLFK�FRQVLG-

HUHG�DUW�DV�DQ�DEVWUDFW�HQWLW\��7KXV��KH�SURFHHGHG�
DFFRUGLQJ�WR�WKH�FLUFXPVWDQFHV��WU\LQJ�WR�VROYH�WKH�
SUREOHPV�DW�KDQG��VLQFH�KH�NQHZ�WKDW�HDFK�VROX-

WLRQ�LQYROYHG�OLPLWHG�DFWLRQV��DV�GHPRQVWUDWHG�LQ�
WKH�H[DPSOHV�PHQWLRQHG�DERYH��H�J���SKRWRJUDSK\��
GLVFXVVLRQ��OHWWHU��DQG�SXEOLFDWLRQ���+LV�PXFK�
SUDLVHG�LQYHQWLYHQHVV��NQRZOHGJH�RI�WKH�YLVXDO�
DUWV��DQG�PDVWHU\�RI�GUDZLQJ�ZHUH�RQO\�PHDQV�
WR�IRUPXODWH�VSHFLƩF�VROXWLRQV�DV�GLVWLQFW�PRGHV�
RI�DGGUHVV�14�$V�WKH�SDVVDJH�DERYH�PDNHV�FOHDU��
WKH�UHOHYDQW�IDFWRU�LQ�WKH�DUWLVWśV�FDUHHU�ZDV�WKH�
SURGXFWLRQ�RI�WKDW�ŝFULWLFDO�TXHVWLRQLQJ�DQG�WKH�
VHDUFK�IRU�DOWHUQDWLYH�RUGHUV�WKDW�GHƩQHV�DUW�LQ�WKH�
EHVW�VHQVH�Ş

7KH�SUREOHP�VROYLQJ�DSSURDFK�WR�FRQWHP-

SRUDU\�DUW�ZDV��LQGHHG��DOUHDG\�SUHVHQW�LQ�KLV�
H[SHULPHQWDWLRQ�LQ�WKH�PLG�ʔʜʙʓV��DW�OHDVW�WHQWD-

WLYHO\��$ORQJ�ZLWK�DUWLVWV�-RV¨�*XLOOHUPR�&DVWLOOR�
DQG�/LOLDQD�3RUWHU��KH�FUHDWHG�WKH�1HZ�<RUN�
*UDSKLF�:RUNVKRS��,Q�WLPH��PHPEHUV�RI�WKH�
:RUNVKRS�DEDQGRQHG�FUDIWVPDQVKLS�WR�FUHDWH�
PXOWLSOHV�WKURXJK�SULQWPDNLQJ��DFWLYDWLQJ�D�VWUDW-
HJ\�RI�ŝGHVNLOOLQJ�Ş15�,Q�WKH�%HONLQ�UHWURVSHFWLYH��
Envelope��ʔʜʙʚ��ZDV�DQ�H[DPSOH�RI�WKLV�SHULRGśV�
LQYHVWLJDWLRQV��&DPQLW]HU�UHVSRQGHG�WR�UHFHQW�
GHYHORSPHQWV�LQ�1RUWK�$PHULFDQ�DUW��HVWDEOLVK-

LQJ�DQ�RSSRVLWLRQ�WR�0LQLPDOLVP��ZKRVH�FRUSRUDWH�
DHVWKHWLFV�KH�SDUWLFXODUO\�UHMHFWHG��7R�UHIRUPXODWH�
KLV�UHVHDUFK��WKHUHIRUH��KH�EHJDQ�XVLQJ�ZRUGV��EXW�
DOVR�SODFHG�WKH�SROLWLFDO�HPSKDVLV�RI�KLV�HDUOLHU�SUR-

SRVDOV�LQWR�EUDFNHWV��GHƩQLQJ�D�SUDFWLFH�WKDW�ZDV�

VLPLODU�WR�FRQFHSWXDO�DUW�IRU�WKH�WLPH�EHLQJ��$IWHU�
WKDW�PRPHQW��KLV�H[SHULPHQWV�EHFDPH�LQFUHDV-
LQJO\�LQWHUGLVFLSOLQDU\��GHOLQHDWLQJ�DQ�LQGHSHQGHQW�
FRXUVH�RI�DFWLRQ�

In (QYHORSH��&DPQLW]HU�DLPHG�DW�VROYLQJ�D�
VSHFLƩF�SUREOHP��+H�UHSHDWHG�D�VLQJOH�GUDZLQJ�
VHYHUDO�WLPHV��EXW�HDFK�WLPH�WLWOHG�LW�GLƨHUHQWO\��
7KH�GUDZLQJ�GHSLFWV�D�UHFHGLQJ��ER[�OLNH�VSDFH�
LQ�DFFRUGDQFH�ZLWK�WKH�ODZV�RI�SHUVSHFWLYH��LW�LV�
LQGHHG�WKH�VLPSOHVW�HPERGLPHQW�RI�WKLV�SURFHGXUH��
DQG�KDV�EHHQ�XVHG�WR�UHJXODWH�UHSUHVHQWDWLRQDO�ƩJ-

XUHV�LQ�SDLQWLQJ�VLQFH�WKH�5HQDLVVDQFH�16�%HFDXVH�
WKH�GUDZLQJ�UHPDLQV�FRQVWDQW��WKH�DUWLVW�DFWXDOO\�
LQYHVWLJDWHV�WKH�VHPDQWLF�YDULDWLRQV�RI�HDFK�XWWHU-
DQFH��DOPRVW�DV�LI�KH�ZHUH�OHDUQLQJ�WR�XVH�D�ZRUG�
E\�H[SHULPHQWLQJ�ZLWK�LWV�PHDQLQJV��:KHWKHU�
WKH�WLWOHV�DUH�VHOI�UHƪH[LYH��JULG��SDLQWLQJ��VFUHHQ��
RU�HPSLULFDO��ER[��URRP��URRI��WXQQHO���WKH\�DOO�
UHLWHUDWH�WKH�XVH�RI�SHUVSHFWLYH��7KXV��WKH�VSH-

FLƩF�SUREOHP�DW�KDQG�ZDV�WR�GHƩQH�WKH�VHPDQWLF�
YDULDWLRQV�WKDW�WKLV�YLVXDO�SURFHGXUH�FRXOG�SURGXFH�
RU�DOORZ��$V�KH�ZDV�VFUXWLQL]LQJ�WKH�UHODWLRQVKLS�
EHWZHHQ�WKH�LPDJH�DQG�LWV�GHVLJQDWLRQV��KRZHYHU��
KH�QRWLFHG�WKDW�WKH�GUDZLQJ�PLJKW�DOVR�UHSUHVHQW�
DQ�HQYHORSH��ZKLFK�LV�ƪDW�E\�GHƩQLWLRQ��,Q�QDPLQJ�
WKH�ZRUN�DIWHU�WKLV�REMHFW��WKH�DUWLVW�GHFRQVWUXFWV�
SHUVSHFWLYH��UHYHDOLQJ�WKDW�LWV�V\PEROLF�SRZHU�WR�
UHSUHVHQW�GHSWK�LV�QRW�LQWULQVLF��EXW�GHSHQGV�RQ�
GHƩQHG�GLVFXUVLYH�FRQGLWLRQV�

'XULQJ�WKH�ʔʜʚʓV��&DPQLW]HU�IXUWKHU�GHYHO-
RSHG�WKLV�HPSLULFDO�PHWKRG��FUHDWLQJ�D�VHULHV�
RI�ƩIW\�ER[HV�WKDW�FRQWDLQ�YLVXDO��PDWHULDO��DQG�
OLQJXLVWLF�HOHPHQWV��:LWKRXW�SUHVHQWLQJ�DQ\�
H[SOLFLW�SROLWLFDO�FRQFHUQV��WKHVH�ZRUNV�FRQWLQXH�
WKH�DUWLVWśV�LQWHUHVW�LQ�ƩQGLQJ�VSHFLƩF�VROXWLRQV�
WR�SDUWLFXODU�SUREOHPV��,Q�RQH�VXFK�ER[��Woman 
Looking At��ʔʜʚʗ���D�SKRWRJUDSK�VKRZV�D�ZRPDQ�
ORRNLQJ�GRZQZDUG��SUHVXPDEO\�VFUXWLQL]LQJ�VRPH-

WKLQJ�WKDW�LV�QRW�UHSUHVHQWHG�ZLWKLQ�WKH�LPDJH��
$�OLVW�RI�WKH�SRVVLEOH�REMHFWV�ORFDWHG�ZLWKLQ�KHU�
JD]H��ŝDQ�DSSOH��DQ�DFFLGHQW�WKRXJK�WKH�ZLQGRZ��
KHU�GU\LQJ�ƩQJHUQDLOV��D�SRUQRJUDSKLF�PDJD]LQH��
DQ�HPEURLGHUHG�SLOORZ��D�VFUHDPLQJ�FURZG��D�
JUHDVH�VSRW�RQ�D�FKHFNHUHG�WDEOHFORWK��D�WHOHSKRQH�
ULQJLQJ��DQG�(LVHQVWHLQśV�IDFH�IRU�DSSURYDOŞ��DF-

FRPSDQLHV�WKH�SKRWR��7KH�ZRPDQśV�IDFLDO�H[SUHV-
VLRQ�RƨHUV�WKH�RQO\�FOXH�DV�WR�ZKDW�VKH�PLJKW�EH�
ORRNLQJ�DW��+RZHYHU��DQ\�DWWHPSWV�WR�GHWHUPLQH�

WKH�XQUHSUHVHQWHG�REMHFW�DPRQJ�WKH�OLVW�RI�RSWLRQV�
RQO\�SURGXFH�VXEMHFWLYH�YDULDWLRQV�RQ�WKH�LPDJH��
ZKLFK�DUH�DOO�XQYHULƩDEOH��7KHUHIRUH��&DPQLW]HUśV�
Woman Looking At LV�UDWKHU�VNHSWLFDO��FRQVLGHULQJ�
WKDW�ŝNQRZOHGJH�PXVW�DOZD\V�EH�LQ�TXHVWLRQ�DQG�
WKDW�LQTXLU\�PXVW�EH�D�SURFHVV�RI�GRXEWLQJ�Ş17 

'HVSLWH�WKLV�ZRUN��RQH�VKRXOG�QRW�PDNH�D�
KDVW\�FRQFOXVLRQ��:KHUHDV�FODVVLFDO�WKRXJKW�EDVHG�
DFWLRQ�RQ�NQRZOHGJH��ZKLFK�PHDQV�WKDW�ZLWKRXW�
XQGHUVWDQGLQJ�WKH�ZRUOG��RQH�FRXOG�QRW�FRQVLV-
WHQWO\�DFW�LQ�VRFLHW\��18�WKH�ER[�VHULHV�VKRZV�WKDW��
IRU�&DPQLW]HU��VNHSWLFLVP�GRHV�QRW�QHFHVVDULO\�LP-

SO\�LQDFWLYLW\��,Q�El Instrumento y Su Obra��ʔʜʚʙ���
IRU�H[DPSOH��D�SHQFLO�FUHDWHV�D�OLQH�WKDW�OLWHUDOO\�
WLHV�XS�WKH�IUDPH�DQG�WUDYHUVHV�WKH�UHVWULFWHG�VSDFH�
RI�WKH�ER[��,Q�WKLV�LQVWDQFH��WKH�DUWLVW�IRUPXODWHG�
WKH�IROORZLQJ�TXHVWLRQ��:KDW�FDQ�EH�GRQH�ZLWK�D�
SHQFLO"�+LV�UHVSRQVH�ZDV�VWUDLJKWIRUZDUG��EXW�ZDV�
DOVR�EDVHG�RQ�WKH�XVH�RI�DQ�DFWXDO�URSH�WR�UHSUHVHQW�
WKH�OLQH��DV�D�ZD\�RI�RYHUHPSKDVL]LQJ�WKH�PDWHULDO�
FKDUDFWHULVWLFV�RI�WKH�DUWLVWLF�HOHPHQWVřDQG�WKLV�
UHVSRQVH�LV�UHLWHUDWHG�LQ�WKH�WLWOH��ZKLFK�WUDQVODWHV�
LQWR�(QJOLVK�DV�ŝWKH�WRRO�DQG�LWV�ZRUN�Ş19 As a 

UHVXOW��WKLV�ER[�XQYHLOV�D�PDWHULDOLVWLF�YLHZ�RQ�DUW�
SUDFWLFH��ZKLFK�LV�LQKHUHQWO\�SROLWLFDO�

&DPQLW]HU�IRUPXODWHG�WKLV�SHUVSHFWLYH�FOHDUO\��
my relations with materials and tools were also 
important because I regarded the pencil as a colleague 
and not as a slave. I learned to communicate with 
WKLQJV�WKDW�,�XVHG�LQ�D�PRUH�KRUL]RQWDO�ZD\�DQG�WKDW��
LQ�WXUQ��ƩOOHG�PH�LQ�RQ�SROLWLFV�20�7KLV�GHFODUDWLRQ�
VHHPV�FRQWUDGLFWRU\�ZKHQ�RQH�FRQVLGHUV�WKH�VHOI�
FRQWDLQHG�IHDWXUHV�RI�El Instrumento y Su Obra��EXW�
XOWLPDWHO\�KLV�SURSRVDOV�VKRXOG�EH�XQGHUVWRRG�DV�
UHVXOWLQJ�IURP�D�FRQVWDQW�ŝH[SDQVLRQŞ�WRZDUGV�QHZ�
SUDFWLFHV�DQG�GLVFLSOLQHV�21 an expansion that is po-

OLWLFDO�E\�QDWXUH��HYHQ�LI�XQFRQVFLRXVO\�SURPRWHG�
E\�WKH�DUWLVW��,Q�WKLV�VHQVH��DOWKRXJK�KH�KDG�SXW�
SROLWLFV�LQWR�EUDFNHWV�GXULQJ�WKLV�SHULRG��WKH�ER[�
VHULHV�ZRXOG�ODWHU�SURYH�WR�VXSSRUW�KLV�UHQHZHG�
LQWHUHVW�LQ�WKLV�DSSURDFK�WR�FRQWHPSRUDU\�DUW�

,Q�WKH�PLG�ʔʜʚʓV��&DPQLW]HU�EHJDQ�LQYHVWLJDW-
LQJ�WKH�LQVWLWXWLRQDO�FKDUDFWHULVWLFV�RI�DUWZRUN��
0DQ\�SURMHFWV�VKRZQ�ZLWKLQ�WKH�%HONLQ�H[KLELWLRQ�
IHDWXUHG�WKH�DUWLVWśV�ZULWWHQ�VLJQDWXUH��DOOXGLQJ�
WR�WKDW�TXDQWXP�RI�LQGLYLVLEOH�H[SUHVVLYLW\�WKDW�
LQHYLWDEO\�WHVWLƩHV�WR�WKH�DXWKHQWLFLW\�DQG�RULJL-
QDOLW\�RI�D�ZRUN��&RQWUDU\�WR�VWDQGDUG�PHDVXUHV�

RI�DQ�DUWLVWśV�YDOXH��LQ�Signature by the Inch��ʔʜʚʔ���
&DPQLW]HU�TXDQWLƩHV�WKH�FRPPHUFLDO�ZRUWK�RI�KLV�
VLJQDWXUH�LQ�WHUPV�RI�LWV�PHDVXUHG�OHQJWK��'LYLGLQJ�
WKH�ZRUN�LQWR�SLHFHV��KH�WKHQ�PDGH�Fragments of 
D�6LJQDWXUH�WR�%H�6ROG�E\�&HQWLPHWHUV��ʔʜʚʕ���ODWHU�
MRLQLQJ�WKH�RULJLQDO�DQG�LWV�FRS\�LQ�&RS\��ʔʜʚʕ���
DQG��ƩQDOO\��FUHDWLQJ�D�ZDWHUPDUNHG�REMHFW��D�NLQG�
RI�SHUVRQDOL]HG�ORDI�RI�EUHDG��NQRZQ�DV�Signa-
ture to Be Sold by the Slice and by Weight��ʔʜʚʔŘʚʖ��
DQG�Signature by the Slice��ʔʜʚʔ�ʕʓʓʚ���,Q�WKHVH�
ZRUNV��WKH�DUWLVWśV�VLJQDWXUH�LV�SUHVHQWHG�LQ�RUGHU�
WR�GHQRXQFH�WKH�FRPPHUFLDO�P\VWLƩFDWLRQV�RI�
WKH�PDUNHWřEXW�WKLV�JHVWXUH�GRHV�QRW�UHYHDO�DOO�
VLGHV�RI�WKH�SUREOHP�VLQFH�&DPQLW]HU�XQGHUVWDQGV�
WKLV�VHULHV�LQ�D�PRUH�FRPSOH[�IDVKLRQ��VXJJHVWLQJ�
WKDW�KLV�ZRUNV�DUH�VLPLODU�WR�VWRFN�PDUNHW�VKDUHV��
WKURXJK�ZKLFK�HYHU\RQH��LQFOXGLQJ�KLPVHOI��
SODFHV�D�EHW�EDVHG�RQ�ŝVSHFXODWLRQ�Ş22

,Q�DGGLWLRQ��SURSRVDOV�VXFK�DV�Added Value 

�ʔʜʚʜ��DQG�Original Wall Painting��ʔʜʚʕ�ʕʓʔʓ��
GHFRQVWUXFW�RWKHU�VRXUFHV�RI�YDOXH�ZLWKLQ�WKH�
PDUNHW��,Q�WKH�IRUPHU��&DPQLW]HU�DVNHG�YDULRXV�
&RORPELDQ�DUWLVWV�WR�WRXFK�D�JORYH��GHFODULQJ�� 
ŝDV�LQ�DOO�WKLQJV�RI�WKH�DUW�PDUNHW��WKH�YDOXH�RI�WKH�
JORYH�ZLOO�LQFUHDVH�GXH�WR�WKH�FRQWDFW�ZLWK�WKH�
DUWLVWśV�KDQGV�Ş23�7KXV��WKH�ƩQDO�SULFH�RI�WKH�ZRUN�
UHVXOWHG�IURP�WKHLU�RZQ�ŝWRXFK�Ş�WKH�DUWLVWVś��,Q�
WKH�ODWWHU�ZRUN��KH�H[DPLQHV�ODERXU��FRPSDULQJ�
WKH�SULFH�RI�RQH�VHFWLRQ�RI�D�ZDOO�SDLQWHG�E\�D�
KRXVHSDLQWHU�ZLWK�DQRWKHU�SDLQWHG�E\�KLP��7R�
SURFHHG�ZLWK�WKLV�FRPSDULVRQ��WKH�LQVWDOODWLRQ�
H[KLELWHG�WZR�LQYRLFHV��ZKHUHDV�WKH�ODERXU�PDUNHW�
GHƩQHG�WKH�YDOXH�RI�WKH�ƩUVW�VHFWLRQ��WKH�FRVW�RI�
WKH�VHFRQG�ZDV�DUELWUDULO\�LQFUHDVHG�E\�PRUH�WKDQ�
RQH�KXQGUHG�WLPHV��GXH�WR�WKH�IDFW�WKDW�LW�ZDV�
GRQH�E\�WKH�DUWLVWśV�KDQG��,URQLFDOO\��WKH�ƩUVW�ZDOO�
SUHVHQWHG�D�EHWWHU�ƩQLVKLQJ��VLQFH�LW�UHVXOWHG�IURP�
SURIHVVLRQDO�ZRUNřDQG�WKH�LQVWLWXWLRQDO�VHWWLQJ�RI�
WKH�%HONLQ�JDOOHU\�XQGHUVFRUHG�WKH�VHPDQWLF�
YDULDWLRQV�RI�WKLV�ZRUG�24

History

&DPQLW]HUśV�NHHQ�XQGHUVWDQGLQJ�RI�WKH�HFR-

QRPLF�JDPHV�SOD\HG�ZLWKLQ�WKH�ƩHOG�RI�DUW�UHƪHFWV�
DQ�HQJDJHPHQW�ZLWK�WKH�DUW�PDUNHW��,QGHHG��JLYHQ�
WKH�YDULDWLRQV�RI�KLV�SUDFWLFH�RYHU�ƩYH�GHFDGHV��WKH�
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DUWLVWśV�ZRUN�LQGLFDWHV��WR�GLƨHULQJ�GHJUHHV��WKH�LQ-

ƪXHQFH�RI�1HZ�<RUNśV�FRPPHUFLDO�DUW�ZRUOG�RQ�KLV�
FDUHHU��([KLELWLQJ�DW�ERWK�3DXOD�&RRSHU�DQG�0DU-
LDQ�*RRGPDQ�JDOOHULHV�FRQYHUVHO\�DWWHVWV�WR�WKH�
LQƪXHQFH�KH�KDV�KDG�RQ�LW��$OWKRXJK�WKH�DUWLVW�GLG�
QRW�VHOO�DQ\�RI�WKH�ZRUN�WKDW�KH�H[KLELWHG�DW�WKHVH�
JDOOHULHV��KH�IHOW�D�FHUWDLQ�SURPRWLRQDO�SUHVVXUH�
E\�VKRZLQJ�WKHUH��+H�H[SODLQV��ŝDW�WKH�VDPH�WLPH�
,�FULWLFL]HG�WKH�V\VWHP�,�DOVR�ZDQWHG�WR�EH�ULFK�
DQG�IDPRXV��DQG�WKDW�GRHVQśW�ZRUN�YHU\�ZHOO�Ş25 

'HVSLWH�VXFK�LQWHUQDO�FRQƪLFWV��&DPQLW]HUśV�DUW�UH-

YHDOV�DQ�DFNQRZOHGJHPHQW�RI�WKH�HFRQRPLF�IRUFHV�
RI�WKH�DUW�PDUNHWřVXFK�DV�WKRVH�WKDW�SURPRWH�WKH�
SURGXFWLRQ�DQG�WKH�VHOOLQJ�RI�GLVFUHWH�REMHFWVř
DQG�DQ�DWWHPSW�WR�QHXWUDOL]H�VXFK�IRUFHV�

)URP�WKH�ʔʜʛʓV�RQZDUGV��KH�VORZO\�EXW�UHVR-

OXWHO\�UHLQWURGXFHG�SROLWLFV�LQWR�KLV�ZRUN��%HVLGHV�
WKH�ER[�VHULHV��KLV�H[SHULPHQWV�IRFXVLQJ�RQ�WKH�
REVHUYHUśV�DFW�RI�UHDGLQJ��LQVWLWXWLRQDO�PDWWHUV��DQG�
WKH�SURFHVVHV�WKDW�GHVLJQDWH�HFRQRPLF�YDOXH��KDYH��
LQ�UHDOLW\��SUHSDUHG�WKH�IRXQGDWLRQ�IRU�KLV�PRUH�
UHFHQW�DQG�RSHQO\�SROLWLFDO�SLHFHV�26�7KURXJK�D�
SUREOHP�VROYLQJ�DSSURDFK��WKH�DUWLVW�KDV�UHDOL]HG�
D�IXQGDPHQWDO�HOHPHQW�RI�KLV�SUDFWLFHřWKH�GLUHFW�
LQYROYHPHQW�RI�WKH�REVHUYHU��,Q�WKH�LQVWDOODWLRQ�
$UELWUDU\�2EMHFWV�DQG�7KHLU�7LWOHV��KH�DUELWUDULO\�
FRPELQHG�WZHQW\�VPDOO�REMHFWV�ZLWK�WZHQW\�WLWOHV��
ZKLFK�ZHUH�ZULWWHQ�GRZQ�RQ�VPDOO�SLHFHV�RI�SDSHU��
HVFKHZLQJ�DQ\�FRUUHODWLYH�RUGHU��VR�WKDW�WKH�YLVL-
WRUV�FRXOG�PDNH�WKHLU�RZQ�LQWHUSUHWDWLYH�WUDMHF-

WRULHV��'HƩQHG�E\�KLV�DWWHPSW�WR�EULQJ�WKH�DFW�
RI�UHDGLQJ�WR�WKH�FHQWUH�RI�WKH�ZRUN�ZLWKRXW�DQ\�
SDPSKOHW�RU�GHVFULSWLRQ�DV�JXLGHV��WKLV�ZRUN�JLYHV�
WKH�YLHZHU�WKH�DELOLW\�WR�FR�FRQVWUXFW�WKH�ZRUNśV�
PHDQLQJ�DORQJ�ZLWK�WKH�DUWLVW��

6XFK�DQ�HPSKDVLV�RQ�UHDGHUVKLSřLQVWHDG�RI�
ZULWLQJřLV�DOVR�SROLWLFDO��1RQHWKHOHVV��GHVSLWH�WKH�
DUWLVWśV�EHVW�HƨRUWV�WR�SROLWLFL]H�KLV�ZRUN� he soon 

QRWLFHG�WKDW�KLV�RXWSXW�KDG�HQWHUHG�LQWR�WKH�DUW�
KLVWRULFDO�FDQRQ�WKURXJK�D�PLVUHDGLQJ�DQG��FRQVH-

TXHQWO\��KLV�SUDFWLFH�KDG�EHHQ�GRZQJUDGHG��DV�LW�
FDPH�WR�EH�XQGHUVWRRG�DV�GHULYDWLYH�RI�FRQFHSWXDO�
DUW�27�,Q�WKH�%HONLQ�UHWURVSHFWLYH��WKH�ZRUN�&RP-
pass��ʕʓʓʖ��FULWLFL]HG�WKH�D[LRORJLFDO�UHDVRQLQJ�
WKDW�VXSSRUWV�WKH�FDQRQ��GLVWLOOLQJ�DQ�LURQ\�DJDLQVW�
WKH�DUELWUDU\�VHSDUDWLRQ�EHWZHHQ�1RUWK�$PHULFDQ�
DQG�(XURSHDQ�DUW�RQ�WKH�RQH�KDQG��DQG�WKDW�RI�WKH�
UHPDLQGHU�RI�WKH�ZRUOG�RQ�WKH�RWKHU��%DVHG�RQ�WKH�

VWUXFWXUH�RI�PHWDSKRU��WKH�DUWLVW�VZLWFKHV�WKH�WHUPV�
RI�WZR�RSSRVLWLRQV��L�H���(DVW�YHUVXV�:HVW��DQG�
:RUVW�YHUVXV�%HVW���FKDQJLQJ�WKH�REMHFWLYH�V\VWHP�
RI�WKH�FRPSDVV��WR�LQWURGXFH�WKH�ZRUG�ŝ%HVWŞ�LQ�
WKH�SODFH�RI�ŝ:HVW�Ş�1RZ��LI�WKH�:HVW�LV�HTXDWHG�
ZLWK�WKH�%HVW��WKH�(DVWřDQG�WKH�UHVW�RI�WKH�ZRUOG��
IRU�WKDW�PDWWHUřLV�FRQVHTXHQWO\�LGHQWLƩHG�ZLWK�
WKH�:RUVW��DQG�WKHVH�LGHQWLƩFDWLRQV�FULWLFL]H�WKH�
GRXEOH�VWDQGDUG�DW�ZRUN�LQ�WKH�SUHGRPLQDQW�
HYDOXDWLRQ�RI�VR�FDOOHG�SHULSKHUDO�DUW�

7R�FRUUHFW�WKH�PLVLQWHUSUHWDWLRQ�RI�KLV�DUWLV-
WLF�HƨRUWV��&DPQLW]HU�IUHTXHQWO\�WRRN�RQ�YDULRXV�
UROHV��LQFOXGLQJ�FXUDWRU��DUW�KLVWRULDQ��DQG�FULWLF��
$OWKRXJK�KH�KDV�ZULWWHQ�FULWLFDO�WH[WV�WKURXJK-

RXW�KLV�FDUHHU��WKLV�DFWLYLW\�EHFDPH�SDUWLFXODUO\�
LQWHQVH�GXULQJ�WKH�ODVW�GHFDGH�RU�VR�LQ�RUGHU�WR�
FUHDWH�D�FRQFHSWXDO�IUDPHZRUN�IRU�WKH�UHFHSWLRQ�
RI�KLV�ZRUNV��ZKLFK�VKRXOG�EH�UHDG�LQ�DFFRUGDQFH�
ZLWK�LWV�LQKHUHQW�SROLWLFDO�SDUDPHWHUV��,QGHHG��
&DPQLW]HUśV�ZULWLQJ�DQG�FXUDWRULDO�SUDFWLFHV�
SURYLGHG�RWKHU�RSSRUWXQLWLHV�IRU�KLV�DSSOLFDWLRQ�
RI�WKH�SUREOHP�VROYLQJ�PHWKRGRORJ\��$ORQJ�ZLWK�
RWKHU�VFKRODUV�DQG�FXUDWRUV��KH�ƩUVW�IRUPXODWHG�WKH�
GLVWLQFWLRQ�EHWZHHQ�FRQFHSWXDO�DUW�DQG�FRQFHS-

WXDOLVP��DV�DOUHDG\�GLVFXVVHG��$QG��WKURXJK�WKH�
exhibition *OREDO�&RQFHSWXDOLVP��3RLQWV�RI�2ULJLQ��
ʔʜʘʓVŘʔʜʛʓV��VWDJHG�DW�WKH�ʤXHHQV�0XVHXP��1HZ�
<RUN��LQ�ʔʜʜʜ�28�FRQVLVWLQJ�RI�FRQFHSWXDOLVW�SUR-

GXFWLRQV�IURP�DOO�RYHU�WKH�ZRUOG��WKLV�GLVWLQFWLRQ�
ZDV�GHƩQLWLYHO\�HVWDEOLVKHG�IRU�WKH�UHFRUG�DQG�IRU�
IXUWKHU�VFKRODUVKLS�

7KH�GLVWLQFWLRQ�EHWZHHQ�FRQFHSWXDO�DUW�DQG�
FRQFHSWXDOLVP��KRZHYHU��GLVFORVHG�WZR�RWKHU�
PLVXQGHUVWDQGLQJV��,Q�IDFW��ERWK�PLVXQGHUVWDQG-

LQJV�LQIRUP�WKH�DUWLVWLF�FDQRQ�DQG�VKRXOG�EH�
GHFRQVWUXFWHG��RWKHUZLVH�WKH�SROLWLFL]DWLRQ�RI�
&DPQLW]HUśV�DUW�SURGXFWLRQ�PLJKW�JHW�ORVW��,Q�WKH�
ƩUVW�SODFH��FXUUHQW�VFKRODUVKLS�VXJJHVWV�D�IDOVH�
RSSRVLWLRQ�EHWZHHQ�D�KLJKO\�FRQFHQWUDWHG�DUWLVWLF�
DFWLYLW\�LQ�WKH�8QLWHG�6WDWHV�DQG�(XURSH��ZKLFK�
IDYRXUV�IRUPDOLVW�DQG�VHOI�UHIHUHQWLDO�DSSURDFKHV�
WR�DUW��DQG�WKH�GLVSHUVLRQ�RI�SUDFWLFHV�RQ�WKH�
RXWVNLUWV��,Q�WKH�ODVW�DQDO\VLV��KRZHYHU��WKLV�IDOVH�
RSSRVLWLRQ�ZDV�DQFKRUHG�LQ�D�PRUH�IXQGDPHQWDO�
GLVWRUWLRQ��ZKLFK�LV�DUWLFXODWHG�EHWZHHQ�WKRVH�
FRXQWULHV�WKDW�KDYH�DUW�KLVWRU\�RQ�WKH�RQH�KDQG��
DQG�WKRVH�IURP�WKH�SHULSKHU\�WKDW��VXSSRVHGO\��
GR�QRW�KDYH�DQ\�RQ�WKH�RWKHU��7R�GHFRQVWUXFW�WKH�

ŝRUGHU�YHUVXV�FKDRVŞ�DQG�WKH�ŝKLVWRU\�YHUVXV�QRQ�
KLVWRU\Ş�RSSRVLWLRQV��WKH�DUWLVW�ZURWH�D�ERRN�RQ�
FRQFHSWXDOLVP��IRUPXODWLQJ�DOWHUQDWLYH�SDUDPHWHUV�

In &RQFHSWXDOLVP�LQ�/DWLQ�$PHULFDQ�$UW��'LGDF� 
 tics of Liberation��&DPQLW]HU�XVHG�WKH�JRRG�
KXPRXUHG�PHWDSKRUV�RI�salpicón��PHGOH\�bDQG�
compota��VZHHWPHDWV��WR�UHSODFH�WKH�OLQHDU�SHUVSHF-

WLYH�RI�WKH�FDQRQ�WKDW�GLVVHPLQDWHV�WKH�LGHD�RI�D�
QHDW��DUW�KLVWRULFDO�WHOHRORJ\�LQ�ZKLFK�HYHQWV�ƪRZ�
RQH�DIWHU�WKH�RWKHU�LQ�RQH�GLUHFWLRQ��7KXV��PHGOH\�
LV�D�IRUP�RI�LGHQWLI\LQJ�VKDUHG�SRVWXUHV��SULPDULO\�LQ�
the context of underdeveloped areas versus developed 
FHQWUHV��UHVSHFWLQJ�WKH�GLƨHUHQW�VHTXHQFH�RI�HYHQWV�DQG�
WKH�VSHHG�WKLV�FRQWH[W�JHQHUDWHV��&RPSRWD��RQ�WKH�RWKHU�
KDQG��LV�D�JRRG�LPDJH�WR�GHVFULEH�WKH�DGMXVWPHQWV��WKH�
DFTXLVLWLRQ�RI�GHQVLW\��DQG�WKH�WXUQLQJ�SURFHVV�WKHVH�
VSODVKHV�XQGHUZHQW�WKURXJK�FRRNLQJ��WR�ƩQDOO\�OHDG�WR�
D�PRUH�VFKRODUO\�WHUP�OLNH�/DWLQ�$PHULFDQ�&RQ-
ceptualism�29�)RU�WKH�DUWLVW��ŝFRRNLQJŞ�UHSUHVHQWV�
WKH�TXDOLWDWLYH�OHDS�WKDW�WUDQVIRUPV�WKH�QDWXUH�RI�
KLVWRULF�HYHQWV��,Q�REMHFWLYH�WHUPV��KH�ZDV�LQWULQVL-
FDOO\�GHFRQVWUXFWLQJ�WKH�LGHD�WKDW�DUW�KDV�HYROYHG�
LQ�D�OLQHDU�SURFHVV�IURP�FXELVP�WR�FRQFHSWXDO�DUW�
LQ�WKH�8QLWHG�6WDWHV�DQG�(XURSH��0HWDSKRU�E\�
PHWDSKRU��KH�SUHIHUUHG�PHGOH\�DQG�VZHHWPHDWV�
WR�DQ�DUURZ�VKDSHG�PRGHO�RI�WLPH��7KURXJK�WKHVH�
LPDJHV��KRZHYHU��KH�SURSRVHV�D�QHZ�PRGHO�IRU�DUW�
KLVWRU\��ZKLFK�UHVXOWV�IURP�SOXUDOLVW�SURFHVVHV�WKDW�
DUH�VLPXOWDQHRXVO\�V\QFKURQLF�DQG�GLDFKURQLF��DQG�
LQFOXGH�JHRJUDSKLF�KHWHURJHQHLWLHV�

 7KURXJK�GLVFLSOLQDU\�FURVV�SROOLQDWLRQ��&DP-

QLW]HU�FRPPHQWV�RQ�WKLV�WKHRUHWLFDO�HQGHDYRXU�LQ�
Fenster��ʕʓʓʕŘʔʔ���ZKLFK�KDV�EHHQ�VKRZQ�VHYHUDO�
WLPHV�DQG�EHFDPH�D�SHUPDQHQW�LQVWDOODWLRQ�DW�
WKH�%HONLQ��,W�LV�ORFDWHG�DW�WKH�HQG�RI�WKH�JDO-
OHU\śV�PDLQ�FRUULGRU��FRQVLVWLQJ�RI�D�VHFWLRQ�RI�WKH�
ODWHUDO�ZDOO��ZKRVH�EULFNV�ZHUH�UHSODFHG�E\�ERRNV�
WKDW�ƩOOHG�WKH�VSDQ�RI�D�ZLQGRZ��ZLQGRZ�EHLQJ�
WKH�WUDQVODWLRQ�RI�WKH�*HUPDQ�ZRUG�Fenster���WKH�
ERRNV�DUH�RQ�PXOWLSOH�VXEMHFWV��VXFK�DV�OLWHUDWXUH��
DUW�KLVWRU\��SKLORVRSK\��SRHWU\��HWF��7KH�LQVWDOOD-

WLRQ�EHORQJV�WR�D�VHULHV�RI�ZRUNV�WKDW�&DPQLW]HU�
FUHDWHG�WR�IRFXV�RQ�WKH�QRWLRQ�RI�KLVWRU\��LQFOXGLQJ�
Lecture on Art History��ʕʓʓʓ���ZKLFK�ZDV�SUH-

VHQWHG�DW�WKH�&DVD�GH�$P¨ULFD�LQ�0DGULG��ZKHUH�
KH�SODFHG�WHQ�VOLGH�SURMHFWRUV�RQ�SHGHVWDOV�PDGH�RI�
GLVSRVDEOH�PDWHULDOV��ZLWK�WKH�REMHFWLYH�RI�SURMHFW-
LQJ�WKH�OLJKW�IUDPHV�RI�HPSW\�VOLGHV�RQ�WKH�ZDOOV��

ƪRRU��DQG�FHLOLQJ�RI�WKH�JDOOHU\��,Q�Fenster��RQ�WKH�
RWKHU�KDQG��WKH�DUWLVW�RYHUFRPHV�WKLV�ŝF\QLFDOŞ�
UHVSRQVH�WR�WKH�SUREOHP�RI�KLVWRU\�LQ�D�PRUH�SRVL-
WLYH�IDVKLRQ�30 

+HUH��WKH�DUWLVW�XVHV�WKH�ZLQGRZ�DV�D�ZHOO�
NQRZQ�PHWDSKRU�IRU�SHUVSHFWLYH�31�%HVLGHV�UHSUH-

VHQWLQJ�REMHFWV�LQ�VSDFH��WKLV�SURFHGXUH�SURPRWHV�
WKH�SHUFHSWLRQ�RI�FXOWXUH�DV�D�GLVWLQFW�REMHFW�LQ�
KLVWRU\��DOORZLQJ�IRU�WKH�XQGHUVWDQGLQJ�RI�WKH�5H-

QDLVVDQFH�DV�WKH�UHELUWK��RU�UHSHWLWLRQ��RI�FODVVLFDO�
FXOWXUH��,Q�WKLV�VHQVH��WKH�LQYHQWLRQ�RI�SHUVSHF-

WLYH�HQDEOHG�WKH�WUDGLWLRQDO�QRWLRQ�RI�KLVWRU\�WKDW�
HYHQWXDOO\�W\SLƩHG�LQWHUSUHWDWLRQV�RI�:HVWHUQ�
DUW�32 In Fenster��KRZHYHU��WKH�DUWLVW�QRW�RQO\�
EORFNV�VSDWLDO�SHUVSHFWLYH�OLWHUDOO\��KH�DOVRřDQG�
SHUKDSV�PRUH�LPSRUWDQWO\řVXEYHUWV�LWV�KLVWRULFLVW�
SDUDPHWHUV��IDYRXULQJ�WKH�RUJDQL]DWLRQ�RI�D�SOXUDO-
LVW�V\VWHP��ZKLFK�LV�DV�YDULHG�DV�WKH�VXEMHFWV�RI�WKH�
ERRNV�LQFRUSRUDWHG�LQWR�KLV�ZRUN��)RU�&DPQLW]HU��
LQGHHG��KLVWRU\�UHVXOWV�IURP�DQ�DOO�LQFOXVLYH�DQG�
RSHQ�SURFHVV�33
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Notes begin on page 151.
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(Cambridge: MIT Press), 2004.
15. “Asco’s No Movies,” Unframed: The 
LACMA Blog, published November 9, 
2011, http://fillip.ca/a40f.
16. Gregory Sholette, “Dark Matter, Activ-
ist Art and the Counter Public Sphere,” 
in Anti-Catalogue #01, ed. Amish Morrell 
(Sligo: The Model, 2010), 64.
17. The exhibition also included 
sketches for issues of Regeneracíon, a 
journal that Gamboa, Gronk, Valdez, 
and Herrón collaborated on, and which 
also lead to Asco’s formation.
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Walid Sadek and Mayssa Fattouh
Tranquility Is Made in Pictures

1. Walid Sadek, Love Is Blind, in Out of 
Beirut, curated by Suzanne Cotter, Mod-
ern Art Oxford, March 13–July 16, 2006.
2. See for instance Sarah Rogers, “Forg-
ing History, Performing Memory: Walid 
Ra’ad’s the Atlas Group” in Parachute 
108 (2002), 68–79, and Jalal Toufic, 
Distracted, 2nd ed. (Willits, CA: Tuumba 
Press, 2003), 82–92.
3. Moustafa Farroukh (1901–1957), a 
Lebanese painter and essayist, gradu-
ated from the Royal College of Fine Arts 
in Rome in 1927. He returned to Lebanon 
in 1932 and led a successful career 
primarily as a portraitist. Next to his au-
tobiography titled Tariki Ilal Fen (My path 
to art) (Beirut: Institute Nawfal, 1986), his 
most significant essays are published 
in Al fen Wal Hayat (Art and life) (Beirut: 
Dar El Ilm Lilmalayin, 1967) and Rihla Ila 
Bilad Al Majd Al Mafkoud (Journey to the 
land of lost glory) (first published in 1932 
by Dar Al Kashaf, Beirut, and then in a 
second edition in 1982 by Dar Al Moufid, 
Beirut).
4. See for instance La Rose de Personne, 
video, 10 minutes, 2000, and the feature 
film Le dernier homme (The last man), 
100 minutes, 2006.
5. Walid Sadek, On the Labour of Miss-
ing/The Wreck of Hope, in Seeing Is Be-
lieving, curated by Susanne Pfeffer, KW 
Institute for Contemporary Art, Berlin, 
September 11–November 13, 2011.
6. Simon El Habre, The One Man Village, 
86 minutes, 2008.
7. Walid Sadek, Place at Last, solo ex-
hibition, Beirut Art Center, January 28–
April 9, 2010.
8. Paul Indari, Al Jabal: haqiqa la tarham 
(The mountain: an unmerciful truth), 6th 
ed. (2008), 144.

9. Joseph Saadeh, Ana al dahiyya wal 
jallad ana (I am the victim and the 
executioner am I) (Beirut: Dar Al Jadid, 
2005), 96.
10. Youssef El Howayyek (1883–1962) was 
a Lebanese sculptor and, most notably, 
the author of the first martyrs’ monu-
ment inaugurated in Beirut on Septem-
ber 2, 1930, and removed in May 1951.
11. Ziad Abillama, Where Are We?, instal-
lation on the Antelias seashore, north of 
Beirut, 1992.
12. Walid Sadek, Half-Man, in First 
Sanayeh Garden Art Meeting, Ashkal 
Alwan, Beirut, summer 1995.
13. See my “Al Taraf al Thaleth” in the 
cultural supplement of the Beiruti daily 
Annahar, November 14, 1998, 6–8.
14. It is named this in reference to the 
private company Solidère delegated by 
the government of the late prime min-
ister Rafic Hariri for the reconstruction 
of the Beirut city centre and its coastal 
extensions.
15. Walid Sadek, “Peddling Time while 
Standing Still; Art Remains in Lebanon 
and the Globalization that Was,” in 
Globalization and Contemporary Art, ed. 
Jonathan Harris (London: Blackwell, 
2011), 43–55.
16. Rania Stephan, Bint Jbeil, video, 
2 minutes, 2006.
17. Walid Sadek, “Collecting the 
Uncanny and the Labor of Missing,” 
in Archives, Museums and Collecting 
Practices in the Modern Arab World, eds. 
Sonja Mejcher-Atassi and John Pedro 
Schwartz (Ashgate, forthcoming, 2012).
18. The Taif Accord is the name given 
to the Charter of National Concord 
signed by Lebanese parl iamentarians at 
Taif, Saudi Arabia, on October 22, 1989, 
and later approved on November 5 by 
the Lebanese parliament at a general 
meeting held at Qulayat military base in 
Lebanon. It allegedly signalled the end 
of the Lebanese civil war.
19. See Walid Sadek, “In the Presence of 
the Corpse,” in a special issue of Third 
Text, entitled “Not, Not Arab,” edited by 
Walid Sadek (July 2012).
20. Heinrich Zimmer, The King and the 
Corpse: Tales of the Soul’s Conquest of 
Evil, 2nd ed., Bollingen Series 11, ed. 
Joseph Campbell (Princeton: Princeton 
University Press, 1956), 202–35.
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Renato Rodrigues da Silva
El Instrumento y Su Obra

1. This is not the first time the Belkin 
Gallery has organized exhibitions of 
contemporary Latin American art. 
In 2005, the show Certain Encoun-
ters displayed works by twenty-one 
well-known artists from this region. 
Moreover, from 2005 to 2007, Michèle 
Faguet, then Director/Curator of the 
Or Gallery, notably presented work by 
many contemporary Latin American 
artists. Hopefully, the Belkin retrospec-
tive will renew interest in art from the 
Americas in Vancouver.
2. Predominantly, there are three 
distinct moments in Camnitzer’s career: 
the first is defined by the political ap-
proach of the 1960s and early 1970s, the 
second by the production of discrete, 
self-contained art objects of the 1970s, 
and the last moment by his emphatic 
return to politics in the 1980s onwards, 
a phase that unfolded from his earlier 
interest in institutional critique. It is 
important to mention, however, that 
this classification only depicts a trend-
based scenario, since the artist often 
overlapped different productions at the 
same time.
3. In the Belkin exhibition, Camnitzer’s 
work Circunferencia (1973) also pre-
sented the same characteristics.
4. Luis Camnitzer, Conceptualism in Latin 
American Art: Didactics of Liberation (Aus-
tin: University of Texas Press, 2007), 261. 
5. According to Benjamin H. D. Buchloh, 
tautology defined conceptual art since 
the early 1960s. See “Conceptual Art 
1962–69: From an Aesthetics of Admin-
istration to the Critique of Institutions,” 
October, no. 55 (Winter 1990), 105–43. 
In the case mentioned by Camnitzer, 
the tautology may be verified in the 
redoubling of information provided by 
language, since the text inscribed on 
the scrap of paper reiterates the latter’s 
formal and physical characteristics.
6. In this passage, Camnitzer’s expres-
sions “mainstream conceptualist” and 
“mainstream artist” make specific 
reference to the New York artists who 
created conceptual art in the 1960s. In-
deed, the term “mainstream”—as used 
in expressions such as “mainstream 
artist,” “mainstream conceptual art,” 
“mainstream art history,” “mainstream 
system,” etc.—is widespread in Latin 
Americanist art criticism, and particu-
larly in Camnitzer’s texts, defining that 

Labor, and many affinity groups and 
collectives that are often composed 
of artists, art workers, and other art 
professionals. The movement has thus 
always been informed by the art com-
munity with which it forms a complex 
matrix of participation and influence.
37. Consider also experiments such as 
the Public School (http://fillip.ca/wb2o), 
or YouTube’s “Expert Village,” or the 
whole culture of the free online tutorial.
38. For more on the problems of many 
collaborative, relational practices see 
Claire Bishop, “The Social Turn: Col-
laboration and It’s Discontents,” Artfo-
rum, February 2006. Available online at 
http://fillip.ca/1bsn.
39. For this ethical call and more of 
OWS’s relation to contemporary art, 
see Erin Sickler, “Art and the 99%,” Art 
in America, January 2012, http://fillip.
ca/7yb8.
40. The VIP Art Fair did in fact hold an 
open call and awarded a prize. The 
competition, however—though it was 
online—was only open to a list of “over 
50 of the top MFA programs in the 
world.” As the prize money is split with 
the institution, it also sets up a complex 
and problematic relationship between 
the art academy and the art market/art 
fair where one seamlessly bleeds into 
the other.
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Jesi Khadivi
Artmoreorless

1. According to Arthur C. Danto, each 
generation possesses a distinct at-
titude or mentalité, and he defines the 
mentalité of the late 1960s as one of 
revulsion directed against the Vietnam 
War. Gronk and Gamboa echo this 
sentiment in interviews and each draws 
explicit links between their activism and 
their disgust with violent conflicts in 
their own neighbourhoods and around 
the world. Gronk recalls: “a lot of our 
friends were coming home in body 
bags and were dying, and we were see-
ing a whole generation come back that 
weren’t alive anymore. And in a sense 
that gave us nausea. . .that is Asco, in 
a way.” See C. Ondine Chavoya and 
Rita Gonzalez, “Asco and the Politics of 
Revulsion,” in Asco: Elite of the Obscure, 
eds. C. Ondine Chavoya and Rita Gon-
zalez (Ostfildern: Hatje Cantz, 2011), 40.
2. While conceptual performances 

formed the bulk of Asco’s collective 
activities, each artist developed and 
maintained an individual practice span-
ning illustration, painting, muralism, 
and publishing. The group’s collective 
activity grew out of their collaboration 
on the Chicano journal Regeneración, a 
political and literary magazine founded 
in the early 1900s by the Mexican 
anarchist Ricardo Flores Magon, which 
Harry Gamboa Jr. helped to revive as 
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