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LUIS CAMNITZER: CHRONOLOGY

I started making prints, about thirty years ago, as a conse-
quence of my belief that art should bq acommon rgther than
a private good. The choice of the medium was a pqlltlcal_one,
even if it had aesthetic consequences. With this choice 1
committed two involuntary errors. The first error was to
believe that art made in editions could democratize art. The
second error was to allow the medium to stimulate my
expressionist tendencies. It took me time to correct both.

My first editions were “infinite” in size. Eventually I real-
ized that “infinite” is a relative concept. In my particular
situation it signified a variable number placed somewhere
between five and ten. In the art market, however, it meant
well over one thousand. Translated into the realm of eco-
nomics, I found myself selling my work at one percent or less
of a fair market price. The difference was my subsidy to the
buyer, a buyer which, in spite of my fantasies, was not a
derelict bypassed by cultural processes and possibilities of
income. On the way to my disappointment I also realized
that with my prints I wasn’t creating a body of common
goods. I was organizing buyers as a group of stockholders of
my work.

The second error, about expressionism, was a more per-
sonal one. About 1965 I had lost any sense of risk when
making prints. To compensate for boredom I had let the
work grow to absurd dimensions, woodcuts beyond four
square meters, and still I was unable to capture the unpredic-
table. Making prints had become a form of self-therapy.
After a small crisis I decided that I preferred to be an intellec-
Fual exhibitionist rather than an emotional one. To work with
ideas would allow me to approach mystery in a more lucid
and transmittable manner, with results which might be both
less authoritarian and less narcissistic. Instead of delivering
resul'ts to the viewer, I could deliver processes. I could allow
the viewer to become the producer of the results. Borderlines
betweep creation and pedagogy would be erased. Material
possession of art would lose its meaning since possession
‘;’::;;1 ;a‘el;; llillice thrpugh readipg. The ideal was the news-
ohihitF e unle.asah s(limple readlpg.alloweq appropriation

i ashed imagery within the viewer.
it g e i i L Hork n e
sentence. (1 9g66) He This is a mirror. You are a written

: - - Having some difficulty in exhibiting these
pieces, I started to make mail exhibits and to ffix stickers i
elevators and bathrog affix stickers in

. oms. (1967). The work with words made

me look at their relation to thei i ientist fri
1 Tie {ohoriicsie b €ir meanings. A scientist friend
trated under a state' of l{e‘i/;ilu;:mdj ek C.OUId b.e illus-
. : €d concentration ruling out

Spurious association i :
: s. Wi - - ;
tions, deviations f th a statistical quantity of illustra-

allow me a more pr;rgstehe text would become apparent and
perfect text, an equion.. " C Of My text. Icould achieve a

. equ ;
idea. In l966adenc:- alent of a photographic record of an

anesthpsm, offered hj

nately aborteq t.he proj
. 1€ research of

dlrections. 0 me into 1
Which by mens 25 “ENVelope” (1967) 5 eorerr oy ctable
means of the chan » @ constant Image

and the re]a¢; ge of ti :
a s itles : .
el v ~CBUVE position of ghe S (a“leliis llts dimensions
elope” vs, “tun-

, himne .
Obvious ap ¥"). The arbitrariness of meanings b
€ Night and ability 1q see tghingsi::;

ect.
words took

I With it, th

In 196.8 I constructed a model of a living/ dining room
solely using the words needed for the nomenclature of the
parts. The fol_lowmg year I exhibited it in full size in the
Museum of Fine Arts in Caracas. I was proud that, without
instructions, people walked over the words describing the
rug, but walked around the ones designating the fully set
dining table.

I discovered that logic carried to the extreme of its possibil-
ities could lead to something akin to magic. To inhabit an
architectural floor plan could provide a deeper experience
than to inhabit architecture. The Caracas environment led to
a recreation of the “massacre of Puerto Montt” in the
Museum of Fine Arts in Santiago. The massacre consisted of
the killing of peasants who occupied unworked land. They
first had been gathered by the army in a central place for
“negotiations”. It took place early 1969 under the govern-
ment of Frei in Chile. Words were used to place port-holes,
information about soldiers manning them, arms used in the
operation and dotted lines marking the trajectory of the
bullets.

A subsequent exhibit in New York ( Paula Cooper Gallgry,
1970), expanded the subject to repression in Latin America.
Inventories of weapons were added to a wall constructed
with numbered boxes wrapped in bloody gauze. Form
became a pure and secondary product of content, inqvngbly
existing for presentation, but without really influencing it.

At the same time, under the fashionable influence of semi-
ology and structuralism, I was also interested in tautological,
self-referential, metaphoric statements and other grammati-
cal issues. I produced descriptive and evocative phrases and
sentences which by some were seen as invading the, for mij.
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therefore proceeded to add accumulated interest to the price

of those pieces. . . ‘ -
The story of the sale of my signature invariably elicited

smiles. Later, in 1978, this reaction made me return to hypno-
is. This time I became the subject. I wanted to find out if my
signature pieces were tru!y art or‘lf I had, uncons_cmusly,
designed them as some kind of a Jokc_a. The hypnotns? (this
time a psychiatrist) projected me into important ages in my
life (six, fourteen, twenty-three, thirty-four, forty-one, sixty-
five and seventy-five). Except for the age of fourteen, where
the question of my signature taking the place of a work of art
seemed incomprehensible, my answer was consistently posi-
tive in regard to the seriousness of the enterprise. There were
more works of mine, indecisive between revelation and ban-
ality, but I didn’t pursue the search for their truth.

Politically explicit work became secondary for a while.
This was not because of any lack of interest on my part, but
due to frustration. I felt unable to produce a big enough body
of ideas combining both artistic and political weight to make
me feel like a productive artist. In 1973, however, I became
aware that my work was extremely disorganized and, if there
was any common thread uniting it, it was beyond my grasp.
My pieces were like loose pages which belonged to different
books and the solution to the problem was not to be found in
bookbinding. I needed a general matrix, a grid into which
work could be organized and where irrelevant pieces would
automatically be excluded. I found the answer in works from
1967 and 1978, a series of dictionary pages. They belonged to
an image-language dictionary, where any image coud accept
all the meanings attributed by myself or by the public.

The newly found matrix allowed me to design a format for
the work before dealing with the particular pieces. Once the
relation between image and text was laid out, the content of
either one became unimportant. Any room for aesthetic
speculation was eliminated for myself and for the viewer.
Communication became immediate. It was resolved in a
form of packaging.

The matrix functioned for many years and is probably still
guiding me today. The most elegant and disconcerting exam-
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because if its inexplicability. Only this inexplicability is capa-
ble of an expansion of knowledge. Therefore, we find our-
selves again in the realms of magic, of a surprised credulity, of
passing myst§ries as a validating condition for art. The crea-
tive process is lighted by theory, but true art stalks from
shadows incompletely evanesced.

Y clear. That is alright since art

— Luis Camnitzer, 1986
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