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1 
Navigating NewTerrain: 

The Making of 
a Cultural Exchange Program 

Part I 

The project's inception took place three years ago, when I organized a trip to 
Cuba as part of the National Association of Artists' Organizations (NAAO) 1 
national conference, held in Miami. I knew of the Havana Bienal and decided to 3 
organize a delegation from the United States to attend. Upon our arrival we 3 

met artists and saw work that we had not seen previously. These artists were 
from the nineties generation that had not traveled outside Cuba, and certain- 
ly, most of them had not visited the U.S. Many of the eighties generation 
had left Cuba, leaving a temporary gap in the visual art community Gerardo 
Mosquera, an art critic and independent curator, dubbed their 1990s succes- 
sors "The Weeds," as they represented a new generation of artists working 
that grew quickly after the mass exit from the island by their predecessors. 
Their work was refreshing, with much of it made from nontraditional materi- 
als and with little financial resources. The unique power of their art made a 
lasting impression on us. Some of the artists had been included in the V Bienal 
de Habana, but others had not; in any event, their impact on us as a group of 
arts professionals was profound. Upon returning to our home cities, m 
of us led lectures, symposia, and forums and published articles about 
experiences in Havana in May of 1994. 

Betti-Sue Hertz, a participant on this trip and Director of the Longwood Ar 
Project/Bronx Council on the Arts, and myself, Director of Art in General, me 
regularly, discussing posttrip ideas for the development of an art program for 
the U.S. and Cuba that made sense for our institutions, our audiences, and for 
the artists in Cuba. We began planning and organizing around a new concept 
that wasn't exclusively about artwork exchange. We knew we did not want to 

1 



artists would be selected to come to the States. 
Our curatorial vision was based on the artists' work and what we thought 

they could create while in residency. They all shared a sense of political aware- 
ding us in our final 

f concepts, interests, 
to U.S. audiences. 

d on their potential and their ability to meet a challenge. 

organize just another traditional exhibition, unpacking crates and hanging art- 
work, as we had so many times before. The goal was to build a cultural exchange 
program between two misguided countries that had had very little to do with 
each over the last thirty-seven years. Furthermore, we wanted to share what we 
had seen with our U.S. audiences. Our vision was to build a mutual awareness 
about the visual arts of these two countries and to begin a connection between 
the artists and the public in both places. How could we develop a new program 
without ignoring the existing hostilities between the US. and Cuba, the politics, 
the poor communication, the stereotypes, the exile, and the conflict between 
island Cubans and the mainland? Were we not naive to try to tackle these issues? 

As the directors of nonprofit arts organizations in NewYork City, Betti-Sue 
and I had both worked on artist residency programs for our own institutions. 
Each of us had served on the board of NAAO and had developed lasting rela- 
tionships with exhibition spaces around the country. Together, we enlisted the 
support of Ernesto 9 0 1 ,  a friend and a Cuban-American artist who had exhib- 
ited on several occasions in Havana and who was familiar with many cultural 
organizations in Cuba. Pujol joined our team as Project Coordinator. We held 
several informal discussions, inviting experts in the field who had worked with 
artists from Cuba and who had experience in organizing previous international 
exhibitions. We wrote proposals and began speaking with people about sup- 
porting the project. Luckily, funding was secured for part of the project, and 
a research trip enabled the three of us to visit Cuba to make studio visits and 
meet with curators, critics, and officials from both the U.S. and Cuba. It was 
apparent we needed everyone's support for this program to succeed. This 
research trip allowed us to finish formulating the program in its entirety. We 
made thirty studio visits while in Cuba, and upon our return to NewYork, 
we reviewed slides and artists' materials and made the final choices of which 



As the curators of the program, 
we were willing to experiment, 
too, as part of the process. We 
made visits around the country 

I and made on-site selections from 
the artists' work to be shown in 
the traveling exhibition. The artists 
and sites included Abel Barroso, 
whose printinakmg and installa- 
tion were hosted by Centro 

1 Cultural de la Raza in San Diego; 
I Tania Bruguera, whose drawing, 

- -  - sculpture, instahtion, and perfor- 

mance were hosted by The School ofThe Art Institute of Chicago; Sandra 

a. 

right: 

at his 

Ceballos, whose painting and installation were hosted by Art in General and 
Longwood Arts Project/BCA in NewYork City; Manuel Pma, whose photography, 
video, and installation were hosted by Hallwalls Contemporary Arts Center in 

Buffalo; and Lbaro Savaadra, whose drawing, painting, and installation was 
hosted by Diverseworks Art Space in Houston. 

All the artists worked closely with Helmo Hernandez, President and 
Wilfredo Benitez, Coordination and Marketing of the Fundacihn Ludwig de 
Cuba, our host institution in Havana, to obtain the necessary visas and per- 
missions to leave for their residencies. Simultaneously, we were working in 
the U.S. with our own officials at the Department of the Treasury's Office of 

1 
Foreign Assets Control, also to obtain the necessary visas and permissions. 
The artists developed project plans for their residencies and were partnered 
with sites according to their work our goal was to make interesting matches. 1 
The contemporary arts organizations that we select- 
ed had established residency programs or had 
previously hosted international artists. Many of our 
partners had worked closely with other artists of ' 
Caribbean or Latin American cultures; however, this , 
project offered them the opportunity to work with 
artists from Cuba for the first time. We were espe- 
dally interested in linking communities and working locally within each 
city. The sites were responsible for building a communications network that 
functioned within their own institutions while bridging the gap to the out- 
side. We kept in close contact with the sites, discussing what public activities 
could be generated. We set up a framework, and each space developed its 
own set of plans. Once the last details for the program were in place and with 
the additional funding secured, we were finally ready for the artists to arrive, 

Holly Block, Codirector 

1990s Art from Cuba: A National Residency and Exhibition Program 

Executive Director, Art in General 



Â¥-r II 

The five artists from Cuba arrived in the United States on January 17, 1997. 

Having flown from Havana through Nassau in the Bahamas, they landed in 
Miami for an overnight stay before heading out to their separate destinations 
around the United States. Actually, this was not the way we had planned it. 
The artists were supposed to go their separate ways from Nassau, but because 
of some confusion with their airline tickets, they all ended up in Miami. The 
happy unintended result is that they all spent their first moments in the I T S  

together in that most Cuban of cities, Miami. 
Eduardo Aparicio, a Miami-based Cuban-American 
artist, met the artists at the airport, and they all 
toured the city and the beaches well into the night. 
The next morning the artists went off to Buffalo, 
NewYork City, San Diego, Chicago, and Houston. 
From this point on, they were to have their own 
unique experiences, which they could share and 
compare when reunited in New York for the sym- 
posium, held during the final days of the program. 

The residency progam was now in the hands 
of the directors and staffs of the host partner sites. 
All of the artists had prepared project proposals 
outlining the work that they hoped to complete 
during their seven-week stay. The host sites were 
now ready to equip the artists with the resources 
they needed to complete their projects. They 
would pave the way by assisting the artists on sev- 
eral levels: helping them adjust to new geographic 
and social surroundings; by providing studios, and - 

. &I some cases special workspace arrangements for photography, computer 
digital imaging, and video, as well as performance rehearsal space or 
printmaking facilities. Meetings with artists and arts professionals were 
'winged, as were lecture and slide show opportunities. 

Of die artists participating in the project, Tania Bruguera and Manuel Piiia 
had been to the U.S. before, but only briefly; Sandra Ceballos, Abel Barroso, and 
alazaro Savaadra had traveled to Europe. Abel, Sandra, and Manuel were able to 
~ r y  out their project ideas dose to their original plans; Lizaro executed two 

onents of his original proposal and added one newly conceived 
tion; and Tania created three new pieces that were part of her ongoing 

ject, also venturing into interactive ensemble performance. The success of 
pmjects was extraordinary, especially considering that the artists were figur- 
out where they were geographically, culturally, and socially at the same 
e that they were working out new artistic ideas. 
ch site offered the artists a different experience of the U.S., not only 

e of a diversity of regional characteristics but also because of the way a 

- 



venue functions within its city. The artists' time was spent between the demands 
of work, public presentations, studio visits, and lectures and social interac- 
tion. A comparison of the artists' experiences is helpful here, as the variety 
of strategies for artistic production, survival, comfort, and familiarity was 
dependent on several interacting factors. Tania and Sandra spent much of 
their social time with Cuban-exile and Cuban-American artists. This community 
became so important for Tania that some of its members Ricardo Fernandez, 
Nereida Garcia-Ferraz, and Raquel Mendieta joined her in the culminating 
performance. Sandra reunited with friends, and Ernesto Pujol introduced 
her to artists she had heard of in Cuba. She also came to NewYork with a 
contact list. These artists and arts professionals provided a basis for important 
dialogue about the Cuban exile experience. Lizaro also spent time with 
Cubans. But this was partly a matter of coincidence, as a Cuban couple, Abdel 
Hernandez and Olivia Perez-Tallet, were visiting Houston from Caracas, 

Venezuela, where they now live, and were working with 
Surpik Anglini, Professor of Anthropology, on a project 
at Rice University called Artists in Trance. It comprised an 
exhibition and lecture series on ethnographic strategy in 
Latin American art that included several Cuban artists. 

The hosts were actively introducing their new arrivals to 
local artists as well. But the relationship between Cubans 
seems to have had a stronger impact. Manuel also befriended 
Cubans living in Buffalo, including the scholar Olga Mendel and 
Leandro Soto, a visual artist. In addition, he spent time with his 
house host, Craig Centrie, a sociologist at the University of 
Buffalo and Director of El Museo Francisco Oiler y Diego Rivera, 
an alternative exhibition space. Manuel also had casual contact 

1 with local artists associated with Hallwalls and CEPA. (CEPA is 
at another important visual arts space in Buffalo). Abel was in a unique situation 

dl0 

, within the context of the program, since the Centro Cultural de la Raza has a 
Latino focus. He was surprised, that he didn't have to use his English very much 
because he found himself in one of the centers of Chicano and Mexican- 
American cultural life in San Diego. Centro staff introduced him to artists in 
San Diego, Tijuana, and Los Angeles. 

Host-organized presentations at the partner sites, art schools, and universities 
provided formal and informal contact with local audiences. Slide presenta- 
tions and lectures offered a vehicle to speak directly to art and university 
audiences within a new national and cultural context. Oftentimes discussions 
would turn to the question of Cuban life and politics and the relationship 
between Cuba and the U.S. Although some were familiar with Cuba, many 
in the U.S. audiences were not very well informed about life in that country. 
And indeed, part of the purpose of the residency program was to promote 
communication among artistic communities, to break-down stereotypes 
and to make inroads against arbitrary prejudicial thinking. With culminating 



Sandra I J s"",, 

projects bearing titles like 

1 Lizaro's Dying Free, Abel's 
Rush for Freeland, and Tania's 

The national touring exhibition brings together a selection of artwork 
created during the residencies so that members of each participating commu- 
nity can see the projects of all of the participating artists. This decentralized 

- approach brings the US.-Cuba dialogue to smaller as well as larger cities. The 
ifftist's view of the U.S. will, it is hoped, be articulated to the arts community 
in Cuba. The cultural exchange will have taken place at a very individual level 
us well as having had an impact in several visual arts communities. 

Uetti-Sue Hertz, Codirector 

%%?.$Art from Cuba' A National Residency and Exhibition Program 

h e t o r ,  Longwood Arts Project/Bronx Council on the Arts 

Art in America (The Dream), 
it was evident that the U.S. 

experience was already a part of the work that the artists presented. 
After seven weeks at the host sites, all of the artists arrived in NewYork to 

present their work in a symposium at Hunter College. The symposium was 
cosponsored by the Caribbean Exchange Program of the City University of 
NewYork and drew approximately one hundred artists, Latin Americanists, 
arts professionals, and friends. Holly and I gave a summary introduction 
of the inception and structure of the project. Dr. Edward J. Sullivan, Chairman 
and Professor of the Department of Fine Arts at NewYork University, provided 
a contextual summary by outlining the history of modern and contemporary 
art in Cuba, bringing the audience up to the present. Then the artists present- 
ed slide discussions of their work, completing each presentation with slides 
of the project realized during their residencies. Questions from the audience 
focused on the artists' presentations and the general 
state of affairs of Cuban art on the island and in the 
diaspora. The artists also had an opportunity to visit 
galleries and museums while they were in New York. 
They met with curators at The Museum of Modern Art 
and the Americas Society, attended a reception held 
at the home of Pat Nick, Director of Vinalhaven Press, 
and met individually with artists living in NewYork. 
Their New York experience completed the residency 
stage of 1990s Art from Cuba. Abel and Lizaro left for Havana, and Sandra, aana 

at he 
Tania, and Manuel went on to Vancouver to participate in New Art from Cuba: at Lo 

UtopianTerritories, an extensive exhibition of artists living in Cuba. Arts 

















al de la Raza, San Diego, California USA 





Centre ~ulturalde la Raza, San I . >, California US 

Larry Baza, Executive Director, Centro Cultural de La Raza 

The invitation to the Centro Cultural de La Raza to host a Cuban artist-in- 
residence as part of the 1990s At from Cuba project was welcomed as an opportu- 
nity to learn and share. We wanted to learn, from a Cuban, about the evolution 
of artistic expression since the Revolution, "the 1980s Cuban ~enaissance," 
sad about life in Cuba and its current economic crisis. 
And, of course, we wanted to know more about our 
commonalities and differences as Latinos. I 

Since 1 9 7 0 the Centro Cultural has been presenting and 
promoting the art of Chicanos, Mexicans, and indigenous 
peoples in the border region. However, as a result of the iso- 
Iation commonly experienced by Latino artists, whose work - 
has been marginalized, our exhibitions have included work by Latinos from 
other barrios, in the U.S. and elsewhere in this hemisphere. Consequently, the 
Centro Cultural and its artists have felt a kinship with Latin American artists, 
especially in terms of work that addresses issues of identity and sociopolitical 
commentary. The selection of Abel Barroso was a perfect match for the Centro 
since his recent work addresses the current Cuban economic policies. 

Our dialogue with the artist brought us up to date about art and life in 
Cuba. We gained respect for the Cuban artists working without the resources 
we take for granted. His experience with us exposed him to a "Chicano" art 
center and the philosophical grounding of Chicano artists. We were exposed 
to the creative and technical processes of an important artist. Most impor- 
w t ,  we began a relationship with another Latino artist and created an artis- 
1c connection to Cuba that will last beyond embargoes and governments. 

Holly Block visited San Diego and interviewed artist Abel Barroso on March 9 and 10, 1997, with 

Lws Stand, Curator of Centro Cultural de la Raza, partner site for Barroso's seven-week residency. 

Site was able t o  see his project's final exhibition. 

t+oliy  lack What made you want to participate in this residency and exhibition 
program? And why did you want to come to the United States? 
Abel Barroso I never had the opportunity to travel to the U.S., only to Mexico 
and Europe. I have met several people from the U.S. in Cuba, and I've always 
wanted an experience of my own. My wife's name is America, and I wanted to 
see some of America, mostly to meet other artists, and I was very curious about 
the American people. I wanted to make new work in the US., and I wanted to 
see how people react to my work. I was so happy to visit San Diego. I was lucky 

: to come to California during the winter, and many people speak Spanish here. 



1 Abel Barroso's 
prmmakmg tech- 
mque is a process 
whereby the block 
and the print are 
part of the entire art 
process, and both 
are exhibited sunul- 
taneously He is a 
master p r m t m h  
speaahzmg m non- 
traditional prmmg 
techniques and has 
developed an mstal- 
lation format that 
includes the wood- 
block rdief and 
woodcut 

HB Can you explain the process of getting started on this project, once 
selected in Cuba, and then the differences you experienced once you 
arrived in the U.S.? 
AB I did sketches for this project in Cuba, which I brought with me. The project 
was conceived to be much more political when I was in Cuba, more fully 
developed, leaving nothing open to interpretation; however, once I arrived I 
decided to alter some of the political content slightly. I allowed it to become 

more based on one's own conclusion, as opposed to specific information. 
HB Please explain further how the project has changed, the materials used, 
and how you began the project once you arrived in San Diego? 
AB In Cuba I had been told that the U.S. was the enemy, and I wanted to play 
with that kind of political content. I wasn't sure if people would be interested in 
learning directly from me how life is in Cuba. My project Rush for Freeland is an 
environment which includes sculpture, printmaking', and installation, where a 
series of four hobbyhorses stand as metaphors for the countries outside of Cuba 
leaving with all of the riches and leaving Cuba with nothing. The island of Cuba 
and its riches are carved as part of the print, and there are seven corresponding 
prints per horse, each referring to the future life of Cuba. As part of the installa- 
tion, the horses are connected to an empty island which is hung on the wall in 
the gallery. My original intention was to also carve the island; however, once 
in San Diego, this is where the project changed. I chose not to carve the island. 
I felt it would be more significant to leave it uncarved, to show how empty I 
felt about being constantly questioned about Cuba, and that the viewers needed 
to have their own experience with the work and not be told the full story by 
me. The horses refer to the outside countries capturing the women, the proper- 
ty, and all of Cuba's riches a group of horses are lined up facing the island, and 
then the island is empty because the horses are leaving Cuba. . . More impor- 
tant, this project has to do with foreign capital and its relationship with Cuba. 
HB Try to describe your working process. How long did it take you to get start- 

I 



- - ed with the materials and carving to make the prints and the installation? 

f mlt  took about two weeks for me to get settled. I "want to look at all kinds 
of woods, which are completely different here to the U.S. than. in Cuba. 
The prices are very expensive, but I did find some wood that was affordable 
and easy to carve. Most of my carving for the print blocks were carved by 
hand, but on this trip I was able, to buy lots of carving took, and saws, and 
an electric drill, which I don't have in Cuba., and then I selected the paper to 
print on. I worked at the Centre with my new tools and carved twenty-eight 
plates to print. Then I was invited to do a lecture at San Diego State, and I 
was able to use their print shop and have the students watch and work with 
me while I was printing. I Learned to use the Centto^& video camera, and 
I made a video of my whole trip here. It needs to be edited, but it shows 
my experience. I took the video camera with me to parties, working, studios, 
etc . . . I also did a lecture at the University of California, San Diego. I worked 
on the installation of my show, and then had the opening. The .night of the 
opening I was very nervous, because at first no one showed up, and then lots 
of people came, and they asked many questions. They first wanted to know 
what it all meant, and then they began making their own interpretations. So 
many people wanted to know about relations ia Cuba. They 
asked me many questions about my country "How do people live in Cuba?" 
HB Are the people from San Diego familiar with Cubans from the island? 
AB They really think we have nothing to work with, that we are extremely 
inventive with materials, and that we are old and starving, which, from 
looking at me, is obviously not true. So at the opening they were really 
interested and wanted to find out how different life in Cuba is compared 
to what they had been told. 
HB How are artists here in the US. different than in Cuba? How is the 
content of their work different? 

7 AB The work of artists in Cuba is much more speof~cally related to Cuba, 
< the island, its mythology, and its future much more nationalistic. As for 
!#' 
z the artists I visited in San Diego, their work is much more personal, much 
?. more focused on their own personal experience. They have much broader 

selection of materials and diverse ways of working with these materials. 
h~ What was your most significant experience during your stay? 
.d& Seeing museum collections and visiting Los Angeles and seeing the art 
collections in homes, private collections. I have a friend who "works for 
some art collectors. Unfortunately, they "were out of town. but I did get to 
sae their home and collection and how the artwork fits into a house and 
how people select certain works for their collection. 



M a  Broguera, 
Nerelda Garda-Peiritz 
a d  Alejandn Piers 
i n A t w h C a  

on March 7. 1997 

School of the Art 
Institute of Chicago. 



arrival at a new and Â¥unfamilia territory that either makes one 
withdraw in terror or embrace the newness with rdenttess h e r y  

- w d  agility. I would imagine that Tank Brnguera adapted &eJaelings of 
unfamiliarity experienced during bar brief residency at the &hml into 
a creative experiment It was m e  that to meamtile the allure 
of Western, capitaliit alliitian with blatant asa&m. an adaptation that 

- has earned her generation of anls~8,  "Tbs-Wsetts," their naraa 
- As if walking down' "the $low brick road," flrugiwa!,, 

M ~ B  Dorothy in the classic American film TitfiWiari 

, American society, such as migra.tf. 

demarioed a aew avenue for Brnguaa's ztistic 

th Broguera recog- 
the dry's ttwsieat c o ~ ~ ~ . v i a t y  and immigration 

&em. her island home. lioaaelesme&s far Bmeae~ft became ao insightful 
c e f l m  (@fefai0js of both Cubans 

oflow~r'Wacker Drive in Chicago, 
It $8 from thts waid tbat Bruguera 

Artists Program, Scheal of the Art Institute otChteago 



Tania Bruguera was interviewed on March 8, 1997, by Betfi-Sue Hertz. The interview took place at 

Gallery 2 at the School of the Art Institute of Chicago, just before the secondpresentation of the 

artist's interactive ensemble performance, "Art in America (The Dream)", which was presented 

at the end of her seven-week residency, 

Betti-Sue Hertz When you were in Cuba reading the art magazines, was 
there any artist in particular, any artists or any period of art that you were 
especially interested in? 
Tania Bruguera I was particularly interested in the conceptual art from the 
sixties. I was also interested in the social art of the eighties, such as Barbara 
Kruger, Jenny Holzer, and Cindy Sherman. They were dealing with these 
social things, talking about society, dealing with society, and doing interven- 
tions into society, like, for example, Jenny Holzer. 
BSH The electronic light boards? 
TB And the posters. I very much like art which functions outside the frame 
of the gallery or museum and functions in real life. 
BSH Why were you interested in participating in the cultural exchange program? 
TB First, because for me and for many Cubans, America is, in a sense, a 2 

dream. I wanted to be in America and to see all the very important art here. 4 
I think that America is a point of reference for everything in Cuba, for daily 
life, politics, and for art.' And so it was very important for me to come here 
and see what is real and unreal in relation to what I thought. And also to 
have the opportunity to see what was happening in the art scene and how 
it really functions. Because we have all these idealistic ideas about how art 
functions in the U.S. art world. And it's very nice to see the real thing. 
BSH Did you have much information about Chicago? 
TB Not very much. 
BSH What did you know about Chicago? 
TB I knew about the gangsters in the forties. I knew that it was a very 
important architectural city. I knew that the city had been destroyed in the 
late nineteenth century and then rebuilt. I knew something about the art 
that came from here, but not so much. 
BSH We asked you to develop a proposal for what you would do here. How 

28 
has that proposal changed? Please explain your original idea. You could talk 
about how the ideas changed, and materials possibly in your case, you are 
doing ensemble performance now, so how did that fit into the original picture? 
TB I thought I would make the flying machines as part of a series that I've 
been working on. 

They are prototype objects for Cubans so they can learn how to use 
machines to fly. After my first week I began to make a few of these machines. 





Then everything changed when I met the Cuban community here. This was 
very important for me, and it was like I was living with them. I went to their 
houses to eat, we would go to the theater together, to the museum and other 
places. One day I was talking to them, and I had this idea to create a flag 
where part of the flag would represent the Cuban people who live here. 
BSH Your idea was to create an altered image of the national flag of Cuba? 
TB Yes. I had done one in Cuba. When I got here, I understood only one side 
of the Cuban identity or situation, because I had forgotten to include the people 
who live here. So I created the other part of the flag with material from the 
clothes of Cubans who had immigrated to the States. The flag is made out of 
scraps of fabric. One day we were on a tour which included one of the Frank 
Lloyd Wright houses and the Sears building, which was the tallest in the world 
for many years. And this friend of mine was explaining that this city has 
different levels, including subterranean levels, and she was telling me that 
people lived underground in tunnels. And then when I discovered these 
homeless people everything changed, and I stopped doing the objects, and 
I began to develop the idea for this project. And, also importantly, I was 
reading a lot of Cuban literature by people who live here. I did all this 
research about what I wanted to talk about. I spent a lot more time doing 
research then I spent on the actual performance project. 
BSH Can you talk about the research? 
TB Every day I went and talked to the homeless people and learned how to 
approach this kind of society. I read the newspaper that the homeless people 
publish and tried to ask them about their lives and to understand their society, 
which is inside another society, and that they have their own rules and have 
their own way of doing things. I then connected this society to Cuban immi- 
gration. Cuban emigres in the US. have similar characteristics. They are part 
of a group within society who are integrated but at the same time separate. So 
that's it. The research included living with the Cubans. They talked about Cuba, 
what their hfe is like here, and their personal histories. It was very intense. 
BSH You did a performance last night, and you are going to do another one 
tonight, and you have three pieces up at the Base S p a ~ e . ~  For the purpose of 
the interview tape, can you describe the performance? 
TBI realized that in Spanish the word for someone who doesn't have a 
house and the word for homeland, where the home is, were connected. 
The word for homeland in Cuba is patria. Homeless, homeland. Cuban 
immigrants have problems similiar to the homeless people. No one wants 
to pay attention to them and know about their problems. They have hard 
lives, and they have to construct everything from the beginning. And so 



night I would go to see the homeless people in the tunnel and observe 
they live and their clothes. I also learned about 

Cubans who left Cuba forever, for political reasons, began their 
over again in th,e States. 

first situation is the woman at a 
very bureaucratic. Everyone had to give their 1.D.s to her to enter 
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om." like relating the boxes with a part 
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se Spanish cards.4 They are like tarot cards. We had a small 
us. When you are in a new society, you bring your culture, your 
, For example, when you are in Cuba, this religious and mystic 

towards life is for everyone, and so you come here with that, and you 
that to other people in some way. And I was talking about what hap- 
with our own culture, because you have to translate what you have to 

g in Spanish, and Nereida was translating for the audience. 
wait for the translation to understand what I was saying. 

you finished looking at everything, you went out the back door. And 
got your ID. back after you answered questions which are from a real 
estions from the Immigration and Naturalization Service. The questions 

onal anthem.The performers acted like 
ce members answered the question correctly, they could go. 
if somebody said something which was a socially wrong 

and not a good way to say things, they had to go dunk of a better 
released. "Oh, I want to get out of here. Give me my 

d it was very funny, I'm very happy with. the reactions. The audience was 
en.The homeless woman was getting very interesting reactions from 

who was changing boxes all the time, he was absurd. 
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and Lonffwood Arts Project / Bronx Council on the Arts, NewYork, NewYork USA 

dra Ceballos arrived at her Brooklyn apartment with a suitcase filed with 
materials-fabric, fetish objects, beads, and other things she wanted to include 
in her mixed-media painting/installations. After a period of adjustment, she 
tentatively moved into her studio at the Longwood Arts Project, using it prirnar- 
ily to construct the larger dements of her project. Her culminating exhibition 
took place at Art in General, which also provided her office space and assistance 
in the preparation of the exhibition. 

Because of the long travel distance between 
the studio in the Bronx and the apartment 
in Brooklyn, Sandra used the comfort and 
hominess of the apartment as a safe haven 
from her new and confusing surroundings. 
It became a very important second studio, 
where she worked out ideas and developed the smaller 
components of her painting/photography/object installa- 
tions. She was particularly interested in finding sources 
for materials and objects for her project. NewYork City 
is a wonderland of materials under any circumstances and 
proved to offer an overwhelming array of possiblities for 
this artist, for whom a particular color, texture, or scale of 
fabric suggests an attitude, mood or association that she is looking for. 
Many artists graciously showed Sandra around town and introduced her 
to the best shops to obtain a variety of materials. She was able to locate a 
variety of medical supplies and found fabrics and small objects on Canal 
Street, an area known for its vast offering of everything from art supplies 
to electrical equipment and plastics. 

Although New York can be very distracting because of all the wonderous 
exhibitions, events, and performances, not to mention its intensity, diversity, 
and scale, Sandra managed to focus on her work with a tremendous determi- 
nation. She worked with a professional photographer who had aided other 
Cuban artists the previous year, and she contacted gallerists and art critics 
to come to view her work. Project Coordinator Ernesto Pujol was extremely 
helpful in helping Sandra negotiate the complexities of the city. As hosts 
we identified people in our community who spoke Spanish. To that end we 
threw a party at the beginning of the residency and invited her to social 
events with artists and arts professionals. Sandra also had a list of friends and 
contacts that she had obtained from friends. The residency's ultimate success 
was due to Sandra's ability to combine her own resources with those that 
were offered by the host venues. 



Espauo 
Aglunnador was m- 
atedm 1994asan 
independent exhibi- 
tion space by artist 
Sandra Ceballos. with 
the aid of her pcirmer 
Ezequid Suirez, m 
their small home in 

the Havana suburb 
ofVedado It quickly 
became Havana's 
most important 
gallery, according 
to Cuban art cnac 
Gerard0 Mosquera 
As an independent 
space without gov- 
eminent support, 
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exhibiting artists 

Its mission was to fill 
m the gaps left by 
official contempo- 
rary Cuban art exhi- 
bitions The space 
has generally exhibit- 

ed pronusmg young 
Cuban artists, as 
well as older, lesser- 
known Cuban artists 
At this time, its 
future is uncertain 

Sandra opened to the public for several hours her Longwood Arts Project 
Studio, where she fielded questions about her work and life. She also pre- 
sented a slide lecture at Art in General about her past work and the gallery 
that she co-directs in Havana. 

Her culminating exhibition, Clinic of the Angels exhibited her resourcefulness 
as an artist who very much wanted to make a body of work in New York. 

Holly Block, Executive Director, Art in General 

Betti-Sue Hertz, Director, Longwood Arts ProjectlBronx Council on the Arts 

Sandra Ceballos was interviewed on March 70, 1997, by Ernesto Pujol in Brooklyn, just after 

completing her seven-week residency at the LongwoodArts ProjectfBCA and Art in General 

in New York City. %-< 4- 

Ernesto Pujol As a visual artist who is also a curator, I wonder if you have 
had more experience with U.S. contemporary art and artists than most of 
your Cuban colleagues. 
Sandra Ceballos I do not know what the experience of my Cuban colleagues 
has been regarding contemporary U.S. art. I confess that, even now, I tend 
to lead a very solitary life in spite of having been a gallerist for three years. 
I have always lived and worked as a very independent artist in Cuba. I have 
tried to do whatever I want with my life in spite of many challenges, both 
as a woman and as an artist. However, despite many difficulties, I have 
sought to maintain myself above artistic opportunism, not cashing in on 
any label. Thus I have never marketed myself nor my work aggressively. 
I have consistently sustained a rebellious attitude against the cultural estab- 
lishment. For that reason, and to be even more independent, I created the 
Espacio Aglutinador.' 

Having my own independent exhibition space allows me to work which 
ever way I want; it allows me to express my ideas freely. I have not had any 
U.S. artists exhibit their work in the space so far, but I may give a few of them 
the chance later this year. However, I feel too tired right now to plan much. 
EP Why were you interested in participating in this residency program? 
sc I became interested in participating because it is very hard to get access 
to international projects from within Cuba, and I wanted more information 
on contemporary art abroad. I was also very interested in visiting NewYork 
City as the mecca of the art world, and the program also offered me the 
opportunity of having a one-person show in New York itself. But being 
an artist who draws much of my source material from daily life, I also 
wanted to see how people live their daily lives in such a big city. 



I do want to point out that I had traveled abroad before. I was awarded 
the first prize at the Primer Salon de Pintura Contemporanea Cubana in 1995. Part of 
the grand prize, which was funded by Vitol, a Dutch oil company, was a trip 
to Europe. My partner and I traveled to France, Spain, and Switzerland for 
several weeks, and we visited many Cuban artist friends who now live abroad. 
EP You conceived your project back in Cuba, yet it has undergone a number 
of changes. Can you describe its process? 
sc My current project, which began in 1 995, is about illness and the human 
condition, the dark parts of the human experience. I call it the psychogenic 
expression. It was conceived as a long-term series consisting of various 
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abundant and sophisticated, to be quite fascinating. So I began to modify the 
pieces a bit. Essentially, the pieces have remained the same, based on the same 
ideas, but I have resolved them, materially speaking, in different ways. 

I was initially going to present ten works, but because the Art in General 
fourth-floor special projects gallery space is small, I reduced them to just six. 
I edited them pragmatically, based on the local materials I found; I edited 
them based on the materials available, much like I do in Cuba. I added only 
one completely new piece, based on suicide. It was not in my original plans 
for the site, but it felt right. It had to do with many of the conflicts that 
people face here: solitude, desperation, lovelessness. 
EP How have the city and the people impacted your work? 
sc I do not yet have fully formed ideas for new works based on this great 
urban experience, but I have an accumulation of very intense emotions. 
I have been a part of this city, of its many stark contrasts, for seven weeks, 
and it has been wonderful to live in it. I would do it all over again if I could. 
I would like to come back to this city; it is like a magnet. I must admit 
that I do not like dead cities. I like cities that are fully alive, even if they are 
violent, even if I am the victim of that violence. 

In fact, I recently endured the horrible New York experience of having my 
portfolio stolen. The portfolio included original slides of all the work I had 
done over the past few years. I felt as if a part of me had been wrenched 
away. That terrible experience has recontextualized me all the more in this 
city. I think that the portfolio must have been stolen by a drug addict, some- 
one who was very self-destructive and, because of that, destructive of others. 

Sometimes I feel that, in a certain way, we are freer from certain things in 
Cuba. Here the Cuban political situation seems to dominate the entire artistic 
visual discourse. Cuban-American artists here are obsessed by the Cuban 
political situation, and they are locally forced to take an extreme position 
within the conflict, which makes them very aggressive. So there is a tenden- 
cy to see everything and everyone coming from Cuba as negative.Yet we 
come from Cuba in good faith, open to new experiences, trying to meet the 
people here. 

There are great differences between what is being exhibited here and what 
is being exhibited in Cuba. The majority of the artists working in Cuba are 
working at the service of what I call a tropical art market; that is, an interna- 
tional art market that visits us, searching for the exotic. Here, in spite of the 
market, there is a lot of editing; the scene seems to be much more demand- 
ing, the museums seem to maintain higher standards. 
EP What was the most significant experience during your stay here? 



sc Well, what has impacted me the most is the people, the human contrasts 
found within the city, the richness of personal attitudes. It is a very strong 
city, very influential; it has both very aggressive and very depressed people. 
You can find all sorts of people. Havana is a bit more homogeneous. There 
are also unhappy or violent people back home, but they are more hidden, 
less visible. The faces of the people in the subway are so impressive in all 
their different expressions. I love being in the subway because of this, 
although I sometimes feel embarrassed because I look at people so intensely. 
I have spent much of my time in NewYork alone by choice. My work of the 
last three years in Havana as a gallerist had recently created in me a deep 
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Manuel Pina was interviewed on March 1, 1997, by Ernesto Pujol in Buffalo, just before completing his 

seven-week studio residency and public art project at the city's Hallwalls Contemporary Arts Center. 

Ernesto PU~OI Much has been said about Cuba's cultural isolation. What was 
your experience with U.S. contemporary art and artists before this residency? 
Manuel Piiia As you know, I did not receive a formal visual arts training. I was 
trained as a mechanical engineer and worked as one for seven years. It was 
not until later that I was drawn to conceptual art. However, I was always 
interested in art and followed what was taking place outside Cuba as best as 
I could, like the work of Cindy Sherman and Lorna Simpson. I had some 
access to information through friends who traveled and through the library 
at the Wifredo Lam Center in Havana. I met only a couple of U.S. artists over 
the years, but quite superficially. Prior to this residency, the only U.S. artist 
I had a real exchange with was Pat Ward Williams, from California, during 
the V Bienal de La Habana in 1994. She participated with a large wall piece 
entitled what you look'n at? that impressed me very much. 
EP What drew you to participate in this residency program, besides the opportu- 
nity to travel abroad, which we all seek as contemporary artists? 
MP I participated in Photofest in Houston in 1994. That was my first visit to the 
US. It was a very important experience for me and for all the young Cuban pho- 
tographers of the 1990s who participated. That formal invitation, coming from 
the United States, gave us local recognition in Cuba, something we had not yet 
received in our own country as the next generation of photographers. And my 
work confronted a U.S. audience for the first time, which was very challenging. 
So I was drawn to this residency program because of the possibility of repeating 
that previous experience and the opportunity to visit NewYork City. I imagined 
Hallwalls as a place where artists from NewYork could do things that they 
were not able to do in the big city because of market constraints. I thought 
that there would be a lot of freedom to do more experimental things here. 
EP You initially conceived your public art project in Cuba, but it has undergone 
a number of interesting modifications as you have worked on it here. Can you 
share the reasons for the changes and describe the project as it is now? 
MP I think of this project as part two of my billboard project in Cuba. Before 
coming to the U.S., I thought that my Cuban images would translate perfect- 
ly. I thought that I would be able to handle the image of the island just as I 
do in Cuba. Nevertheless, I arrived and tested my Cuban images on the local 
people. For example, one of my images shows a woman who is easily "read" 
in Cuba as a young prostitute. Well, I quickly discovered that she was only 
perceived as a young African-American woman, with no other social conno- 
tations. My work was completely decontextualized here. 
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understand how this society works until now. It seems very socially polarized. 
The Latino community in Buffalo is invisible. There are no public signs in 

Spanish for them anywhere in the city Yet the Latino community is the second- 
largest group here. Communities are divided, yet they live side by side. It 
even happens among the different Latino groups - they are divided among 
themselves - and all this is completely new social information for me. This is 
why I am going to use both English and Spanish on the billboards, side by side. 

I am a bit suspicious of political art, particularly if it is commercially 
successful. Are we fighting something successfully or reinforcing the very 
forces we oppose with our work? When I started the work on prostitutes, 
I was criticizing both the people who were prostituting themselves and the 
social situation provoking it. But I was also hungry, literally, and I needed 
to sell my work. If I truly had been invited to do billboards, as my fictional 
character was, perhaps I might have done them. So I do not demand person- 
al purity. I only provoke people to think about responding as individuals to 
a situation in ways that are ethical. 

My work has long been concerned with personal responsibility and 
personal response to critical social issues. We all have problems to solve as 
individuals, wherever we are. but in a moment of crisis we have to take 
positions. I want the public to be more ethically responsible. I encourage 
people to not limit themselves to their jobs, to what they are paid to do. 
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Lizaro Saavedra was welcomed to Houston 'with a studio at the Glassell 
School of Art of the Museum of Fine Arts thanks to Joe Havel, its director. 
A furnished apartment was made possible by a grant from the Longwood 
Arts Center/Bronx Council on the Arts and Art in General. A bicycle 
was refurbished ind lent by Surpik and Paolo Angelini. 
Trips were made to the grocery store, the camera store, 
the lumber yard, and the art supply store. 

Saavedra arrived 'with a portfolio of sketches and doc- 
umentation of works made during a recent fellowship 
at the Ludwig Foundation in Aachen, Germany. Once 
he saw the storefront exhibition space at DiverseWorks, 
Saavedra had a clear idea of the pieces he wished to 
create. Over the next weeks Saavedra spent much of 
his time doing research, exploring both new and tradi- 
tional means, for both his project here and for future projects. He investigated 
modems, scanners, and software packages as well as burnishing and carving 
tools and wood. 

Serendipity entered into his stay when we discovered that an exhibition 
of work by Saavedra was scheduled at Rice University's Media Center. 
This work and a documentary interview (of Saavedra by Abdel Hernandez) 
were part of an anthropological course titled Artists in Trance: New Methodologies -, - dra, 

in the Work with the Other in Latin American Work, organized by Surpik Angelini d 

and Hernandez. Saavedra also participated in one session of this course 
that focused on the artist as shaman and comedian. This enriched the 
context for the work that would be produced during Saavedra's residency 
at DiverseWorks and also presented his work to a broader audience. 

When the installation at Rice was completed, Saavedra got to work realiz- 
ing the pieces he wanted to make. He borrowed elements from his corner 
installation at the university. Dying Free and the untitled wall sculpture of 
headless ducks following the lead duck who carries all their heads were 
created on site. Each duck was cut from Styrofoam and painted; each mari- 
onette was carved, burned, drilled and assembled. Finally, the marionettes 
were hung from the ceiling. At the opening Saavedra ritually cut the string 
from which each figure hung. The works exhibited at DW were more 
poignant than those at Rice and also involved the community as collaboraf 
tors. If Saavedra were writing this I imagine he would profusely thank 
Surpik Angelini, Elia Arce, Lesley Farrar, Sam Jones, Bill Shackelford, Elena 
Cusi Wortham, and others for their assistance in realizing this project. 

DiverseWorks was pleased to have Lizaro Saavedra in Houston. This 



organization has devoted much effort to create extended residencies for 
artists here, most recently through a program called Diverse Dialogues. 
Over the past three years, Elia Arce, Waldo Bien, Rhodessa Jones, Tierney 
Malone and collaborat6rs Dave Darraugh and David McGee, Robbin 
McCauley, Joyce Pensato, and the team of James Luna, Guillermo Gomez- 

1 Peiia, and Roberto Sifuentes have participated in this program. Through 
extended residencies in both the performing and visual arts, links have been 
created between artists and Houston communities and between DiverseWorks 
and other organizations. We are delighted to include Saavedra's residency 
in this effort. 

1. Elena Cusi 
Wortham is an 
artist who serves 
on the Artist 
Advisory Board 
of  DiverseWorks 
Arts Space. 

EmilyTodd, Executive Director 

DiverseWorks Arts Space, Houston 

Lazaro Savaadra was interviewed on February 24, 1997, by Betti-Sue Hertz at Diverse Works Arts 

Space toward the end of his seven-week residency. Elena Cusi Wortham' served as translator. 

Betti-Sue Hertz How did you find out about U.S. art in Cuba? What was your 
experience with art from the U.S. before this trip? 
LAzaro Savaadra In the seventies there were professors that came from Russia 
and many Cubans had studied in Russia. These artists introduced Russian 
methodologies to Cuba. There was a text book called Humanism in At and it was 
about political art and Socialist Realism. Socialist Realism was considered the 
highest form of expression in art, and all the other tendencies of modem art 
were described as decadent. 

At the beginning of the eighties, installation art was considered ideological 
diversionism. It was something that was almost like a revolution. It was 
subversive to make an installation, and we were breaking away from the 
traditional norms of art. This new art was attacked by the most conservative 
and reactionary groups in Cuba because they equated anything other and 
different as coming mostly from the U.S. 

The main venue for this new art was the art school itself. The professors 
were learning more about international strategies from art magazines such 
as Art in America and ArtNews, which started arriving at the school in the eight- 
ies. Censorship of this new kind of art was decreasing, and young students 
were taking these ideas and making them their own within a Cuban context. 
They started to develop their own ideas. Conceptualism became an important -, 
trend within the system of art training, and it started to be taught in a deep 
er and more meaningful way. -2 
BSH Have you been especially influenced by any particular U.S. artist(s)? t! 

-- - - - - - - . . 



LS Yes. Jonathan Borofsky was very influential to me. I learned about his work 
through the art magazines. I liked his characters, dreamwork, and mechanical men. 
BSH Now that you say Borofsky I can see the connection and that his work 
would have influenced you. Why were you interested in participating in this 
cultural exchange program? This is your first time here, no? 
LS Because I was interested in corning to the U.S. First, I was curious to come 
to the U.S. because of all of the connotations of the relationship between Cuba 
and the U.S. I was interested in being able to make art during my first visit, 
because after you go to a foreign place three or four times, your perception 
of the country changes. But to come here for the first time and do work that 

Limo Savaadra, 
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was the most important thing. 
BSH We asked the artists to submit proposals 
to us, before they arrived in the US., of what 
they would do during the residency. Since we 
had met before a couple of times during my 
previous trips to Cuba, I was familiar with 
your ideas and process. What happened to 
your original proposal idea after you arrived 
in Houston? Were you able to keep to your 
plan or did it change? 
LS The concept that I had of the residency was 
very idealized. I thought that I would come 
here and do whatever I wanted, with no lirnita- 
tions. The same thing happened to me in 
Germany (during a residency in early 1997 at 
the Ludwig Foundation in Aachen, Germany). 
When I arrived, I found out that there were 
limitations in space, in time, m materials, and 
in money. I had conceptualized a plan for this 
project in Cuba, but at that time I did not know 
the measurements of the space. However, because I had gone through the 
experience in Germany, I had some idea of what to expect. In Cuba I had 
planned out two possible projects for Houston a bigger one and a smaller one. 
BSH What was the bigger one? 
LS In the bigger one there were many pieces that were related to each other 
because I used the Cuban flag. I cut down on the bigger project, and I am 
only going to do a few. 

One piece that I am working on is called Dying Free. This is a brand-new 
piece that developed since I came here to Houston. It consists of ducks flying 



in formation, and the lead bird is the only one that has a head. The rest are 
all headless, but the lead bird is holding everyone else's head. They will be 
made of Styrofoam covered with plaster and will be bas-reliefs on the wall. 

One of the ones that I am still going to do from the original plan consists 
of fifty marionettes. This piece will be completed at a simple performance 
that will take place at the exhibition opening. I will cut all the threads hold- 
ing up the puppets so that they fall down onto the floor. 
BSH What kind of characters or images are these puppets going to have? . ' 
Are they specific people? I 

LS Just human beings. 5 

BSH Are they from any particular tradition? Mexican, for example? 2 

3 
LS No. There is no specific cultural reference. They are just generic human -4 "i 

6 .  being forms. 
The third piece I am going to put in the space consists of a table, chair, 

and mirror placed in a corner. The table is set for one person and opposite 
the place setting will be a mirror that says: "I am not waiting for anybody 
but I insist that somebody should come." The viewer sees this text while 
he is looking at himself in the mirror. 
BSH What has been your experience of the city and people here? 
LS The nature of the city does not lend itself to really know it well in a a+ 

short time. I feel like I have a very superficial knowledge of th 
not seen very much here, but I have some ideas about it just from driving 
around. But remember, this is the first time that I am seeing the U.S. 

I know the U.S. through the TV, the screen. I feel in a way like Alice in 
Wonderland. As she has walked into the inside of the mirror, I have wake 
into the inside of the TV and have seen real scenes or live scenes of what 
I have seen in movies on TV. 

L 
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Artist Biographies 
Abel B ~ ~ M S O  was born in 1971 in Pinar del Rio. Cuba He studied at the Escuela Nacional 
de Artes Plisticas (1986-90) and graduated from Cuba's Instituto Superior de Arte in 1995 
Solo shows include Las donaciones llagaron ya, Centro de Desarrollo de las Artes Visuales, Havana 
(1995), Para contmuar la obra, Centro Wifredo Lam, Havana (1994), and Grabado cubano altamente 
reproducible, Galena Provincial de Pinar de Rio (1 992) Group exhibitions include. Ni fresa ni 
chocolate, Consejo nacional de las Artes Plasticas, Havana (1996), Del sitio en que nacimos, Tecali, 
Puebla, Mexico (1 996), La m&ta arcunstancia del agua por todas panes, Grafit Museum, Stiftung 
Schremer, Bad Steben, Banberg (1995); Hecho en Cuba, Centro Cultural Ricardo Palma, Escuela de 
Bellas Ate, Corrente Alterna, Luna (1 995), Caribbean Art Today, Documenta Hall, Kassel (1 994); 
Feria mternacional de grabado contemponmeo, Palauo Velizquez, Madrid (1 994); Dkcima Bienal de Grabado, 
San Juan, Puerto Rico (1 993), Artistas Pl&ticos, Umversidad de Cuyo, Argentma (1 992), and 
Cambio de bola, Galeka Habana (1 992) 

Tania Bruguerawas born in 1968 in Havana. Cuba She studied at the Escuela de Artes Plisticas 
San Alejandro (1 980-83) and graduated from Cuba's Instituto Superior de Arte in 1992 
She has participated in artist-in-residency programs at Gasworks Studios and Slade College of 
Art, London (1 995) and ARTIOMI, Hudson, New York (1 995) and has taken part in several 
international biennials, including the Johannesburg Biennial (1997), XXII Bienal de Sio Paolo 
(1 996), I1 Bienal del Barro, Venezuela (1995), and V Bienal de La Habana (1 994) Solo exhibitions 
include Ldgnmas de trmito, Centro Wifredo Lam, Havana (1 996), Soiando (with Fernando 
Rodriquez), Gasworks, London (1 995), Dedalo o el imperio de salvacibn, Festival Les Allumees, Nantes, 
France, Memorm de la postgum, Galena PlazaVieja, Fondo Cubano de Bienes Culturales, Havana (1 993), 
and Ana Mendieta-Tania Bmguem, Centro de Desarrollo de las Artes Visuales, Havana (1992) Group 
exhib~tions include Smon of Time-Bad Performance from South, Central, and Lam Amenca and the US 
Diaspora, Institute of Contempomry At, London (1996), Thevisible and the Invisible Representing the Body 
in Contemporary Art and Society, St Pancras Church, Institute of InternationalVisual Art, London 
(1 996), Salon mternacional de estandartes, Centro Cultural Tijuana, Tipana (1 996), La isla posible, 
Centro di Cultura Contemporama, Barcelona (1 995), New Art from Cuba, Whitechapel Art Gallery, 
London (1 995),Una brecha entre el cielo y la tierra, Centro de Artes Plisticas y Dise60, Havana 
(1 994), La Nube en Pantalones, Museo Nauonal de Bellas Artes, Havana (1 993), and Segunda Bienal 
International del Cartel en Mkico, Museo Jose LUIS Cuevas, Mexico City (1 992) Performances 
include Mideo for the series Dedalo o el imperio de salvation at V Bienal de La Habana (1994), Proyecto de 
obra, for the exhibition Utopia, Galena Espada, Casa del Joven Creador, Havana (1 994), and Rastros 
coipomles 1982-92 for the exhibition La Nube en Pantalones Bruguera has been a professor of art 
at Cuba's Instituto Superior de Arte since 1992 

Sandra Ceballos was born in 196 1 m Guanthamo, Cuba She graduated from the Escuela de 
Artes Plasticas de San Alejandro, Havana, in 1983 Solo exhibitions include cDae esta Lolb7, 
Centro Wifredo Lam, Havana (1 995), Ate degenerado en la em del mercado, with Ezequiel Suirez, 
Espauo Agluhnador, La Habana (1994), and La bestia y la bestia, Galena Habana (1991) Group 
exhibitions include Premier Salon Nacional de Pmtura Contemporane Juan Franasco Elso, Museo Nacional 
de Bellas Artes, Havana (1995), Segundo Blend de Pmtura del Canbe y Centrominca, Museo de arte 
Contemporaneo de Repfiblica Dommicana (1 995), Premier Bienal Internaaonal de Grdfica, Maastricht 
Exhibition and Congress Centre (MECC), Maastricht, The Netherlands (1993), A New look at 
the Caribbean, Galerie Espace Carpeaux, Paris (1 992), Cuarta Bienal de la Habana (1 989), Young Cuban 
Artists, Zpammg Gallery, Torun, Poland (1 989), and Young Cuban Artists, Massachussetts College 
of Art, Boston (1 988) 



Manual Rifle, was born m 1958 m Havana, Cuba He graduated with a degree in mechanical 
engineering from the Polytechnic Institute ofVladimu, Russia, in 1983. In 1997 he did a 
printmahng residency at Vinalhaven Press, Maine, and won an Andrew Fellowship from the 
University of British Columbia,Vancouver m 1996 Solo exhibitions include. Mmpulaaones, 

y om ilusiones, Centro Wifredo Lam, Havana (1 9 9 9 ,  and Cr6mcas de la ciudad, Fototeca de 
, Havana (1 99 1) Group exhibitions include El voluble rostro de la redidad Siete fot6grafos cubanos, 
eca de Cuba, Havana (organized by Fundauh Ludwig de Cuba); Cuban Art Now Contemporary 
om Cuba, University of Florida, Glensdale (1 9 9 9 ,  The New Generation Contemporary Photography 
Cuba, Fotofest, Houston (1994), Nuwa fotografia cubm, Fototeca de Cuba, Havana (1994); 

mca & Amenchi, Galena IF, Milan (1 99 2), and Cuban Photography 1959-92, New Gallery, Berlin, 

was born m 1964 in Havana, Cuba. He graduated from the Insntuto Superior 
. . . , . and in 1996 was an artist-in-residence at the Ludwig Foundation m Aachen, 
many Saavedra also participated m VI Biend de La Habana in 1997. Solo shows include Historins 
histonadores, Galena Luis de Soto, Facultad de Artes y Letras, Unlversidad de La Habana 

995); and UM mirada retrospectiva, Centro Provinaal de Artes Plisticas y Diseiio, Havana (1989). 
oup exhibitions include De Juid van DeWitte Dame, Artic Foundation, Emdhoven, The Netherlands 

ible, Centro Desarrollo de las Artes Visuales, Havana (1 995), 
tual, Galerie L'UQAM, Montreal (1994); The Unknown Face of Cuban Art, Northern Centre 
orary Art, England (1992), La dkada prodigiosa, Museo Universitario de Chopo, Mexico 
Nearest Edge of theworld, Massachussets College ofArt, Boston (1990), and Kuba OK, 

ton  paper, wood, mfc, 4 freestanding wood 
e forms, 4 freestanding paper hobby horse 
wood map of Cuba, one drawing on paper, 
non variable in dimensions (approx 12 x 12') 

ataaon for Art mhenca (The Dream). 1997 
1 x 14" black and white photographs cardboard, 
g, television, flower vase, dimensions variable 

Angels (Climca 10s angdcs), 1997 
a1 sheet with surgical thread, red mk, 
draw wool, 22  x 22", two c prints, 
ach. vintage health plan I D  card 

Sleep Meekly,Wilung for Resurrection 
dumen 10s cuerpos esperando resucitar), 1997 

Soft sculpture with elastic bands, one c-print, 20 x 24", 

and found wooden decorated figurme on shelf 

Hope is to Grow Thmgs (Es lo cspeiaiiza d ser con plumas), 1997 
, G- sul'g~d sheet, 27 x 29", mth soft sdpture and fathem, nbles &' p'R semg' and 

p a ,  and rough aluminum spoons m small wooden bases 
total installanon 2 x 2 x 6' 

WithoutWarnmg,We Only Witnessed Her Passing (No anso, 
vimos solo su mudma), 1 9 9 7 

Blood-stained blue surgical sheet 38 '/. x 3S"Surgid do&. 
two color photographs, 20 x 24" each with vintage acryhc 
veins and pins, three green plasnc cups with blood-stained 
conon, soil, pills and knives on mirror shelf 

Manud Pi- 
PAcArtFmjm(~Bdltlllstol~~.~l.riate), 1997 
Laminated computer-generated print, 40 x 60" 

PnttcArtPqitt (0m thebmti,Aqui snhluz), 1997 
mated computer-generated prmt, 40 x 60" 

Bass wood, twme, (approx 38 individual 
marionettes), total installation 8 x 8 x 12' 

Unhfled (Ducks), 1997 
Styrofoam, twine (10 duck-shaped forms), 
total wall installation 6 x 6' 

UnutbA (Table for one with minor), 1997 
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