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INTRODUCTION 

 

 Concrete and Madí art were two aesthetic manifestations that developed in 

Argentina in the mid-1940s to the mid-1950s. They constituted a groundbreaking episode 

in the history of Argentine art. Concrete and Madí artists presented themselves as lucid 

and rational, and they were against expressionism, pictorial illusionism and 

representation. They first displayed this attitude with the “cut-out frame,” i.e., a pictorial 

surface of irregular shape that constitutes, as opposed to containing, the design of the 

work (Fig. 1 and Fig. 2). The artists also regarded their geometric works as carriers of 

social change, and their political ideas ranged from hard-core Communism to a moderate 

form of Socialism. 

Many scholars view the development of Concrete and Madí art in Argentina as a 

consequence of the artists’ contacts with the Uruguayan artist Joaquín Torres-García, 

founder of Constructive Universalism; the Chilean poet Vicente Huidobro, who 

developed Creacionismo; the Bauhaus-trained photographer Grete Stern; and the 

Argentine-born sculptor Lucio Fontana, who had been a member of Arte Concreta in 

Milan in the 1930s. These four artists, who had been involved with the European avant-

garde in the 1920s and the 1930s, were living in South America in the early 1940s, and 

there is evidence that they interacted with the Argentine artists in different ways. Without 

dismissing this interpretation, I propose that Concrete and Madí production was also a 

response to various other stimuli to which the artists were experiencing. These stimuli 

were: writings by Spanish emigres published in Argentina, literary texts by writers 
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associated with the journal Sur; the debates around the reception of the defeat and support 

of Nazism; the revival of Domingo Faustino Sarmiento’s ideas towards the end of World 

War II; and the pervading political propaganda and policies of Juan Domingo Perón’s 

rule between 1945 and 1955. Most of these stimuli have been discussed before in articles 

and exhibition catalogs, either as a broadly-alluded backstage to the artists or the works, 

or as contexts of reception for them, but my objective is to construct a closer connection 

between these situations and the artists’ production. I argue that the above-mentioned 

stimuli were social experiences lived, both closely and intensely, by large groups of 

people living in Argentina during the 1940s and 50s, and that the Concrete and the Madí 

artists were part of these groups. In this analysis, the artists emerge as fully receptive to 

these ‘immediate experiences’, as I call them. This enables me to interpret a selection of 

Concrete and Madí texts and objects as dialoguing with other specific texts and objects—

for example, a novel by Adolfo Bioy Casares, or pieces of Peronist propaganda—which 

were available to the artists as part of these experiences. These ‘dialogues’, in fact, are 

analyses which I develop in order to fully integrate the marginal Concrete and Madí texts 

and objects to important events and debates occurring in the time and place of their 

creation. This kind of analysis of Concrete and Madí art has not been attempted before, 

and it is valuable because it makes Concrete and Madí works and writings meaningful to 

us—the audiences who look at them and read about them—by integrating them to the 

history in which they existed. 

A second objective of this dissertation is to contribute to dispel the notion that 

Concrete and Madí art are simply epigones of European art. Of course, the claim that 
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Concrete and Madí art do not simply imitate European art is not new. Quoting Néstor 

García Canclini, scholars Mario Gradowczyk and Nelly Perazzo state that “in Latin 

American societies, modernism is not the result of a mimetic adoption of imported 

models.”1 Meanwhile, Marcelo Pacheco, curator of the 2002 exhibition Arte Abstracto 

Argentino, adopts the term “ex/centric avant-garde” (first used by curator Mari Carmen 

Ramírez) to categorize Concrete and Madí art, and claims that: 

[the term] ex/centric avant-garde is applicable to the autonomy of those artistic 
and social movements which, emerging outside of the dominant axis of the central 
countries, were capable of assimilating, with independence and creativity, the 
utopian impulse that had generated those movements [the movements which had 
emerged in the central countries].2 
 
Pacheco centers the argument on the positive connotations of the concept of 

appropriation, meaning that the artists took something from “the central countries” and 

creatively adapted it to their own needs, be they personal or cultural. The problem with 

both of these statements, however, is that these scholars are simply making the claim that 

Concrete and Madí art are different from European art, without actually specifying how 

the art in question is context-specific: how it finds a niche in the debates of the place 

where it was created. Because my interpretation of Concrete and Madí art will closely 

attach this production to singular, context-specific experiences that the artists lived in this 

particular place (Buenos Aires in the 1940s and 50s), it will ultimately contribute to 

differentiating them from other artistic forms created in other places. 

This does not mean, of course, that I am seeking a Latin American or Argentine 

‘essence’ in Concrete and Madí art, or even that all of the debates and events which I 

describe occurred exclusively in Argentina. Argentina is a country known for its 
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persistent attachment to European culture, and thus, it should not be surprising that many 

of the events and debates I address, such as the opposition to Nazism, the boom of 

functional architecture, or twelve-tone music originated in Europe. These European 

events and debates affected many countries, and thus, they became “international.” Yet as 

I will show, for the Argentines, these international debates were reinforced and became 

far more tangible as they mingled with other events and debates which were specific to 

their country, such as the rise of Peronism, Peronist propaganda, the revival of Sarmiento, 

and Sur’s publications. In this mingling of events and debates, then, some aspects of 

“international” culture became particular to the place and time in which Concrete and 

Madí artists lived and worked. This analysis, then, is completely different from saying 

that the Concrete and Madí artists took something from “the central countries” and 

“assimilat[ed] it with independence and creativity.” Whatever the artists took from other 

countries was already in their country, mingling with and reinforcing local events. As I 

see it, then, Concrete and Madí production was a singular response for a particular place 

and time—a place and a time in which international concerns became part and parcel of 

local concerns. 

Because in this study I argue that Concrete and Madí production responded to 

context-specific experiences, I believe that it is necessary to use a context-specific system 

of ideas to analyze the art. In view of this, the last chapter in this study incorporates to the 

analysis of Concrete and Madí art a system of ideas which the artists were discussing 

around the same time when they created a few specific works. These ideas were the 

formal characteristics of the music of Arnold Schönberg and Alois Haba, and various 
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other forms of 20th-century electronic and experimental music. Interpretations which 

integrate examples of Concrete and Madí production with musical ideas have not been 

attempted before, and they are useful because they widen our understanding of the works 

themselves.    

 

Accounts of Concrete and Madí art 

The first sign of activity of the Concrete and Madí artists was the journal Arturo, 

published in Buenos Aires in 1944. The journal was striking in that it forcefully declared 

the need for an art and a poetry that was completely different from nature–or, as the 

editors called it, a new invention. The journal’s main contributors—Carmelo Arden Quin, 

Gyula Kosice, Edgar Bailey, Rhod Rothfuss, Tomás Maldonado, and Lidi Prati—did not 

constitute an organized group, but they shared enough of the same interests to put 

together a collective publication. Central essays by Arden Quin, Bailey, and Kosice 

insisted that new inventions needed to avoid irrationality, onirism, and Surrealist 

automatism, while Rothfuss’s essay spoke of the need to avoid pictorial illusionism by 

replacing the traditional rectangular frame with a cut-out frame. Prati contributed 

playfully drawn vignettes, and Maldonado submitted three drawings and the journal 

cover—a contribution which seemingly parted with the emphasis on control and reason 

called forth in the essays. The journal, in turn, included contributions by the Uruguyan 

painters Joaquín Torres-García and Augusto Torres, the Chilean poet Vicente Huidobro, 

the Brazilian poet Murilo Mendes, and the Portuguese painter María Helena Vieira da 

Silva (who lived in Brazil). 
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In the Argentina of the early 1940s, no artist or movement held truly comparable 

ideas to those exposed in Arturo or in the early exhibitions of the Concrete and Madí 

artists. Exhibition reviews show that the most successful Argentine artists from this 

period worked in styles which may be categorized as classical and academic; picturesque 

and romantic; and expressionist. Representing the first trend in the early 1940s were 

artists like Troiano Troiani, Alfredo Sturla, and Raúl Mazza, whose works–winners of the 

highest prizes in the 1942 national salon but totally forgotten today—represented 

respectively an ancient goddess (Fig. 3), a female nude (Fig. 4), and an academic interior 

(Fig. 5). Other popular and well known artists were Rodrigo Bonome, Rodolfo Castagna, 

and Augusto Marteau, who concentrated on picturesque representations of urban and 

rural Argentine scenes (Fig. 6, Fig. 7, and Fig. 8). Among well reputed artists who 

worked along an expressionist line were Pompeyo Audivert, Ramón Gómez Cornet, and 

Raquel Forner, all of whom represented human suffering and social crisis by using 

expressive distortions and allegories (Fig. 9, Fig. 10, and Fig. 11). Among the less 

traditional artists were Emilio Pettoruti, Norah Borges, Juan Battle Planas, and Juan del 

Prete (Fig. 12, Fig. 13, Fig. 14, and Fig. 15). Another important artist was Antonio Berni, 

who in 1943 earned the Grand Prize of the National Salon for his painting Lily (Fig. 16). 

In 1944, he founded the Taller de Arte Mural [Mural Art Workshop] together with Lino 

Enea Spilimbergo, Demetrio Urruchua, Juan Carlos Castagnino, and Manuel Colmeiro. 

The artists painted the ceiling of the Galerías Pacífico in Buenos Aires (Fig. 17). A few 

years earlier, in 1941, the painter Miguel Carlos Victorica, member of the Grupo Impulso 

[Impulso Group], from the working class neighborhood of La Boca, had earned the first 
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prize at the National Salon for his work Cocina Bohemia [Bohemian Kitchen] (Fig. 18).3 

In view of the artistic spectrum of the early 1940s, then, it is evident that Arturo’s ideas 

presented a sharp contrast to the aesthetic values of that epoch. 

From the animators of Arturo, two artists’ groups formed in 1946. One was the 

Madí group, which Kosice led since 1947. Other Madí artists I discuss in this study were 

Rothfuss, Diyi Laañ, Esteban Eitler, and Raimundo Rasas Pét, which was probably a 

pseudonym used by Kosice. Arden Quin was also involved with the Madí group until 

1947, when he moved to Paris. There he founded another Madí group with the 

Uruguayan poet Volf Roitman in 1951. In Buenos Aires, Madí sought to simultaneously 

transform various artistic media–painting, sculpture, poetry, dance, music, drama, and 

architecture–with a fundamental principle of “invention” as anti-representation. Madí 

events were soirees in which musicians, artists, poets, and dancers performed and read 

manifestos surrounded by Madí paintings and sculptures. The works were arranged in 

playful clusters that hung from the walls and the ceilings (Fig. 19). Adding to the cut-out 

frame, Madí artists developed the notions of “articulated sculpture” and “articulated 

painting,” i.e., artistic objects in which various attached parts could potentially be 

manipulated by the viewer (Fig. 20 and Fig. 21). 

In spite of the fact that scholars have attempted to find a meaning for the name 

“Madí,” it is likely that this was a made-up word without any meaning. This attitude on 

the part of the artists embodied the precept that all Madí “inventions,” including the 

group’s name, were absolutely unprecedented and completely non-referential. Between 
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1947 and 1954, the group published a magazine named Arte Madí in its first three issues 

and Arte Madí Universal in the remaining ones.4 

 The second group springing from Arturo was the Asociación de Arte Concreto-

Invención [Concrete-Invention Art Association], which was led by Maldonado. Other 

members I address were Prati, Alfredo Hlito, Alberto Molenberg, Edgar Bailey, Manuel 

Espinosa, Raúl Lozza, and Matilde Werbin. Like the Madí group, the Asociación 

included painters (Maldonado, Molenberg, Espinosa, Lozza, Prati), sculptors (Enio 

Iommi), a musician (Werbin), and poets (e.g., Bailey) but from the beginning, its focus 

was on the search for a “Concrete” painting. Concrete paintings aimed at avoiding 

pictorial illusionism and called attention to the materiality of the works, i.e., their 

‘concreteness.’ The artists perceived “the concrete” to be the opposite of “the ideal”–

which they associated with illusionism–and they perceived “the ideal” as something 

supported by bourgeois art and society. A belief in Marxism and in dialectic materialism 

was central to the ideas and pursuits of the artists of the Asociación de Arte Concreto-

Invención. For a few months in 1946, the Concrete artists linked “the concrete” with the 

above-mentioned “cut-out frame” (for example, Fig. 22), arguing that their use of an 

irregular frame disrupted the illusionism provoked by the traditional rectangular frame. 

At some point during that year, however, they came to regard this format as inadequate 

for their purposes, and they went on to develop the “coplanal,” i.e., a work of art in which 

various parts are attached with rods and placed against the wall (for example, Fig. 23). 

The artists explained their positions in a few short-lived publications, among them, the 

single issue of Revista de Arte Concreto, published in August 1946. 
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 The Asociación stopped working as a close-knit unit around 1947, but some of its 

former members continued to create and exhibit “Concrete art” for another decade. 

Around 1948, their hard-core Marxist beliefs and Communist affiliations began to wane, 

and the Concrete artists became concerned with creating works of art that could serve as 

instruments to transform society in practical ways. Starting around 1948, some of them 

began to show interest in modern architecture, typography, and industrial design, since 

they perceived that architectural and industrial products could prompt the social change 

they desired. In their paintings of this later period (for example, Fig. 24), they tended to 

abandon their earlier focus on planarity and materiality and turned towards suggesting, 

with a geometrical language, the discoveries of the experimental physics of their time. In 

1951, Maldonado founded the journal Nueva Visión, whose pages characterized the 

group’s attitudes during the early 1950s. He was the director of the journal until 1955. 

 One Concrete artist, the painter Raúl Lozza, did not accept the changed path of 

the Concrete artists. In 1947, he split from the Asociación and went on to create his own 

group, entitled Perceptismo. Perceptismo grew out of Lozza’s complaint that the 

Concrete coplanal did not effectively prevent illusionism. He argued that the coplanal 

needed to take into account the color of the wall on which the work was hung. He went 

on to develop other ideas, such as that of “open structure” and “cualimetría de la forma 

plana” [metric quality of the flat shape]—a mathematically calculated series of 

relationships between the angles of the geometric figure and the saturation of the colors 

used. In 1949, Lozza began publishing the journal Perceptismo: Teórico y Polémico, 
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which included his writings and reproductions of his works. Since my study focuses on 

Concrete and Madí art, Perceptismo is beyond its scope. 

 It is difficult to pinpoint a date for the demise of the Concrete and Madí groups, 

but a few facts suggest that by the mid-1950s the artists were taking other routes. In 1954, 

Maldonado accepted a teaching position at the Hoschule für Gestaltung [School of 

Design] in Ulm, West Germany, directed by the Swiss Concrete artist Max Bill and gave 

up painting shortly afterwards. Other Concrete artists soon took up other interests as well. 

In 1957, Hlito changed the direction of his painting, focusing on color rather than line 

and geometric figures (for example, Fig. 25). Meanwhile, the last issue of Arte Madí 

Universal appeared in June 1954, and in 1957, Kosice left for Paris, initially to promote 

Madí art in the French capital, and later to explore his own personal brand of Kinetic art 

(for example, Fig. 26). In the 1960s, a few important exhibitions in Buenos Aires 

included examples of Concrete and/or Madí art, but the curators regarded them 

retrospectively, as trends that had given way to other new endeavors. These shows 

included 15 años de arte Madí [Fifteen years of Madí art], held at the Museo de Arte 

Moderno in 1961, and Del arte concreto a la nueva tendencia [From Concrete art to the 

new trend], also at the Museo de Arte Moderno in 1963. In 1976, a small show held at 

Galería Arte Nuevo and entitled Homenaje a la vanguardia argentina de la década del 

cuarenta [Homage to the Argentine avant-garde of the 1940s], revived art historical 

interest in Concrete and Madí art. 

 The first systematic study of Concrete and Madí art appeared in 1980, on the 

occasion of the exhibition Vanguardias de la Década del 40: Arte Concreto-Invención, 
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Arte Madí, Perceptismo [Avant-gardes of the 1940s: Concrete-Invention art, Madí art, 

Perceptism], held at the Museo Sívori in Buenos Aires and curated by Nelly Perazzo. The 

show was organized as part of a research seminar in which Perazzo and a team of 

students concentrated their efforts on locating works, collecting documents, and 

interviewing the artists—none of which had been done before in a systematic manner. 

Perazzo’s intention to return to the sources responded to the less rigorous forms of art 

history and criticism that prevailed in Argentine art history up to the 1980s.5 The 

exhibition catalog presented a sharp contrast to two earlier books on Madí art published 

outside of academic circles, such as Jorge Rivera’s Madí y la Vanguardia Argentina 

[Madí and the Argentine avant-garde] (1976) and Osiris Chierico’s Reportaje a una 

anticipación [Interview to an anticipation] (1979).6 Both texts were based on Kosice’s 

retrospective reports, and their writing style was narrative and uncritical. In contrast, the 

Sívori exhibition and its catalog raised questions about the chronological accuracy of the 

sequence of events as described by the artists, and about the nature of the artists’ original 

contribution. Two years later, Kosice published the book Arte Madí [Madí art]—a book 

that, except for its prologue, consisted exclusively of reprints of a selection of primary 

documents.7 By presenting documents and excluding commentary, the artist seemingly 

sought to demonstrate that the historical evidence he provided was sufficient. The next 

year (1983), when Perazzo published a more detailed book about the avant-garde of the 

1940s, she completely excluded Madí art and its history in order to avoid conflict with 

the artist. 



 12 

 The exhibition Vanguardias de la Década del 40 and related publications brought 

to the fore central methodological problems affecting the study of Concrete and Madí art, 

and proposed a number of approaches to it. One methodological problem which 

continues to prevail today concerns the tensions between the accounts of the artists and 

the historical documents. The artists continue to make statements suggesting their 

protagonism within the groups, their precedence over other artists, and the originality and 

legitimacy of their propositions. Their quarrels became even more aggressive after the 

works of art started to gain international visibility in the late 1980s and their prices began 

to rise in the early 1990s.8 Kosice and Arden Quin, for example, continue to argue about 

the origin of the word “Madí” and the authorship of the Madí manifesto. Arden Quin 

claimed that it was an acronym of his name: CarMelo Alves ArDen QuIn, while Gyula 

Kosice said that it was a distortion of “Madrid,” a name he often heard on the street 

during the Spanish Civil War. It has also been suggested that the name “Madí” was 

created by joining the first two syllables of materialismo dialéctico [dialectical 

materialism].9 These quarrels are endless, yet the fact remains that no discussion of the 

name “Madí” ever appeared in the primary sources and that from the foundation of the 

group, the term had a non-referential function. Regarding the authorship of the manifesto, 

it is unclear, since the text was published with no author in the no. 0 of Arte Madí 

Universal in 1947, and Kosice claims he wrote it. Arden Quin, however, claims to have 

authored and to have publicly read a different version of this text at the first Madí 

exhibition, held on August 3rd, 1946 at the Instituto Francés de Estudios Superiores in 

Buenos Aires. 
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The former Concrete artists have been less aggressive towards each other, but 

their retrospective accounts have also contributed to push forth their importance. As a 

former Concrete artist, Lozza accuses Maldonado of abandoning the true path of 

Concrete art to become an imitator of Max Bill.10 Juan Melé also comments that the 

importance attributed to Maldonado’s 1948 trip to Europe as a turning point in the ideas 

of the Concrete artists has been overstated, while he resents the fact that his own trip 

around this time has hardly been discussed.11 Meanwhile, Maldonado himself has made 

declarations regarding his knowledge of European sources which, unverifiable by 

documentation, have served to both mythologize and legitimize his modernist pedigree.12 

All of the artists, in turn, have given contradictory accounts about the nature of their 

relationship with Torres-García.13 

In the scholarship of the 1970s and early 1980s, the focus was the chronological 

history of the movements. A few historians privileged the word of the artists over 

documentary evidence (Rivera, Chierico), and other historians do the opposite (Perazzo). 

All of these accounts, in any event, center on listing events—group foundations and 

separations, exhibitions, publications, some documents about the critical reception, and 

biographical details. These scholars also emphasize the significant differences between 

Concrete and Madí art, focusing on what made these movements distinct from each other, 

as opposed to what they shared. Accordingly, they usually describe Concrete art as a 

rational, programmatic, well-organized endeavor in which artists submitted their 

individual opinions for group consensus. On the other hand, they tend to characterize 

Madí as a more anarchic and playful venture. 
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These scholars also tend to extensively analyze the texts (manifestos, journal 

articles, pamphlets, etc), paying far less attention to the works of art. Perazzo, for 

example, includes lengthy quotations of primary texts followed by very sketchy 

descriptions of individual works.14 Rivera and Chierico hardly discuss particular works of 

art. Close readings of poetry, a central endeavor of both the Concrete and Madí groups, is 

also largely absent from these studies. Finally, Perazzo inscribes Concrete and Madí art 

within the history of European and Argentine art history, establishing that the referents 

for Concrete art were Piet Mondrian, Theo Van Doesburg, and Max Bill, as well as local 

or regional artists: Joaquín Torres-García, Emilio Pettoruti, Juan del Prete, the early 

Lucio Fontana, and other figures who had developed modes of Abstract art in South 

America in the 1920s and 30s.15 This scholarship, however, does not make significant 

attempts to connect Concrete and Madí art with extra-artistic circumstances, such as the 

social and political climate of the period, or with cultural expressions beyond the artistic 

ones. 

With the popularization of “Latin American art” in Europe, the United States, and 

Latin American countries in the late 1980s and early 1990s, Concrete and Madí art came 

to be articulated with other debates. In large exhibitions of Latin American art, Concrete 

and Madí works were shown and analyzed in conjunction with and in contrast to a wide 

spectrum of works, trends, and movements from the region. In the catalog of an early 

show, Art in Latin America: The Modern Era (1989), Concrete and Madí works are 

analyzed in a category of their own, with a different essay devoted to Brazilian 

Neoconcrete art, Optical and Kinetic art from Venezuela, Brazil, and Argentina (with 
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dates ranging from the mid-1950s through the late 1960s), a few spatialist works by 

Lucio Fontana from the 1950s, and works by the Mexican sculptor Mathias Goeritz. This 

organization suggests that a set of problems different from those of Concrete and Madí 

art prevailed in these latter manifestations.16 Subsequent exhibitions, however, displayed 

Concrete and Madí art next to or nearby other types of work, thus suggesting various 

interregional connections, each of which followed a distinct rationale. The curators of 

Latin American art of the Twentieth Century, held at the Museum of Modern Art in New 

York in 1993, arranged Argentine Concrete and Madí art, Brazilian Concrete and 

Neoconcrete art, Columbian Constructivism, and Venezuelan Kineticism as a unit based 

on the fact that the artists involved originated in countries without strong national 

traditions or Precolumbian roots.17 In Art d’Amérique latine (Centre Pompidou, 1992), the 

Argentine Concrete and Madí works were displayed in an individual room, even though 

the catalog presents Uruguayan Constructive art, Argentine Concrete and Madí art, 

Brazilian Concrete and Neoconcrete art, Venezuelan Optical and Kinetic art, and 

Argentine Optical and Kinetic art under the same umbrella (“Du constructivisme au 

cinétisme”) [“From Constructivism to Kineticism”] on the basis that all the movements 

interacted with the Parisian art scene in different moments, and were ultimately validated 

by it.18 Inverted Utopias (Museum of Fine Arts, Houston, 2004), curated by Mari Carmen 

Ramírez and Héctor Olea, was organized around “constellations” that emerged from the 

curators’ subjective and “direct experience of each artwork and its relationship to other 

works”—and not from any “outworn framework of art history and the naïve parameters 

of essentialism.”19 In this arrangement, Concrete and Madí works shared the constellation 
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“Progression and Rupture” with works by Torres-García, a selection of Brazilian 

Concrete and Neo-Concrete objects, and works by Lucio Fontana. According to Ramírez, 

the feature that all of them shared was their comparable status as “vital structures”—

“subjective” and “animate” structures—meaning an inversion of the “passive,” “pure and 

objective” structures that had prevailed in the work of Mondrian, Van Doesburg, Tatlin, 

and Lissitzky.20 The curators of the Argentine Colección Costantini—now permanently 

housed at MALBA, Museo de Arte Latinoamericano de Buenos Aires—arranged the 

works and movements by decades within the museum space. Thus, works from the 40s 

and 50s appear in one cluster, while art created in the 20s and art created in 60s and 70s 

appears in other clusters. The 40s/50s cluster includes Argentine Madí and Concrete art, 

Brazilian Concrete art, and early examples of Argentine and Venezuelan Kinetic art. This 

suggests a conceptual separation from the work of Torres-García—often presented as a 

source for Concrete and Madí art in other shows, but placed with other works of the 

1920s and 30s here—and also a conceptual separation from Brazilian Neo-Concrete art 

and later examples of Argentine Kinetic art—often discussed as manifestations connected 

with Concrete and Madí art.21 The Venezuelan Cisneros collection, on the other hand, has 

shown Argentine Concrete and Madí art, Brazilian Concrete and Neoconcrete art, and 

Venezuelan Kinetic art focusing on the shared formal features of these Latin American 

works—hard lines, bright colors, and, fundamentally, non figurative representation—and 

categorizing them as “Latin American Geometric Abstraction.”22 In the recent show The 

Geometry of Hope: Latin American Abstract art from the Patricia Phelps de Cisneros 

Collection (Blanton Museum of Art, Austin, 2007), however, curator Gabriel Pérez-
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Barreiro rationalized the collection on the fact that all the artists involved associated 

geometric forms with utopian ideas (“geometry” and “hope”).23 

These exhibitions, usually very successful, promoted the art of Latin America—a 

region broadly defined as all territory south of the U.S.—and contributed to the increase 

in the public interest in both the art and the region. At the same time, these exhibitions 

evidenced the many conceptual contradictions and historical discontinuities embedded in 

a construction such as “Latin American art.” In the twentieth century, the artistic scenes 

of most Latin American countries were largely disconnected from one another, despite 

the fact that Latin American artists shared the same language (except in Brazil) and that 

their countries of origin had shared a colonial experience. Even when artists from 

Mexico, Brazil, Argentina, Venezuela, Chile, Uruguay, and other countries were in 

contact and were relatively aware of their respective art production, as a whole, their 

most important cultural references were other European and North American artists and 

not other Latin American artists. This situation, therefore, continues to call into question 

whether it is possible to speak of a “Latin American art” and brings up the colonialist 

connotations implied in the definition of “Latin America.”24 When considering the 

relationship of Concrete and Madí art to other art created in Latin America, it is not 

difficult to see that the ideas prevailing in each of the artistic projects named above 

actually have very little in common with Concrete and Madí art, and that, in many cases, 

each artist or movement worked with little knowledge of what other Latin American 

artists were producing.25 



 18 

 Concurrently, other exhibitions showed Concrete and Madí art as part of a 

narrative of Argentine or “Río de la Plata” art, and thus emphasized the relationship of 

Concrete and Madí art with artistic manifestations and events taking place within more 

restricted geographical areas and/or time frames. The shows Argentina: Arte Concreto-

Invención, 1945, Grupo Madí, 1946 (Rachel Adler Gallery, New York, 1990) and Arte 

Concreto Invención/Arte Madí (Galerie Von Bartha, Basel, Switzerland, 1991) displayed 

about thirty works by Madí and Concrete artists dating from the 1940s.26 The exhibition 

Art from Argentina (Museum of Modern Art, Oxford, 1994) included distinctive 

examples of Argentine art: Xul Solar, Antonio Berni, Marta Minujín, Pablo Suárez, 

Victor Grippo, Guillermo Kuitca, the artists of Nueva Figuración, the Concrete and Madí 

artists, and many more. In the catalog, the curators related these works to the original 

place where they were created and organized them as a narrative occurring in a more or 

less linear time.27 Abstract Art from the Río de la Plata (The Americas Society, New 

York, 2001) traced a regional history in which the Uruguayan circle of Torres-García set 

the stage for the Argentine movements. 28 Arte Abstracto Argentino (Fundación Proa, 

Buenos Aires, 2002) included examples of non-figurative Argentine Abstract art dating 

from the 1910s and through the 1950s.29 Arte Madí: L’Art Sudamericain (Musee de 

Grenoble, Paris, 2002) included Madí art from Argentina and works by Arden Quin 

created in Paris in the 1950s.30 

The catalog essays that accompanied these exhibitions greatly widened the scope 

of questions initially opened by Perazzo.31 Adding to the connections that she had 

developed between Concrete and Madí art, and the work of Torres-García, Pettoruti, del 
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Prete, the early Fontana, Mondrian, Van Doesburg, and the Swiss Concrete artists, the 

catalogs variously stressed other factors: the impact of the German photographer and 

former Bauhaus student Grete Stern, who lived in Argentina; the presence in Buenos 

Aires of Spanish emigres fleeing Francoist Spain; the climate of expectation and 

excitement lived in Argentina at the end of World War II, and the popularity and rule of 

Juan Domingo Perón under which the artists lived and worked. Beyond the new 

information, what is curious about these catalogs is how they presented the relationship 

between the factors of the historical context, on the one hand, and the artists and their 

production on the other. The historical events appear as a backdrop to the artists’ 

activities, but the writers make no significant efforts to articulate a relationship between 

this information and the artists or the art. This is specially true of the show Arte Abstracto 

Argentino, which included three “context and documentation rooms,” while its catalog 

includes an extensive chronology covering a great variety of political, cultural, and 

artistic events occurring in Argentina and in the world between 1909 and 1955.32 In other 

words, the narrative in the catalogs includes long lists of names and events which, the 

reader is led to presume, were factors in the development of Concrete and Madí art, but 

with no explanation of how these names and events affected the Concrete and Madí 

artists or their art. 

Finally, a few exhibitions have focused on the artistic achievements of the 

recently founded group Arte Madí Internacional, which is unrelated to the Madí group of 

Buenos Aires of the 1940s and 50s, and which is beyond the scope of this dissertation. 

After his break-up with Kosice in 1947, Arden Quin left for Paris where, in 1951, he 
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founded a Madí group with the Uruguayan poet Volf Roitman. In 1992, Arden Quin 

created the Asociación Madí Internacional, a group which includes many members from 

very many countries who adhere to the basic precepts of Arden Quin’s version of Madí. 

This group has launched several recent exhibitions, for example, Arte Madí Internacional 

50 años después (Centro de Exposiciones y Congresos, Zaragoza, Spain, 1996), Arte 

Madí (Museo Centro de Arte Reina Sofía, Madrid, 1997), and Da Madí a Madí (1946-

1999) (Gallararte: Civica Galleria d’Arte Moderna, Milan, 1999).33 In 2000, an anthology 

of this group was published by Editorial Godoy in Spain (Arte Madí Internacional: Fin 

del Milenio), which covered the work of many artists from very many countries—of 

which Argentina is conspicuously absent.34 In 2003, Volf Roitman launched the Madí 

Museum in Dallas, Texas, as a permanent place to represent this group.35 Arden Quin 

himself has had various one-person shows in France and Spain, and his personal history 

has been the subject of two interesting monographs, both largely based on interviews 

with the artist.36  

These large and well-attended exhibitions of the last two decades have 

contributed to increasing the visibility of Concrete and Madí art in the international scene 

and in European and North-American academic circles. Proof of this is the succinct but 

well-written account on “Concrete-Invention” and “Madí” included in the latest edition 

of Marilyn Stokstad’s widely-used art history survey textbook. This section, entitled 

“Experiments with form in Buenos Aires,” places Torres-García as “the forerunner of the 

Latin American experiments,” and explains the visual and conceptual objectives of the 

Concrete and Madí groups by closely analyzing two illustrated works of the 1940s: a cut-
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out frame by Lozza and a sculpture by Kosice.37 The account has been placed between 

sections on “Abstract Expressionism” and “Post-War Photography”—a factor which 

encourages cross-cultural comparisons and which is bound to prompt intriguing questions 

in the classroom setting. 

Specialized studies on the subject have multiplied as well. In 1996, Gabriel Pérez-

Barreiro completed the only existing dissertation on Concrete and Madí art, entitled “The 

Argentine avant-garde: 1944-1950.” In this study, he readdresses Perazzo’s intention to 

render an accurate history of Concrete, Madí, and Perceptivist art based on the close 

study of primary sources. Unlike Perazzo, however, Pérez-Barreiro explicitly brings to 

the fore the fact that it is not possible to write such an accurate history, and critically 

explores the reasons why this is so: many documents and works of art have been lost, 

destroyed, or tampered with; collectors and artists have redated many works hoping to 

raise their market price and to have a claim to originality; and the artists continually 

contradict one another and themselves in retrospective interviews when they provide 

details about the history of Concrete, Madí, and Perceptivist art.38 Pérez-Barreiro also 

characterizes the Concrete and Madí artists as an “avant-garde” following the theoretical 

categories developed by Peter Bürger and Renato Poggioli. This status, he argues, owes 

to the fact that Concrete, Madí, and Perceptivist artists questioned, for the first time in 

Argentina, the autonomy of the art object in bourgeois society. Characterizing the artists 

as proletarian and describing their group activities and publications as agitational, he 

concludes that they challenged the previous generation of modern artists. For this 

previous generation, which included artists and writers associated with the Martín Fierro 
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Group (Pettoruti, Xul Solar, the architect Alberto Prebisch, and Jorge Luis Borges among 

the writers), practicing modern art had merely signified catching up with European 

modernism. Pérez-Barreiro suggests that this was because this generation had been in 

part supported by patrons from the upper class: the journal Sur and the Asociación 

Amigos del Arte. For the Concrete, Madí, and Perceptivist artists, however, practicing 

modern art implied reflecting (in a Marxist sense) their belief that the world was 

transitioning into a classless society. According to Pérez-Barreiro, then, the determining 

factor in the clashing attitudes of these two generations was their divergent–and 

antagonistic–social class.39 Pérez-Barreiro’s dissertation is unique in many ways, and 

various aspects of it are discussed in subsequent chapters of this study. 

In the last decade, a number of researchers associated with the Universidad de 

Buenos Aires and the Instituto Julio E. Payró have posed questions about the artists’ 

interventions in cultural institutions (through journals, newspapers, museums, galleries, 

salons, educational institutions, and others) and about the institutions’ reception of their 

activities, ideas, and attitudes. Following the writings of Pierre Bordieu, they focus on 

analyzing the “campo artístico” [artistic field], understood as the “group of institutions, 

of forms of legitimating, of cultural judgment, and of establishment of values.”40 Closely 

focused on archival research, they seek to account for the diversity of artistic debates 

carried through a particular period, at a national and international level. In what concerns 

Concrete and Madí art, Andrea Giunta’s groundbreaking Vanguardia, Internacionalismo 

y Política: arte argentino en los años sesenta [Avant-garde, Internationalism, and 

Politics: Argentine art in the 1960s] questioned the relationship of the government of 
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Juan Domingo Perón and the various entities that supported “Abstract” or at least 

“Modern” art in Argentina, i.e., the Concrete, Madí, and Perceptivist artists, and the art 

critic Jorge Romero Brest. Giunta points out that scholars like Perazzo characterize the 

relationship between Peronism and Argentine “Abstract” art on the basis of one single 

piece of information: the 1948 and 1949 speeches in which the Peronist Minister of 

Education, Dr. Oscar Ivanissevich, had condemned all “isms” of modern art as “morbid.” 

Giunta, however, brings to the fore the artists’ participation in two Peronist-organized 

events held in the early 1950s and thus revisits the presumed antagonism between the 

Concrete and the Madí artists, and Peronist artistic policies.41 Giunta’s account is also the 

first to analyze the Concrete, Madí, and Perceptivist groups as a common front, as 

opposed to all previous and most of the later literature which analyzes the groups as 

separate entities. 

Also closely attentive to the study of archival documentation are the writings of 

Ana Longoni and Daniela Lucena, María Amalia García, and Cristina Rossi. Longoni and 

Lucena have studied the interventions of the Concrete artists in the Argentine Communist 

Party. The question of the Concrete artists’ relation to “Communism” had always been a 

puzzling one. The 1946 manifesto of the Asociación de Arte Concreto-Invención and 

other texts from the same period clearly manifested the artists’ support of Marxism, 

Leninism, and Stalinism, but there remained many doubts about which artists, if any, had 

been actually affiliated with the Argentine Communist Party, and why or how they had 

distanced themselves from it around 1948. When asked retrospectively, the artists gave 

confusing answers. Longoni and Lucena trace the Concrete artists’ contributions to the 
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journal Orientación, one of the organs of the Argentine Communist Party, and thus 

provide information which helps to answer these important questions. They also explore 

how Maldonado’s ideas responded to larger debates about the political role of art held 

within the Italian Communist Party.42 

María Amalia García investigates the institutional exchanges between Argentina 

and Brazil as sites of the formation of an interrelated discourse about Abstract art in both 

countries. She researches the contacts and exchanges between Argentine and Brazilian 

artists, critics, and other cultural figures, especially those contacts generated by travel and 

by participation in institutions. García’s intention is to avoid using either one of the two 

frames of reference usually at work when characterizing Concrete art: the individual 

countries (Argentina or Brazil), and the overarching concept “Latin America.”43 In an 

important article, “La construcción del arte abstracto” [“The construction of abstract art”] 

(2004), she traces institutional policies of two entities which account for the links 

between the cultural scenes of Argentina and Brazil: the Instituto de Arte Moderno in 

Buenos Aires and the São Paulo Biennial.44 Another article focuses on the ambulant 

activities of the critic Jorge Romero Brest in both countries. García’s general conclusion 

in both articles is that these policies, exchanges, and activities contributed to construct a 

regional discourse about “Abstraction.”45  

Cristina Rossi has published articles focusing on the impact of Torres-García, the 

debates published in the journal Ver y Estimar, the musicians that took part in the Madí 

and Concrete groups, the interactions between architects, designers, and artists that took 

place at Krayd Galería de Arte in the late 1940s, and others.46 Her articles seek to expand 



 25 

the individual histories of the Concrete and the Madí groups by viewing them in light of 

the artistic debates occurring in other “cultural formations” (a category she borrows from 

Raymond Williams) which were active during the same period. An important study 

entitled “En el fuego cruzado entre el realismo y la abstracción” [“In the fire crossed 

between Realism and Abstraction”] looks into various artistic debates: the arguments 

supporting muralism brought to Argentina by David Alfaro Siqueiros in 1933, the 

writings about “Nuevo Realismo” by Antonio Berni, the published exchanges about 

Realism by the writer Héctor J. Agosti and the painter Raúl Lozza, and the poll published 

in the journal Contrapunto (Dec. 1944-Oct. 1945) and entitled “Where is painting going?, 

in which many artists of different tendencies participated.47 By analyzing these debates, 

Rossi intends to put in perspective [“matizar”] the radical declarations that Tomás 

Maldonado made about the need for a Concrete art in 1945 and 1946. Various other 

articles approach other cultural formations seeking to expand the internal debates of the 

institutions that supported them. As a whole, the thematic core that emerges from her 

studies concerns the tensions between “Abstraction” and “Figuration” in Argentina in the 

1940s and 50s. 

As explained above, the scholars associated with the Instituto Julio E. Payró base 

their research on archival documentation, and their investigations account for the 

circulation and reception of artistic production—largely, the textual production. In the 

long run, the meanings that these scholars attach to artistic production are given by the 

various constructions which institutions (museums, biennials, journals, collectors, 

curators) make of the productions. While this approach is owed in part to their theoretical 
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sources (Bourdieu, Williams), it also responds to other more practical reasons. In the last 

ten to fifteen years there has been a proliferation in Buenos Aires of privately sponsored 

centers of archival documentation. A relatively new phenomenon in the country, these 

centers have begun the systematic collection of magazines, journals, catalogs, and papers 

of any kind that aid in the reconstruction of the critical debates surrounding the works of 

art, the artists, and the criticism itself. On the other hand, the personal archives of the 

Concrete and Madí artists are still not readily available through public institutions, since 

most of the artists are alive. The combined result of the changed theoretical winds, the 

increased availability of primary research materials associated with circulation and 

reception, and the difficulties in accessing the artists’ personal papers is that there has 

been, in the last ten to fifteen years, an almost total move away from questions of artistic 

intention and, even more so, of investigations that begin with looking at works of art. 

Gabriela Siracusano and María Cecilia Tomasini deviate from this approach. In 

two articles published in the late 1990s, Siracusano very broadly traces several terms that 

variously appear in the writings of the Concrete artists (“space-time,” “mathematical 

structure,” “polidimensional,” “relativity,” “discontinuity”) on the one hand and, on the 

other, she broadly discusses the scientific ideas that seemingly interested the Concrete 

artists in the 1950s (non-Euclidean geometry, the fourth dimension, and notions of the 

space-time continuum).48 She also expands the context of the artists’ perceptions about 

the relationship between art and science by bringing up similar ideas held by the critics 

that supported them: Jorge Romero Brest and Damian Bayón. Siracusano points out that 

the artists’ appropriation of scientific concepts worked on two levels: as a system 
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equivalent to the problems of painting, and as a working methodology that demanded 

verification and constant revision. Maria Cecilia Tomasini also discusses the role of 

scientific ideas in the writings and works that Raúl Lozza created during his Perceptivist 

period.49 Lozza’s main pictorial theories—open structure, active color field, metric 

quality of the flat shape—argues Tomasini, are inspired by the tensions of an 

electromagnetic field. Like Siracusano, Tomasini argues that Lozza does not illustrate 

scientific ideas but suggests an equivalent system to them. One highly unusual aspect of 

Tomasini’s working methodology is that she seeks Lozza’s approval in order to validate 

her interpretations. 

From a thematic point of view, my study addresses a few previously explored 

issues, it develops more extensively some that have been barely touched upon, and it 

explores some new ones. One of the issues which I revisit is the question of the sources 

for Arturo. I review and reassess the interpretative problems posed by the journal, and I 

discuss the possible impact of Torres-García, Fontana, Huidobro, and Stern on the 

formation of the ideas that surfaced in it. I expand this range of sources by looking into 

texts published by Spanish emigres then living in Argentina. Other scholars have only 

mentioned many names of Spanish emigres who lived in Argentina at this time, without 

exploring which emigres may actually have been relevant to the development of Concrete 

and Madí art, or how the artists accessed their ideas. Similarly, the international political 

climate at the end of the Second World War has been mentioned before as a background 

for the utopian statements pronounced by the artists in the journal Arturo, but the way in 

which this context actually left traces in the publication has not been previously 
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discussed. The context of Peronism has been discussed several times in relation to 

Concrete and Madí art in the last decade, but the discussion has been limited to either the 

reception of the artists by the regime, or to the regime’s artistic policies and, more 

specifically to its changing attitudes towards “Abstraction.” In this study, however, I 

contrast the artists’ attitudes towards “representation” with Perón’s attitude towards the 

functions of political propaganda, since centering the discussion on political propaganda 

more accurately renders the artists’ perception that their art had a political mission. I also 

address the artists’ participation in a few institutions which opposed the Peronist 

government, and I interpret a number of particular Concrete and Madí writings and works 

of art as specific responses to the context of Peronism. While the contributions by 

musicians to Concrete and Madí magazines has been surveyed before, I discuss the 

notion that musical ideas can be used as a context-specific theoretical framework to 

analyze Concrete and Madí works. Among the issues which have not been studied before, 

I explore the possibility that the editors of Arturo may have found relevant ideas for their 

notion of “invention” in fictional writings by Argentine writers. I also explore the 

possibility that the revival of the dichotomy “civilization” and “barbarism” in the 

1940s—a dichotomy first articulated by the Argentine statesman Domingo Faustino 

Sarmiento in the 19th century—may have been at play in Arturo’s statements. 

 

Immediate Experiences and Dialogues 

When analyzing Concrete and Madí production, I have privileged, as the frame of 

interpretation, situations which the artists, most probably, experienced first-hand and 
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intensely in the place and period where they created their works and texts. Throughout 

this study, I allow various events occurring in this period and place to become significant 

only if I can identify them as ‘immediate experiences’ lived by the artists. In this study, 

the term ‘immediate experiences’ refers to social experiences that were lived, both 

closely and intensely, by large groups of people in Argentina in the 1940s and 50s—

groups which the Concrete and Madí artists were part of. To link the artists to these 

experiences, I bring up their biographical information or information about their 

documented contacts with other persons or groups. This information allows me to infer 

their insertion within larger groups—a social class, literary circles, a political party, 

cultural institutions, and others. Other information I gather from secondary sources 

indicates that, in Argentina in the 1940s and 50s, these larger groups were experiencing 

various events closely and intensely—i.e., in a direct and immediate manner. Considering 

the artists as members of these larger groups, therefore, allows me to think of them as 

persons who were also experiencing the same events in the same manner. 

One immediate experience for a large portion of the Argentine population of the 

early 1940s was the increased availability of books and magazines, which was coupled 

with a largely literate population and with the rising social pressures to become informed 

beyond formal higher education. Historians Luis Alberto Romero and Leandro Gutiérrez 

have shown that, beginning in the late 1930s and through the mid-1950s, the Argentine 

market experienced a boom in publishing activities, primarily as the result of the Spanish 

civil war—a boom which made reading materials abundant and varied, with subjects 

ranging from art, literature, politics, science, psychoanalysis, music, fashion, and health. 
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Meanwhile, the educational and social changes experienced in Argentine society between 

the mid-1920s and the mid-1940s created a new lower middle class that was able and 

willing to consume these reading materials. In chapter 2, I argue that the young people 

who published Arturo were members of the lower middle class that Gutiérrez and 

Romero describe. As such, they were able to enjoy the widespread availability of reading 

materials that circulated by the early 1940s. 

 Another immediate experience for the young publishers of Arturo was the 

enthusiasm among vast sectors of the Argentine population concerning the defeat of 

Nazism and Fascism in Europe. The poetry published in Arturo included a few statements 

which reveal their authors’ opinions concerning the war. Furthermore, Arturo’s 

publishers were involved with literary circles that did not hesitate to verbalize their 

perception of the European events in editorials and front-page articles. These circles 

depicted Nazism as evil, as a form of ignorance, as barbaric, dark, and socially 

regressive. At the same time, they characterized the forces of “democracy” (meaning the 

Allied powers) as sources of goodness, knowledge and development, civilization, light, 

and social advance. When an obscure military group took the Argentine national 

government by force in June 1943, these literary groups also began to portray the new 

government policies as forms of evil, darkness, ignorance, and barbarism, while they 

envisioned the country’s expected return to democracy as forms of development and 

social advance.  In chapter 3, I argue that the Arturo artists lived these events closely and 

that, like the journal’s motto “invention against automatism” constructed a polarity 
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between reason and irrationality, the journal echoed the debates put forth by the literary 

circles they frequented. 

 Beginning in late 1944 and through 1948, a third experience became immediate 

for the Argentine population: the growing popularity of Juan Domingo Perón. One of the 

members of the military group that had seized the national government in June 1943, 

Colonel Perón soon gained followers with his policies of “social justice” while acting as 

Secretary of Labor and Social Security. On this platform, he also became president in 

June 1946. As president, he continued to put into practice his corporativist idea of social 

justice, coupling it with an emphasis on militarism and Catholicism. In chapter 4, I argue 

that it was almost impossible for the Argentine population in the second part of the 1940s 

to remain aloof from “Peronism,” as the epoch came to be called. Perón extensively used 

the mass media (radio, printed media, street images, and later, television), thus 

guaranteeing that every member of Argentine society was aware of his social policies. 

Like other intellectuals, the socially-concerned Concrete and Madí artists could not have 

been immune to this experience. Indeed, the Concrete artists’ emphasis in the 

revolutionary mission of non-representational art is in a stark contrast to Perón’s notion 

that political propaganda must evoke sentiment in order to attract the workers’ attention. 

Meanwhile, the Madí artists’ lack of interest in the photographic medium also suggests 

that they were aware that photography—amply used as a vehicle for Peronist 

propaganda—can play a key role in political propaganda. 

 In the early 1950s, Peronism continued to prevail as an immediate experience for 

the Argentine population. Yet as Argentina’s economy began to crumble and Perón 
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increasingly encountered opposition, political propaganda acquired new characteristics. 

Peronist propaganda became very simplified, extremely legible, and boringly repetitious. 

It also entered the most basic spaces of everyday life, as simplified portraits of Perón and 

his wife, Eva Perón, were printed on currency, stamps, and children’s’ school materials, 

given out as prizes in championships and contests, and printed in popular magazines. At 

this time, the Peronist government also began to invoke the notion that government 

services were efficient, as it built so-called modernist and fundamentally functionalist 

architectural structures. In doing so, the Peronist government both appropriated the 

rhetoric of efficiency and readiness to serve the public that earlier governments had 

already developed, and it also echoed the international trend towards architectural 

standardization of the 1950s. In chapter 5, I argue that a number of specific Concrete and 

Madí writings and works of art from the 1950s demonstrates the artists’ reactions to these 

Peronist developments. 

Describing the artists as persons who lived these experiences in an immediate 

manner is useful because, eventually, it enables me to analyze Concrete and Madí artistic 

production as a response to these experiences. With this in mind, I analyze a selection of 

Concrete and Madí writings and works of art as a response to texts and objects which the 

artists would have encountered as part of these experiences: a number of books published 

in Argentina by Spanish emigres and other local writers, statements concerning the doom 

of Nazism and Fascism, texts and images of Peronist propaganda, buildings constructed 

during the Peronist years, and others. As I articulate relationships between the artists’ 

production and other texts and objects circulating in Argentina in the 1940s and 50s, I use 
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the term ‘dialogue’—a term which suggests an analogy or an opposition between two or 

more cultural objects. Thus, I speak of a ‘dialogue’ when I describe analogies between, 

for example, certain texts published in the journal Arturo and a book by Adolfo Bioy 

Casares, or between a Madí work of art and a Madí musical score. I also speak of a 

‘confrontational dialogue’ when I create a contrast between a particular cut-out frame 

created by a Concrete artist and a particular piece of Peronist propaganda. I prefer the 

term dialogue because it suggests a ‘horizontal’ relationship, i.e., a relationship where 

there are no hierarchies. In other words, I do not wish to imply, for example, that a book 

by Bioy Casares influenced Arturo, or that Arturo appropriated Bioy Casares’ text, but 

that I, as a historian, can infer certain relationships between these objects, based on the 

relationship between the makers of the objects. Accordingly, my goal is not to prove that 

these dialogues actually ‘occurred’ or that my analysis is the only possible or the correct 

one, but to construct, in a historical manner, a number of situations in which certain 

events are likely to have occurred and in which certain interpretations are possible. 

I developed the notion of ‘immediate experience’ in order to accommodate the 

various historical events that I wanted to discuss in this study. In all honesty, this owed to 

the fact that, although the various theoretical texts I discuss at the end of this introduction 

had a profound impact in my conceptualization of Concrete and Madí art, none fully 

accommodated the range of phenomena I wanted to address. Furthermore, the notion of 

‘immediate experience’ serves to shorten the apparent distance between the artists and 

their social context, and ultimately, between the context and the artists’ production. Using 

it, I seek to avoid two interpretations of Concrete and Madí art which I find problematic. 
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The first is the suggestion—present in exhibition catalogs and in some recent 

scholarship—that regards the historical context as providing countless stimuli, regardless 

of how these stimuli could have reached the artists. The second is the opposite 

assumption: that Concrete and Madí artists responded only to the works and ideas of 

other artists—in other words, that artists only talks with other artists. This latter operative 

assumption is put to work in histories of Concrete and Madí art which focus on the 

internal chronology of the movements, since they tend to paint a picture in which the 

artists appear as hermetically sealed off from extra-artistic experiences. Meanwhile, the 

notion of ‘dialogue’ allows me to construct contextualized interpretations of Concrete 

and Madí production—in other words, to discuss the works of art as fully responding to 

situations that their makers lived during the time and the place when they existed. My 

own contextualized interpretations of the journal Arturo, and of Concrete and Madí 

paintings, sculptures, texts, and music are, indeed, the original contribution of this 

dissertation, coupled with my conceptualization that the artists acted in response to 

experiences they lived in an immediate manner. As a whole, I believe that this kind of 

analysis is valuable because it helps us understand how the marginal Concrete and Madí 

objects and texts find a niche in larger events and debates. 

My use of primary sources in this study deserves an explanation. To my 

knowledge, all the existing primary documents directly linked to the history of the 

Asociación de Arte Concreto-Invención, the Madí Group, and most documents pertaining 

the history of the later Concrete artists have been surveyed already, and my interviews 

with the artists did not yield significant new findings. While I initially looked—often 
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fruitlessly—for several missing documents mentioned in the artists’ writings or 

mentioned by the artists in the course of interviews, I eventually came to realize that my 

interest was not to uncover documentation of this nature. Working in this direction, in 

fact, only would have added very small details to already well-researched histories. My 

interest was, instead, to expand the existing primary documentation by widening its 

range, so that new interpretations of Concrete and Madí production would come to the 

fore. In this study, then, I regard every text, object, propaganda image, newspaper article, 

building, or music score that I discuss as a legitimate and relevant primary source, 

because these sources, in my interpretations, are capable of generating new meanings for 

Concrete and Madí art. 

This is not to say that I use primary sources uncritically. As discussed above, a 

large number of original Madí and Concrete works are lost, and many of the Madí and 

Concrete paintings and sculptures owned by collectors and currently exhibited may not 

be authentic or may have been tampered with in different ways. The most complete and 

reliable corpus of Madí and Concrete works exists only in reproductions published in 

primary sources, i.e., in photographs that appeared in artists’ journals (Arte Madí 

Universal (1947-1954), the Revista Arte-Concreto (1946), and Nueva Visión (1951-

1957). In view of this, when discussing a work of art in depth, I use works which were 

reproduced in these publications and, consequently, the reader will find that I often 

analyze art reproductions which illustrate works that no longer exist. For works I mention 

only briefly or as general examples, however, I tend to use recent photographs of works 

owned by museums and private collections, regardless of whether these works are 
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documented in primary sources or not. This is only because recent color photographs 

make good art reproductions, as opposed to the poor quality of xerox copies made from 

primary sources which I collected as I researched. 

The second problem with the works of art and their reproductions concerns the 

impossibility of dating them accurately. Many of the works simply cannot be securely 

dated due to a lack of reliable documentation.50 Since I rely on the artists’ journals as the 

main source from which to study the works, I use the dates in the journal issues that 

include a reproduction of a particular work as the working date for that work. For 

example, while in some secondary sources Fig. 2 is dated “1946,” I date it as of “ca. 

1948” because a reproduction of it was published in the second issue of Arte Madí 

Universal, which dated October 1948. I have also faced the challenge of responsibly 

handling retrospective statements by the artists, many of whom are still alive. While, for 

reasons explained above, many of these statements cannot be taken at face value, they are 

nevertheless interesting and suggestive of the artists’ interaction with other artists, 

cultural figures, and ideas. Therefore, I have critically examined these statements, using 

them as hints to guide my research but choosing not to take them at face value. 

My approach to Concrete and Madí art may be regarded as interdisciplinary since 

throughout this study, I discuss literature, international political history, Argentine 

political and cultural history, political propaganda, architectural history, the mass media, 

and music history. The approach itself is justified by the fact that Madí and Concrete 

artists themselves approached art making in this way. “Madí,” for example, sought to 

encompass painting, sculpture, architecture, poetry, music, and it made political or at 
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least ideological declarations. Similarly, the Concrete artists befriended and shared events 

with architects, poets, sculptors, musicians, and were affiliated with the Argentine 

Communist party. It should not come as a surprise, therefore, that the experiences of the 

Madí and the Concrete artists that I bring to the fore involve my delving into different 

disciplines. Related to this approach is the extensive use of secondary sources this study 

displays. I use secondary sources both as frames of interpretation for historical situations, 

and sometimes as sources of primary information. As I planned and wrote the 

dissertation, I was fully—at times painfully—aware that I had little expertise and often 

few resources to conduct primary research in Argentine literature, Peronist architecture, 

serial music, political propaganda, or cultural, political, and economic history. On the 

other hand, there exist various excellent studies that deal with these topics, and therefore, 

I have felt entitled to use them, and often the sources they cite, in order to produce 

original interpretations of Concrete and Madí productions. 

I have also made meaningful choices regarding the names with which I address 

the artists. Throughout this dissertation, I call the artists’ groups by the names they called 

themselves, as opposed to using other names that, though suggestive of valid 

interpretations of these groups, contribute to readily linking them with European art 

(“Abstract,” “Constructivist,” “Geometric,” “avant-garde”). Through the first three 

chapters, I refer to the subject of my study as the journal “Arturo” and to the “the Arturo 

artists.” “The Arturo artists” include the editors of Arturo (Arden Quin, Kosice, Bailey, 

and Rothfuss) and Maldonado and Prati, who also made significant contributions and 

later founded the Asociación de Arte Concreto-Invención. With the name “the Arturo 
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artists,” I wish to suggest that even though the figures that published and contributed to 

the journal did not constitute an organized group and did not have a group program, they 

still shared enough of the same interests and preoccupations to be regarded as having a 

common identity. 

In subsequent chapters, I use the names “Concrete art” or “the Concrete artists”—

an English translation of “Concreto”—and “Madí art” or “the Madí artists.” With the 

phrase “the Concrete artists,” I wish to refer both to the artists who were members of the 

Asociación de Arte Concreto-Invención, and to the artists who, after the dissolution of 

the Asociación in 1948, continued to call themselves “the Concrete artists” [“los artistas 

Concretos”]. During the period of the Asociación, the artists repeatedly spoke of 

“Concrete art” [“el arte concreto”] and “the Concrete artists” [“los artistas concretos”], 

but they also called their manifesto “Inventionist Manifesto” [“Manifiesto 

Invencionista”], their poetry “poetic invention” [“invención poética”], and the music they 

fostered “inventionist music” [“música invencionista”].51 In view of this, my choice to use 

the term “Concrete” [“Concreto”] deserves some discussion. The fact that the artists used 

the term “Concreto” may be seen as an indication that they simply adhered to the 

precepts of the Art Concret group founded by Theo van Doesburg in Paris in 1930, which 

the Argentine artists surely knew about.52 Their frequent use of the term “invención,” on 

the other hand, may be seen as an expression of their desire to maintain their 

independence from the European precedent, since the European Art Concret did not 

incorporate this term. In any event, it seems evident that while the allusion to Van 

Doesburg’s Art Concret may have been at work to some degree, the artists’ use of the 
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term “Concrete” is much more strongly linked to their very prevalent Marxist leanings. 

Maldonado, for example, stated that “[t]he true realist art does not seek to reflect, but to 

invent. Furthermore, to copy reality is not to affirm it; only the inventive attitude, in 

affirming the concrete, neither invalidates nor diminishes the world.”53 The Manifieso 

Invencionista, furthermore, stated that “Concrete art accustoms [us] to the direct 

relationship with things, and not with fictions of things.”54 Accordingly, “Concrete” 

meant ‘grounded in material reality’—the reality of the pictorial plane, for example—

and, in this conception, “the concrete” could not contribute to foster people’s illusory 

relationship with reality. 

As I see it, then, the use of the term “Concrete” was ideological in nature—not a 

mere indication of the artists’ adherence to Van Doesburg’s movement—and I prefer 

“Concrete” as the name of this group precisely because this name transpires the artists’ 

Marxist inclinations. In this respect, I differ from Pérez-Barreiro who, while also 

understanding the artists’ use of the term “concreto” as an indication of their Marxist 

beliefs, prefers the term “invencionismo.” The use of the term “invencionismo,” he 

argues, predated the use of “concrete” because the artists first developed it in relation to 

literature, which was their initial concern.55 With the dissolution of the Asociación de 

Arte Concreto-Invención around 1948, however, the artists’ Marxist leanings became less 

evident.56 During this second period, several artists—especially Maldonado, Hlito, Prati, 

and Iommi—continued to use the term “Concreto” to refer to themselves and their works. 

Yet at this point, their continued use of the term probably alluded to their newfound 
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enthusiasm about the production of the Swiss artists Max Bill, Richard Paul Lhose, and 

others, who also called themselves and their art “Concrete.” 

The phrase “the Madí artists” refers to the artists who were members of the 

Argentine Madí group founded in 1946 and which continued to exist until around 1957. 

Even though Arden Quin was a member of the Madí group at the moment of its 

foundation, I do not discuss his works because he left the group very early. Finally, while 

I differentiate between “the Concrete artists” and “the Madí artists,” I generally refer to 

the two artists’ groups simultaneously (“the Concrete and the Madí artists”). In this way, 

I wish to suggest that, rather than concentrating on what makes these groups different 

from one another, I focus on the groups’ many shared attitudes and on their simultaneous 

interaction with experiences they lived in an immediate manner in Buenos Aires between 

1940 and 1955. 

 

Some Methodological Sources 

In thinking about the particular case of ‘Concrete and Madí art,’ a number of texts 

helped me conceptualize relationships between objects and context. One such text was 

Dick Hebdige’s Subcultures: The Meaning of Style.57 In this book, Hebdige studies the 

British “subcultures” of the 1970s, especially Punks. He argues that the characteristic 

objects and practices of these subcultural groups—dress, appearance, language, ritual 

occasions, styles of interaction, music—are pregnant with meaning, and that they 

constitute a coherent “style.” According to Hebdige, these objects function semantically 

in two ways. First, they are the oblique expression of the subcultures’ challenge to 
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hegemony—oblique because this challenge is not articulated directly (through a political 

revolution, for example) but signified via objects and habits that confront other objects 

put forth by hegemonic culture. Secondly, these objects constitute a coherent style in 

which every object is semantically identical to others despite the fact that these objects 

take very different forms: for example, a safety pin (used by punks to pierce body parts) 

has the same semantic status as a swear word, since both objects used by the same group 

challenge the sense of propriety of the dominant culture. For my purposes, Hebdige’s text 

was useful because it provided a model in which concrete objects are interpreted as sites 

where symbolic cultural and political struggles take place. Admittedly, Concrete and 

Madí objects and texts are not the mundane objects which Hebdige addresses, nor can the 

Concrete and Madí artists be considered a subcultural group. On the other hand, Concrete 

and Madí artists did seek to antagonize the established artistic culture and held radical 

political ideas, while the objects and texts they produced continue to elude and resist 

interpretation. 

Because of these parallels, Hebdige’s text was useful in various ways. As I 

explained above, some of the scholarship on Concrete and Madí art has concentrated on 

constructing chronological histories of events or on the artists’ relationship with 

institutions but, as a whole, Concrete and Madí production has not been the focus of 

interpretation. In this respect, Hebdige provided a model in which this production could 

become the focus without loosing sight of the context. In the fourth and fifth chapters, for 

example, I argue that there is an unspoken antagonism between how the Concrete and 

Madí artists conceived of the role of images, and Perón’s ideas about the role of images. 
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While this unspoken antagonism takes place at the level of declarations, Hebdige’s text 

suggested an analysis in which this antagonism could be explored at the level of objects. 

In other words, it allowed me to envision Concrete and Madí works and texts as 

dialoguing with objects put forth by the Peronist government. Thus, I describe 

confrontational dialogues between, for example, a Concrete painting and an example of 

Peronist propaganda, and a Madí architectural model and an example of Peronist 

architecture. Secondly, guided by Hebdige’s model, I render Concrete and Madí objects 

as significant by making them equivalent to other manifestations created either by the 

Concrete and the Madí artists, or by other cultural figures or groups. For example, I 

regard Madí painting as equivalent to a Madí poem, or a Concrete “coplanal” as 

equivalent to the musical ideas of the Concrete artists. Following Hebdige’s model, I 

purposefully treat all types of Concrete and Madí production as equal, i.e., as deserving 

of the same level of attention, as opposed to privileging their visual production per se. 

This approach, indeed, is historically grounded since the Concrete and Madí artists 

produced works of art simultaneously with journals and manifestos, poetry, music, and 

architectural plans. To neglect the portions of their production which are not painting or 

sculpture, therefore, would significantly reduce the network of meanings that the artists 

probably intended. 

Roland Barthes’ Mythologies was also useful for conceptualizing the dialogues 

between Concrete and Madí objects, and Peronist objects. Barthes brings up the concept 

of the naturalized image (or text) as a myth, a construction, and not as a natural 

occurrence.58 Based on Saussure’s linguistic understanding of the sign as the arbitrary 
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unity of the signifier and the signified, Barthes proposes that myth is a second-level 

semiological system, in which the sign becomes the signifier of a second sign, which he 

calls “signification” or “myth.” The signified of the second system adheres to the second 

signifier from “outside,” that is, from history. Myth, then, is a type of speech which 

communicates; it is a sort of social usage which is added to pure matter, and its very 

principle is that it appears to transform history into nature because it is neither a lie nor a 

confession, but an inflexion. The receiver of a particular myth somehow ‘senses’ that the 

myth is a construction, but cannot completely grasp it as such because the myth seems to 

confirm reality—to make it evident. Barthes’s model, including the illuminating 

examples of myth analysis he provides in the first part of the book, is therefore a re-

politicizing tool for objects that appear as normalized, such as certain propagandistic 

photographs that the Peronist government circulated and which I analyze in this study. 

The argument I develop in chapter 2 is based on a notion which I call 

‘resignification.’ By resignification I refer to a situation in which various seemingly 

different terms refer to an interrelated set of meanings. I speak of a resignification 

between three polarities: that contained in Arturo’s motto, “invention against 

automatism,” and two other sets of terms which I trace through literary journals known to 

Arturo’s contributors: “Nazism” against “democracy,” and “civilization” against 

“barbarism.” I argue that these sets of polarized terms can be read as resignifications of 

one another because all three were developed as part of the same experiences—

experiences that were lived in an immediate manner by the Arturo artists and the other 

literary groups. The notion of ‘resignification’ owes, in part, to a text by Roland Barthes, 
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“Style and its image.”59 Here, Barthes refers to style as “a citational process.” He 

proposes that any text is a multiplicity of forms without content. In attempting to interpret 

a text or an art piece, each level of interpretation is never the last because the codes are 

never exhausted. The work contains no irreducible kernel but only layers of interpretative 

systems that keep on calling each other. Barthes’s text, in sum, is useful because in it he 

characterizes meaning (of texts or works of art, for example) not as essentially located in 

texts or objects but as constantly “citing” other texts and objects. In this situation, I 

interpret each of the three sets of polarized terms I analyze as implicit allusions to one 

another. In my interpretation, they give each other meaning as they keep calling each 

other. 

Louis Althusser’s “Ideology and Ideological State Apparatuses” was useful 

because the author illuminates how institutionalized practices, in themselves, reproduce 

ideology.60 Althusser’s thesis in this text is that ideology has a material existence. An 

ideology, he argues, always exists in an apparatus (or a system), and it always exists in its 

practice or practices (such as laws, habits, or rituals practiced in this system). Althusser 

gives the example of institutionalized religion, and argues that ideological subjects do not 

kneel following their individual religious beliefs but that they acquire religious beliefs in 

the practice of kneeling in the course of institutionalized rituals. Althusser’s example can 

be extended to many other situations in which ideology becomes tangible in practices and 

objects. Thus, subjects become patriotic in the act of raising the flag, or become 

indoctrinated to conform to social norms and hold certain beliefs in the process of 

acquiring an education, or define their gender in the act of dressing in distinct ways, and 
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many others. Althusser’s text was key to help me, as a historian, conceptualize 

propagandistic Peronist objects and rituals (coins, stamps, trophies, textbooks, chants, 

posters, key chains) as the material sites of an ideology that, over half-a-century ago, 

interpellated Argentine people while these people were manipulating these objects—as 

opposed to perceiving them as images that merely record a long-gone time period. 

Theodor Adorno and Max Horkheimer’s “The Culture Industry: Enlightenment as 

Mass Deception” (1944), documents how Marxist intellectuals writing in the 1930s and 

40s felt in view of the seemingly unbeatable capitalist system and the ‘vulgarization’ of 

culture that this system stimulated.61 The authors connect cultural commodification and 

vulgarization with loss of individual creativity, with the use of ‘like-life’ images and 

themes that seek to make the viewer indifferent to his or her oppressed situation. They 

make a critical analysis of what they call “the culture industry” or the concept of culture 

as an industrial product distributed by the mass media. The culture industry is a business 

(rather than a spontaneous cultural production) that certain sectors in society (the 

bourgeoisie) make and distribute through radio, film, television, and magazine 

publication. The authors also point out that the culture industry robs individuals of any 

creative or interpretative capacity because its products cater to statistics rather than to real 

individuals, and because they are purposefully “like” the reality of the consumers. Thus, 

the culture industry prevents individuals from detaching themselves from their alienated 

lives. Finally, the authors criticize the aesthetic propounded by the culture industry as an 

aesthetic of effects, of obvious touch and technical detail rather than of the work itself. 

Adorno and Horkheimer’s argument is particularly revealing with respect to the feeling 
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of de-individualization and undifferentiated response that mass culture elicited, and thus, 

they provided me with ways to analyze Tomás Maldonado’s 1950s’s views on 

communication and on the culturally politicized role of the avant-garde. While I 

acknowledge the historical distance that separates Adorno & Horkheimer’s text from 

Maldonado’s writings, this was still a useful source to give direction to my investigation. 

 

Organization 

The dissertation is organized in two parts. The first three chapters address 

different aspects of the journal Arturo. In the first chapter, I revise possible readings of 

the journal’s statements, and I reassess the possible impact of Torres-García, Huidobro, 

Stern, and Fontana in its formation. In the second chapter, I address possible textual 

sources for Arturo in publications by Spanish emigres and in a selection of works by 

Argentine writers.  In the third chapter, I contextualize Arturo’s statements within debates 

about the outcome of World War II which I trace through a selection of literary journals. 

Part II focuses on Concrete and Madí works, texts, and music created or published 

between 1946 and 1955. In the first chapter within part II (chapter 4), I address Concrete 

and Madí works in the context of the popularization of Perón during 1945 and 1948. In 

chapter 5, I discuss another selection of works as reactions to Peronist propaganda and to 

the architecture sponsored by the Peronist government during the first part of the 1950s. 

Finally, in chapter 6 I discuss a selection of Concrete and Madí works in relation to the 

ideas of musicians that were associated with the groups. In the conclusion, I evaluate the 

themes that consistently appear through the dissertation. 
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CHAPTER 1 

Some problems with Arturo: review and assessment 

 

 The now-legendary journal Arturo, published in Buenos Aires in 1944, today is 

considered the key statement that signaled the beginning of Concrete and Madí art in 

Argentina.62 The publication’s major innovation was that its pages declared, for the first 

time among Argentine artists, the notion that art’s worth resided in its status as an entity 

completely divorced from the observation of nature and from subjective feeling. Arturo, 

in any event, not only attacked the conventional ways to understand artistic 

representation but its editors and central contributors also differentiated from other 

contemporary artists in that they did not pursue the traditional ways to obtain an artistic 

education and to attain prestige in the art world. They either chose to not attend or 

dropped out of the traditional art schools, disregarding the training for making art and 

turning to literary expressions instead. Arden Quin and Kosice, for example, did not 

study art but briefly attended the School of Humanities at the Universidad de Buenos 

Aires. Maldonado was a student at the National Academy of Fine Arts but did not 

complete his studies, while Rothfuss attended the Círculo de Bellas Artes de Montevideo 

for only three years. The artists also never participated in state-sponsored competitions, 

i.e., national, provincial, or municipal salons, which were the traditional avenue to obtain 

prestige, visibility, grants, and other monetary prizes.63 They also did not travel to Europe 

until later in their careers. It is no exaggeration to say, then, that the Arturo artists 

established themselves as pariahs within the Argentine art world. 
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Only one issue of Arturo appeared and, according to Kosice, nobody took any 

notice of it.64 Indeed, there is no documented evidence of any kind of reception of these 

artists’ ideas until after they launched their first exhibitions in 1946. Arturo consisted of 

an assemblage of essays, poems, and art reproductions. The table of contents defined the 

publication as a “journal of abstract arts” which would appear four times a year. The 

single issue contained untitled essays by three of the editors—Arden Quin, Kosice, and 

Bailey—and Rothfuss’s “El marco: un problema de plástica actual” [“The frame: a 

current plastic problem”]. A last essay was “Con respecto a una futura creación literaria,” 

[“With respect to a future literary creation”] by the Uruguyan artist Joaquín Torres-

García. There were also poems by the Chilean poet Huidobro, the Brazilian poet Murilo 

Mendes, and by Kosice, Bayley, Arden Quin, and Torres-García. The cover was a 

woodcut by Maldonado and the vignettes were by Prati. There were also art 

reproductions by Maldonado, Prati, Rothfuss, Torres-García, Augusto Torres, and by the 

Portuguese painter Vieira da Silva. Rothfuss’s essay included illustrations of works by 

Mondrian and Kandinsky. 

The essays published by Arden Quin, Bayley, and Kosice are very different but 

they share a few thematic threads. The first concerns the artists’ opposition to the 

representation of nature and to personal expression, either through literary or visual 

means. Arden Quin argued that “[i]t is evident, then, that expression can no longer be 

what dominates the spirit of contemporary artistic composition, much less representation, 

either magic or of symbols.”65 Bayley criticized the fact that throughout the history of art 

“an image was [always] born as the sign of a personal, conceptual, or natural reality, etc, 
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but never as an independent and autonomous reality, as a true living entity.”66 All three 

writers also believed that overcoming illusionism and representation was the 

groundbreaking step into a new and better personal and social reality. Kosice thus argued 

that “Abstract art. . . will guarantee the harmony of the polidimensional, without the need 

for psychical adaptations.”67 

Another recurrent subject in Arturo was the writers’ opposition to “onirism,” 

Surrealist “automatism,” and especially to the work of Salvador Dalí. Thus, Arden Quin 

wrote: “At the present moment, expressionism, oniric automatism, etc., bring nothing but 

backwardness and returns. And they must be torn out, abolished.”68 Kosice stated that: 

“Yet this sheer onirism would lead to an even greater stupidity, since its only source 

would be a constant and systematic evasion.”69 Finally, Bailey criticized Dalí saying that 

“There is also nothing with Dalí, whose art based on images that are copies of passed 

experiences imply only a reaction.”70  

 The last feature which appears in Arturo is the defense of “invention.” Opening 

the journal, this term appears three times in the back cover (Fig. 27). There are two 

dictionary definitions, one which defined the act of inventing (“inventar”) and another 

which defined the result of inventing (“invención”). They read: “TO INVENT: To find or 

discover by means of ingenuity or meditation, or through sheer chance, a new or 

unknown thing./To find, imagine, create, his/her work the poet or the artist. 

INVENTION: Action and result of inventing./ Invented thing./ Finding.”71 Both 

definitions, thus, seemingly accepted that “invention” could entail various processes—

meditation, chance, and finding—and, that the artists did not necessarily exclude the role 
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of unconscious thought or chance in the creative process. Immediately below, however, 

appeared the phrase “invención contra automatismo” [invention against automatism], 

which apparently contradicted the statements above because, in opposing invention 

against automatism, it excluded unconscious thought and chance from the act of 

inventing. 

“Invention” is also defined throughout the essays. Bailey stated that: 

Any preoccupation about representation, any willingness to turn the work of art 
into an interpreter of no matter which interior reality, of which subtle and new 
attitude, any symbolism, even if very diffuse, falsifies the image and deprives it of 
any aesthetic value. Today, novelty can reside in nothing but the image invention. 
Every realism is false, every expressionism is false, every romanticism is false.72 
 
With this statement, Bailey’s essay opposed the image-invention to 

representation, expression, and “interior reality,” and he seemingly contradicted the 

dictionary definitions. Finally, Arden Quin wrote that “[i]nvention implies first 

imagination flowering with all its contradictions; and then conscience ordering it and 

cleansing it from any naturalistic or representational image (even dreams), and from 

symbols (even subconscious).”73 He therefore regarded “invention” as a creative method 

which began with automatic drawing or writing but which was then controlled by clarity 

and reason. Once again, this seems to challenge the dictionary definitions since he 

characterizes “invention” as a process that starts with uncontrolled expression but is then 

corrected by conscious control. 

Many other contradictions are evident in Arturo. While the journal attacked 

onirism, Surrealist automatism, and figurative representation, the works of art included in 

the publication avoided neither figures nor gestural renderings. The most evident example 
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is Maldonado’s cover (Fig. 28), in which spontaneity and gesture emerge very clearly. 

Furthermore, various other art reproductions allude to figures (for example, Fig. 29, Fig. 

30, and Fig. 31)—except Prati’s vignettes (Fig. 32, Fig. 33, Fig. 34), Maldonado’s 

drawings (for example, Fig. 35), and Mondrian’s and Kandinsky’s illustrations (Fig. 36 

and Fig. 37). The presence of figurative images in the journal seems to contradict the 

staunch anti-representational and anti-evocative stance declared by the artists in the 

essays. An impression of lack of structure also prevails in the journal’s organization. 

While the table of contents (Fig. 38) neatly organizes the contributions placing the 

essays, the poems, and the art reproductions in separate categories, inside the unpaginated 

magazine all contributions appear in seemingly random order. The only exceptions are 

Torres-García’s essay, poems, and drawing, which are placed consecutively. 

 

Arturo’s contradictions 

The internal contradictions that are evident in Arturo—i.e., the inconsistent 

definitions of invention, plus the coexistence of gestural/figurative visual materials with 

strong declarations against Surrealism, automatism, and figurative representation—are 

puzzling. Can they be explained? Gabriel Pérez-Barreiro brings up the seemingly 

conflicting features of the dictionary definitions of “invention,” arguing that invention 

referred not to a creative method (as Arden Quin suggests) but to an inventive result. He 

thus states that “[i]nvention was to be an absolute quality, not a method with which to 

achieve a goal, as in Surrealism. By defining invention in the broadest terms, the artist 

was free to use chance, imagination or logical thought as means, as long as the result was 
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inventive.”74 According to Pérez-Barreiro, the artists’ attack of Surrealism was more 

complex than it seemed at first. He argues that: 

Surrealist automatism proposes the supremacy of the unconscious and explores 
the mechanisms through which the actions of the conscious mind can be 
diminished.  If, however, invention can be the result of either logic, meditation or 
chance, it belongs as much to the conscious as to the unconscious world.75 
 
Arturo’s contradictions, however, may also be attributed to the experimental 

character of the publication and the anarchic characteristics of the editorial committee. 

Since Arturo did not have a single editor or an acknowledged leader, differences and 

even contradictions were bound to surface almost immediately—as they did, in fact, 

shortly after the journal was published. Secondly, the poems which Kosice, Bailey, and 

Arden Quin presented in Arturo were—if one is to follow the documented evidence—the 

first literary experiences they presented to the public. Even though Maldonado had 

published a “Manifiesto de los cuatro jóvenes” [“Manifesto by the four young men”] with 

three other artists in 1941, his drawings and the woodcut of the cover were also the first 

artistic output he is known to have shown, and Prati’s vignettes are the first drawings that 

are recorded by her.76 It is not surprising, then, that in this situation the artists would have 

incurred inconsistencies. Finally, there may have existed practical problems with the 

collection of materials. Kosice claims that Maldonado turned in the print for the cover 

without much notice, and that the editors were forced to rush it to the printer to meet a 

deadline. Kosice thus implied that, had the editors seen the look of the woodcut earlier, 

they would not have accepted this image as the cover of their journal.77 

In any event, and in spite of the inconsistencies, the thematic thread that most 

clearly emerges in Arturo concerns the concepts which the artists opposed—
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representation, illusionism, Surrealist automatism, and onirism. Above everything else, 

the artists’ essays focus on their critique of these concepts, and “invention” emerges as 

everything that, in principle, they do not critique. Thus, “invention” comes to signify 

“novelty” (as opposed to the old),78 “a pure image” (as opposed to representation or 

allusion to reality),79 “control” and “reason” as opposed to “automatism” and 

“expression.”80 “Invention” signified everything that “automatism” did not imply—an 

interpretation which is rooted in the statement “invención contra automatismo” and in the 

arguments displayed by Kosice, Arden Quin, and Bailey. As I see it, the gestural and 

figurative illustrations, the broad dictionary definitions, and the inconsistent organization 

owe not to the fact that the artists contemplated an all-inclusive definition of invention 

but to the experimentation and the mishaps that characterized the publication of Arturo. 

Even though the preoccupation with defining “invention” as a positive concept 

barely surfaces in Arturo, this concern became central for the artists immediately after the 

journal was out. In 1945, it found its material expression in the plaquettes Invención 1, 

published by Kosice, and Invención 2, published by Bailey—publications which, being 

planned by the volatile group but published individually, reveal the tensions between the 

artists which would explode in 1946 and afterwards. Yet in late 1943-early 1944, when 

the artists were collecting contributions and making practical decisions, the notion of 

“invention” was still very much associated with what the artists perceived as opposed to 

automatism, representation, and expression. 

 

 



 55 

 

Arturo’s sources 

A second question which has repeatedly puzzled scholars concerns how the 

Arturo artists came to conceive of the general ideas that prevail in the journal. Regarding 

the nature of these ideas, there is no doubt that the journal’s publishers were informed to 

some degree about the problems of Cubism, Surrealism, Neoplasticism, Russian 

Constructivism, Expressionism, Dada, and Surrealism, since they specifically cited these 

movements and others. Bailey, for example, stated that “Dadaism, Surrealism, 

Creacionismo set the bases for the conception of the new image.”81 Rothfuss’s essay also 

showed that he interpreted the history of modern art in formalist terms, as he wrote that: 

“It is this desire to express the reality of things that took painting to an ever more abstract 

aesthetic, as it moved from Futurism and culminated in the last epoch of Cubism, Non-

Objective art, Neoplasticism, and also Constructivism in its abstract mode.”82 Besides 

illustrating his essay with works by Mondrian and Kandinsky, Rothfuss also provided a 

direct quote by Guillaume Apollinaire; he cited specific textual sources, such as 

Gauguin’s “Notes Eparces” and Guillaume Janneau’s Art Cubiste. Since the Arturo artists 

did not travel to Europe until later in their careers, scholars have repeatedly wondered 

how they became aware of the European movements, what kind of information they 

obtained, and how they incorporated it into their own formulations. Many scholars argue 

that they were transmitted knowledge about European art through various individuals 

who had been active participants in the European avant-garde, and who were then living 

in Argentina, Uruguay, and Chile. These individuals were the Uruguayan painter Joaquín 



 56 

Torres-García, the Chilean poet Vicente Huidobro, the German photographer Grete Stern, 

and the Argentine-born sculptor Lucio Fontana. 

Torres-García was born in Montevideo in 1874 but moved to Europe in 1898, 

where he became well acquainted with Theo Van Doesburg, Piet Mondrian, Georges 

Braque, Juan Gris, Pablo Picasso, Le Corbusier, Cesar Domela, and the Belgian critic 

Michel Seuphor.83 In 1930, he founded the group and journal Cercle et Carré with 

Seuphor. Returning to Montevideo in 1934, he launched a campaign promoting his 

“Constructive art.” This included lecturing about the work of the European artists to 

whom he considered himself indebted–Cézanne, Picasso, Braque, Mondrian, Ozenfant, 

Gris, Hans Arp–and the trends which he admired–Post-Impressionism, Cubism and 

Neoplasticism. He even illustrated his lectures with lantern slides he made out of art 

reproductions published in the European art journals which he had brought from his 

sojourn. He eventually collected and published his lectures in a massive volume entitled 

Universalismo Constructivo: Contribución a la Unificación del Arte y la Cultura en 

América [Constructive Universalism: Contribution to the Unification of Art and Culture 

in America], published in Buenos Aires in 1944.84 That Torres-García was exchanging 

ideas with the Arturo artists before and around 1944 is documented in two ways. First, 

the Uruguyan artist contributed poems, an essay, and a drawing to Arturo. Secondly, his 

diary contains ten succinct entries which record that, starting on March 1943 and through 

June 1944, some of the Arturo artists made several visits to his workshop in Montevideo. 

With nine entries, Rothfuss was by far the most frequent visitor, followed by Arden Quin, 

whose name he recorded three times. Maldonado also visited him once around the time of 
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Arturo’s publication.85 Torres-García’s contribution to Arturo was probably negotiated in 

the course of these encounters.86  

Cristina Rossi has written an extensive critical article reporting on the conflicting 

accounts of the Concrete and Madí artists regarding the impact of Torres-García, and 

most importantly, on the circulation and reception of Torres-García’s work and ideas in 

Buenos Aires in the early 1940s.87 As Rossi shows, while just about every artist agrees 

that Torres-García’s presence near Buenos Aires was important for Arturo, there is 

disagreement about what exactly Torres-García provided the artists with. Some artists 

and scholars perceive Torres-García’s own work and ideas as an influence in the 

development of Concrete and Madí art. Alfredo Hlito acknowledged being influenced by 

Torres-García in his early career, and in 1945 he painted works which clearly resemble 

those of the Uruguayan artist (Fig. 39).88 Manuel Espinosa, also left paintings from 1944 

which clearly rely on Torres-García’s use of the grid. Among the scholars, both Agnès de 

Maistre and Shelley Goodman describe the early years of Arden Quin as heavily 

influenced by Torres-García’s ideas, via his interest in primitive art.89 Torres-García’s 

influence has also been implied by most exhibitions of Concrete and Madí art, in which 

museum or gallery visitors encounter works by Torres-García and sometimes by other 

members of the Asociación de Arte Constructivo as they enter the show and before they 

see any Concrete or Madí works.90 The implication of this arrangement is that Torres-

García’s ideas and work, which were available since the mid-1930s to the Concrete and 

Madí artists in a neighboring country, were a relevant reference for the Argentine artists. 
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On the other hand, scholars such as Pérez-Barreiro, Gradowiczyk, and the artists 

Maldonado and Kosice disagree.91 They argue that Torres-García acted as a plentiful 

source of information about European art—through his own personal experience of the 

European avant-garde and his willingness to discuss it with young artists—but that his 

own work and ideas—i.e., his personal version of Constructivism, called Constructive 

Universalism—did not make an impact on the Arturo artists. They argue that Torres-

García’s work was attached to a symbolic form of figuration which the artists apparently 

found too literary. In 1946, these differences with Torres-García became evident in a 

series of articles exchanged between Revista de Arte Concreto and Removedor, the 

journal of the Asociación de Arte Constructivo, led by Torres-García. In response to a 

series of attacks against Concrete and Madí art published in Removedor, Maldonado 

published an article entitled “Torres-García contra el arte moderno” [Torres-García 

against Modern Art”].92 He stated that: 

Uruguyan so-called “Constructivism” is the typical example of an eclectic mix. In 
the Constructive works of Torres-García we find Cubism (bad Cubism), 
Impressionism, 19th century pastiche (especially that), and cheap symbolism (suns, 
pictographic dolls, little fish).93 

 
Maldonado also complained that Torres-García used the golden section as a 

compositional guide: 

Both Torres-García’s so-called “Constructive art” and “painting” are made 
advocating the golden section. Attached to Pitagorean idealism, to the mystique of 
the number, to a philosophy from 2500 years ago, forgetting or ignoring the new 
conquests of modern science, Torres-García thus promotes a composition based 
exclusively on an arithmetic and a geometry from elementary school.94 
 
In 1946, both the Concrete and the Madí artists openly rejected the notion of the 

golden section because it implied an apriori standard in the process of creation—and 
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especially one which was associated with classical art. Inventions were to be true 

inventions, not guided by a given pattern or number. Defiantly, Maldonado wrapped up 

his essay stating: “The battle for an authentically modern art is, without a doubt, the 

battle for invention.”95 

As this statements show, in 1946 both the Concrete and the Madí artists no longer 

followed Torres-García’s ideas. Yet it should be noted that many tenets in Arturo, as they 

appeared in 1944, resonated with some of the ideas which appeared in Universalismo 

Constructivo, also published in 1944. Even though the printing of Universalismo 

Constructivo was finished shortly after Arturo was published96—and therefore, the Arturo 

artists would not have had access to the book itself—it is likely that the ideas which 

Torres-García discussed with the artists during their encounters would have been those 

which would soon appear in this book. In most of the lectures that the Uruguyan artist 

published in this book, he pleaded for an art which rejected the imitation of nature and 

employed purely plastic means: lines, planes, and colors. He also supported and practiced 

an art which “excluded…that which is dramatic, expressiveness, the subjective, since this 

is the course through which the romanticist goes.”97 It was this tendency to romanticism, 

he argued, that always led art to representation. Just like the editorial essays in Arturo, 

Torres-García stated that art was evolving, and that the only way for it to evolve was to 

abandon the representation of reality and subjective expression. Thus, he stated, “[t]hose 

who do not abandon the old rule of subjective expression and of representation for the 

sake of representation will not be in the evolved level of today.”98 In a “lesson” written in 

1941 but reprinted in Universalismo Constructivo—and eloquently entitled “Cubismo, 
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Neoplasticismo, Dadaísmo, Superrealismo frente al Universalismo Constructivo,” 

[“Cubism, Neoplasticism, Dadaism, Superrealism, facing Constructive Universalism”]—, 

Torres-García stated that Surrealism was “the aberration of the dark soul.”99 He stated that 

Surrealism existed because Cubism had all too soon abandoned its revolutionary quest for 

order and geometry. He pleaded: “Against that disorder, order; against that sickness, 

health; against that decay, youth; against that seizing excitement, serenity.”100 Torres-

García’s views on Surrealism (at least as expressed in Universalismo Constructivo) were, 

in fact, very close to those manifested by the Arturo artists. 

In the essay he contributed to Arturo, Torres-García’s description of the creative 

process of “construction” also largely paralleled the description that Arden Quin made of 

“invention.” As explained above, Arden Quin described “invention” as a process which 

moved from automatic writing or drawing to control and reason. Meanwhile, Torres-

García stated that, in the first moment of creation, it was appropriate for the artist or the 

poet to “open the gates, let everything pass through. Everything except the sensible. 

Everything is welcome in the name of madness, in the name of free, uncontrolled, brave, 

and aggressive expression.”101 This first moment, he claimed, was key to eliminate “the 

bad habit of descriptive naturalism, which we must remove from our spirit.”102 After this 

moment, however, Torres-García called for the second moment, the moment of 

“construction.”103 In this moment, he stated, artists must concentrate on the structure of 

what they were creating rather than on the individual parts of the object. Thus, he wrote: 

“[n]o longer the individual things but the rhythm in which they now are, which is the 

essence of poetic creation.”104 The poems which Torres-García contributed to Arturo, 
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entitled “Divertimento” [Fun Piece] and “Divertimento II” [Fun Piece II], appeared at 

first sight to consist of images freely annotated as they were being thought out, because 

they did not have, as Torres-García put it, “a logical order,” i.e., semantic coherence.105 

On the other hand, the poems maintained a constant and agile rhythm, i.e., a structure, 

throughout their duration, which was created by constantly substituting some elements in 

the rhyme while maintaining others. A given section in “Divertimento” read, for 

example: 

Las luces astrales 
y los avestruces 
son cosas iguales. 
Las cosas iguales me causan pavor. 
Diez dientes 
diez dedos 
las cosas iguales fatales. 
El aspero yeso 
y el barniz espeso 
la brea 
el lacre 
y lacra de alacran 
son.106 
 

In this poem, there is no systematic rhyme or measured verse, but Torres-García 

maintains a rhythm by repeating sounds, syllables, and diphthongs. At the same time, he 

constantly breaks the semantic coherence of the verses. The poem is, therefore, 

equivalent to a painting that avoids representing the natural world but which maintains an 

inner structure. While it is possible that the author initially organized the words by 

chance, it is evident that throughout the poem he maintained a vigilant attitude by 

purposefully repeating sounds within short and discontinuous verses. In maintaining a 
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corrective attitude to the products of chance, Torres-García echoed the process which 

Arden Quin described as “invention.” 

On the other hand, a close comparison of the above-quoted fragment of Torres-

García’s poem and any of the poems that Kosice or Bailey submitted to Arturo shows 

important differences. Kosice’s “Densidad del Paisaje Abandonado” [“Density of the 

Abandoned Landscape”], for example, read: 

“Clase de mapas y límites” (descriptiva) 
Jeroglífico ontogenia 
Algunos peldaños 
Captura al nivel del juicio 
Inmensa cercanía civilizada 
Gratis107 
 

The poems by the Arturo artists have much less of an internal structure than those 

by Torres-García, which, in comparison, seem ruled by the repetition of few but 

detectable common patterns. These different poetic notions, perhaps, were an early 

symptom of the bitter criticisms that the Arturo artists would make about Torres-García’s 

use of the golden section two years later, and, ultimately, of the significant differences 

that exist between Torres-García’s Constructive Universalism and Concrete and Madí art. 

  A second figure who was known to the Arturo artists was Vicente Huidobro. Born 

in Chile in 1893, Huidobro first discussed his aesthetic of Creacionismo in 1912 and 

developed it throughout the 1920s and 30s. He stated that a poem is “a thought so alive 

that, like a plant’s spirit, has its own architecture; it adorns nature as a new thing.”108  

Between 1916 and 1932, Huidobro alternatively resided in Paris and Madrid, with a few 

brief visits to Chile. In Europe, he was actively involved with various avant-garde circles 

at different times, among which he created and promoted Creacionismo. In 1917, he 
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founded the journal Nord-Sud with Pierre Reverdy and Max Jacob, and became friends 

with Pablo Picasso and Jacques Lipchitz. In 1918, he regularly attended Ramón Gómez 

de la Serna’s tertulia at El Pombo. In 1920, he supported the purist line promoted by 

L’Esprit Nouveau’s founders, Ozenfant and Jeanneret. In April 1921, he founded 

Creación/Creation, a journal of all the arts with its contents written in various languages. 

In 1925, at a public conference at La Sorbonne, he attacked Surrealism and Breton’s 

automatic writing, and in 1931, he published his most important poem, Altazor. Back in 

Chile in 1932, he corresponded with Torres-García (living in Uruguay since 1934). 

That the Arturo artists knew Huidobro’s work is clearly documented in the journal 

in several ways. First, Rothfuss made a statement using a direct quotation by Huidobro: 

At this moment, when it seems that the artist is furthest from nature, Vicente 
Huidobro will say: “Never has man been closest to nature than now that he tries 
not to imitate it in its appearances but does as it [nature] does, [he] imitates it in 
its deep constructive laws, in the realization of the whole [un todo] inside the 
mechanism of production of new forms.”109 
 
Bailey also praised Creacionismo in his essay, as he stated: “Dadaism, 

Surrealism, Creacionismo, when they give pure images, without worrying about their 

agreement [the images’] with external realities, set the bases for the conception of the 

new image. This is the most important aesthetic idea of the time we are living.”110 Finally, 

Arturo included a poem by Huidobro (“A woman dances her dreams”). Kosice states that 

to obtain this poem, he went to the Chilean consulate in Buenos Aires seeking 

Huidobro’s address in Chile, so as to ask him to submit a contribution.111 

Pérez-Barreiro has argued that Huidobro’s ideas were an important influence for 

the Arturo artists. Because in 1944 the Arturo artists were primarily concerned with 
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poetic creation, Huidobro’s poems provided them with a Spanish-language model which 

was an alternative to Surrealism—“a model of verbal invention without either the random 

or destructive elements of Dada poetry nor the pretensions of Surrealism to express the 

subconscious.”112 Pérez-Barreiro detects the influence of Huidobro’s poetic style in the 

poems that Arden Quin, Kosice, and Bailey published in Arturo, and also argues that 

there are remarkable similarities between Huidobro’s concept of Creacionismo and 

Arturo’s concept of invention, as developed by Arden Quin, Bayley, and Kosice in their 

editorial essays. As explained above, this scholar characterizes the concept of “invention” 

not as a technique or a process that necessarily included or excluded either unconscious 

thought or control, but as a poem or object in which the absolute quality of invention 

prevailed. In this respect, Pérez-Barreiro finds that “Huidobro's insistence on creation as 

an absolute value, independent of a technique or style” is very similar to Arturo’s concept 

of invention.113 In a less specific interpretation, it seems evident that the Arturo artists 

admired the Chilean poet because of his renown as a poet of the first avant-garde who 

insisted, like they did, that art must be different from nature. It also seems likely that they 

sought Huidobro’s contribution not only because he was a valid referent but also because 

he spoke their language, lived in a neighboring country, and was thus easy to reach. 

 Mario Gradowczyk, Nelly Perazzo, and Adriana Lauría have suggested (though 

not explicitly argued) that Grete Stern, German photographer and former Bauhaus student 

living in Argentina in the 1940s, acted as a source of information about the European 

movements for the Arturo artists.114 In 1927 and 1928, Stern studied privately with Walter 

Perterhans, and in 1932 she studied with him at the Bauhaus in Dessau. In 1936, she and 
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her husband Horacio Coppola moved to Argentina, where Stern developed an active 

career as a professional and commercial photographer. Kosice has stated that, upon 

meeting Stern in 1945, he had someone translate the German Bauhaus books which she 

had brought from Dessau.115 Contacts between Stern and the Arturo artists dating to 1945 

are documented in an announcement and a photograph of the exhibition held at Stern’s 

house in Ramos Mejía (Fig. 40). The photograph shows most of the Arturo artists 

mingled with a larger crowd at Stern’s house. I would like to note, however, that this 

document dates to 1945, that is, the year following Arturo’s publication; that there is no 

evidence that Stern was in contact with the Arturo artists before 1945; and that none of 

the artists claim that they met Stern before 1945. In 1943, the Arturo artists would have 

been able to see Stern’s own work at an exhibition she held at the Müller Gallery in 

Buenos Aires, but I am inclined to believe that they would have found her work far too 

realist (in the broad sense of the term). At this exhibition, Stern showed head portraits 

(for example, Fig. 41 and Fig. 42) which critic Luis Priamo has called “classical” for their 

simplicity and neutrality.116 While these portraits could be considered ‘modern’ for their 

emphasis on form, and for their lack of anecdotal or superficial context, it is unlikely that 

the Arturo artists would have regarded them as “inventions,” since Stern’s main objective 

was to capture the human head and the singular features of the individual represented. 

 Last but not least, some scholars have also explored the implications that Lucio 

Fontana’s presence in Buenos Aires between 1940 and 1947 may have had for the 

development of Argentine Abstract art. Born in Argentina in 1899, Fontana moved to 

Milan at six years of age, returned to Argentina at twenty-three, and then went back to 
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Milan in 1927. Throughout these formative years, he received training as a sculptor in 

very varied settings: technical, commercial, and academic. In 1934, he experimented with 

abstract sculptures (for example, Fig. 43) and in 1935 he signed a manifesto with the 

Milanese Concrete Group and exhibited with it at the First Collective Show of Italian 

Abstract Art in Turin. The same year, he was also part of Abstraction/Creation. Art non 

Figuratif 35, and his work was exhibited next to works by Kandinsky, Bill, László 

Moholy-Nagy, Georges Vantongerloo, Kurt Seligmann, and Auguste Herbin. A recent 

catalog states that “already in the first part of the 1930s, Fontana appears at the center of 

the artistic quests of the European avant-garde, between figuration and non-figuration.”117 

Returning to Argentina in 1940, where he would stay until 1947, he assiduously and very 

successfully participated in very varied artistic settings, submitting works to salons, 

accepting public commissions, and teaching.118 His production from this period, however, 

may be described as an expressionist kind of figurative sculpture (for example, Fig. 44), 

and except for its emphasis on the textures and qualities of materials, it is very different 

from the abstract or concrete sculpture he had produced and exhibited in Europe in the 

1930s. In 1946, while teaching at the Escuela Altamira (a non-traditional art school), his 

students signed the Manifesto Blanco [White Manifesto], which Fontana (who did not 

sign) claimed to have inspired and supported. 

In an interview held in 1989, Maldonado claimed that he and other Concrete 

artists used to have long and spirited arguments with Fontana, in which they accused him 

of artistic conservatism.119 Based on these reported contacts, Perazzo provides a detailed 

discussion of Fontana’s possible influence on the Concrete artists, and Enrico Crispolti 
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argues that Fontana constituted an “antecedent” for Argentine Abstract art.120 Kosice has 

claimed that the exhibition that the Madí group held at the Escuela Altamira in 1946 was 

organized on the basis of his contacts with Fontana.121 Yet, as with the case of Grete 

Stern, there is no evidence that any of these conversations or exchanges took place before 

Arturo’s publication in 1944. 

 In conclusion, the nature and intensity of the relationship between the Arturo 

artists and Grete Stern, Lucio Fontana, Vicente Huidobro, and Joaquín Torres-García 

continues to be a matter of debate. Nevertheless, scholars (myself included) cannot deny 

that there is a possibility that these exchanges took place and that they may have 

contributed to provide the Arturo artists with information about the European avant-

garde, thus firing the debates that surfaced in Arturo. 
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CHAPTER 2 

Books as sources: Arturo and the Argentine editorial boom of the early 1940s 

 

When discussing Arturo’s possible sources, scholars have generally looked at the 

impact of particular persons with whom the Arturo artists may have interacted around the 

time they launched their publication—Torres-García, Stern, Huidobro, Fontana. Yet there 

is also the possibility that sources published in Argentina in the early 1940s—books and 

periodicals—may have had an impact as well. The question of what was possible to read 

in Buenos Aires in the late 1930s and in the early 1940s, and of how a readership for 

these publications came to exist, has been researched by historians Luis Alberto Romero 

and Leandro Gutierrez. In an important study, Romero explains that in the 1920s several 

publishing houses began printing large editions of celebrated works of literature and 

thought, and offering them to the public at very affordable prices. Editorial Claridad, for 

example, concentrated on leftist writers, and was central to this operation, as was 

Editorial Tor, that printed prestigious novels and classics in small format and on cheap 

paper.122 About a decade later, with the advent of the Spanish Civil War in 1936, the 

Argentine publishing industry expanded as a whole. Spain had been the major provider of 

books and periodicals for all of Latin America in the early 1930s, but between 1936 and 

1956, books produced in Argentina completely dominated the internal market, the 

Spanish market, and other Latin American markets. At least fifty-six new publishing 

houses were founded during this period in the country: Hachette, Espasa-Calpe 

Argentina, Nova, Santiago Rueda, Paidós, Siglo Veinte, Schapire, Sudamericana, Losada, 
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Emecé, and Poseidón, among many others. In 1943, there were a total of ninety 

publishing houses in business in the country, and that year alone registered 631 new titles 

in art and art history. In 1938, the total of new book titles published on all subjects was 

1,736, while in 1944 this figure had escalated to 5,323.123 Adding to the movement of 

inexpensive publications, the new publishing houses focused on recently produced 

writings and foreign writings in translation. In this situation, countless bibliographical 

sources of all kinds would have been available to the Arturo artists. A sample includes 

two texts by Guillaume Apollinaire: Poemas de Guillaume Apollinaire [Poems by 

Guillaume Apollinaire] and “El Marinero de Amsterdam” [The sailor from Amsterdam], 

a short story included the detective novel series edited by Jorge Luis Borges and Adolfo 

Bioy Casares.124 Among Marxist sources were Karl Marx and Leon Trotsky, El 

pensamiento vivo de Karl Marx [The living thought of Karl Marx], Marx and Ernst 

Ludwig Plank, A dónde va la ciencia? [Where is science going?]; and Marx, Jean 

Fréville, and Friedrich Engels, Sobre la literatura y el arte [On literature and art].125 There 

was also Elie Faure’s five-volume Historia del Arte, of which the fifth volume was 

“Modern art”).126 Other books of interest were the two collections of Greguerías by 

Ramón Gómez de la Serna and Salvador Dalí’s Vida Secreta de Salvador Dalí [The 

secret life of Salvador Dalí].127
 

 In another study, Gutierrez and Romero show that, just like the output and variety 

of publications grew significantly between the late 1930s and the late 1950s, the audience 

for these publications significantly increased in numbers and expanded in types, and this 

was for several reasons. 128 The first one was that there were many more literate people in 
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the late 1930s than there had been a few decades earlier. In 1938, the percentage of 

illiterate residents was 7%, compared to the 18% of 1914.129 Secondly, by the 1930s there 

was a significant degree of social mobility in Argentine society, particularly among the 

lower middle classes. Since the 1920s, the mass of immigrant workers who had arrived in 

the country had established itself and diversified. What in the 1910s was still an 

undefined conglomerate of foreign workers who lived in conventillos (mass housing) had 

by the 1930s diversified into various social levels: migrant workers, workers who still 

owned nothing, and people who had already begun to amass property but could not be 

deemed as “upper class.” On the highest level of this spectrum were the Argentine-born 

sons and daughters of immigrants who had attended the mandatory and state-regulated 

public schools but who, at the same time, could not enjoy the liberal education typical of 

the upper classes. These people included employed workers, white-collar employees, 

teachers, small business owners, professionals, and persons without a fixed occupation. 

For these growing lower middle classes, who aspired at social mobility, “culture” was a 

highly valued concept which materialized in the reading (and sometimes in the mere 

possessing) of books. From the 1930s and through the 1940s, the social pressures which 

placed a high value in being informed, up-to-date, and in general, well-educated, found a 

public willing and able to absorb the enormous amount of printed matter that the editorial 

firms produced.130 In addition, from the early 1930s, the sheer number of places where 

these non-traditional readers could obtain books, read, or discuss readings increased 

significantly. These places were the so-called “popular libraries” which were founded by 

members of the new lower middle classes described above, in the very neighborhoods 
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that they had created. Between 1930 and 1936, the number of libraries rounded to forty-

six; between 1930 and 1937, it increased to ninety; and between 1937 and 1945, the 

number reached slightly less than two hundred. Popular libraries existed in almost every 

neighborhood in the city. Besides collecting and circulating books, these libraries 

regularly organized conferences, dictated courses in subjects of general knowledge or 

skills, and organized discussions of books and artistic activities such as choirs or plays.131 

In the Argentina of the 1930s and early 1940s, then, reading and debating all sorts of 

subjects became an everyday experience for a larger and non-traditional public of 

readers. 

 Gutierrez and Romero’s studies provide a context in which to situate the social 

insertion of the Arturo artists. Pérez-Barreiro, who has researched in depth the 

biographies of the Arturo artists and sorted reliable from unreliable information, argues 

that most of them were part of “the working class.” 132 However, I believe that the same 

biographical information suggests that, even though the artists belonged neither to the 

traditional high classes nor to the established middle class, they still enjoyed a certain 

degree of independent means: a factor which suggests they were part of the new lower 

middle class that Romero and Gutierrez describe. In the case of Kosice and Rothfuss, 

their means of making a living was connected with crafts and trades, as opposed to the 

liberal arts preferred by the upper classes. Kosice and his two brothers were in the leather 

business while Rothfuss and his uncle were in the jewelry business. Yet in spite of their 

affiliation with trades, both were owners of small businesses and not employed workers, 

which clearly set them apart from the working class and allowed them more financial 
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freedom. Maldonado was a fine arts student and thus he himself enjoyed no financial 

independence. On the other hand, he came from a family of professionals (his parents 

were chemists), which means he had access to monetary resources and did not need to 

work for a living. Another clue about the relatively comfortable situation of the Arturo 

artists is that almost all of them traveled, which reveals that not only did they have 

enough money to leave their home city but also that they could afford a certain amount of 

leisure time. In 1942, Carmelo Arden Quin and Edgar Bayley traveled to Río de Janeiro 

and visited Montevideo on their return. Maldonado visited Torres-García in 1944. Yet 

since these artists’ travels were only to neighboring countries and not to Europe, it is 

clear that none was able to make large investments of time and money for leisure. 

Another important factor for them not travelling to Europe may have been that Europe 

still at war in the early 1940s. In any event, it is clear that they were interested in 

travelling to Europe, since many of them did so later in the decade. Arden Quin and 

Maldonado both went in 1948, and Kosice went in 1957. 

 Other isolated pieces of biographical information reveal the relationship of the 

Arturo artists with education and culture. As explained in the introduction, all of the 

artists attended post secondary education but none is known to have completed his 

studies. Arden Quin and Kosice both attended the School of Humanities at the University 

of Buenos Aires but none graduated, and Kosice probably attended as a non-registered 

student. Maldonado attended the prestigious National Academy of Fine Arts but was 

apparently expelled for making a drawing inspired by Picasso.133 Rothfuss attended the 

Montevideo Circle of Fine Arts for three years between 1938 and 1941, but it is unlikely 
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that he could have obtained a degree in three years. In other words, none of the artists 

could have or cared to attain the professional possibilities and the prestige that earning a 

degree in liberal or fine arts would have allowed. Nevertheless, they attended lectures, 

frequented libraries, and joined other artists and writers at cafes. In retrospective 

interviews, Arden Quin claimed to have met Torres-García at a lecture that the latter gave 

to the Uruguayan Theosophical Society in Montevideo. Kosice claimed that around 1940 

he frequented a library on Rivadavia Avenue in Buenos Aires, where a Socialist librarian 

guided his readings. Maldonado states that he met Arden Quin in 1942 at the library of 

the National Museum of Fine Arts in Buenos Aires. All of the artists, in turn, apparently 

frequented the Cafe Rubí, in the neighborhood of Plaza Once, where they also exchanged 

ideas with other artists and writers. In attending lectures, visiting libraries, and 

frequenting cafes, the Arturo artists were in fact using cultural resources that were 

available to all—resources which their inquisitive minds clearly found stimulating. While 

they either could not pursue or they disregarded formal higher education, they were 

willing to absorb information and establish contacts through informal and unstructured 

channels. 

 If, as I have suggested, the Arturo artists had access to a large number of available 

publications, what kinds of publications could they have been drawn to read? In 1989, the 

artist Tomás Maldonado claimed that Arturo’s contributors were acquainted with 

European emigres fleeing from Nazism and Fascism, and especially with Spanish 

emigres who had arrived in Buenos Aires as exiles from Francoist Spain. He explained 

that: 
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From them [the European emigres] we had the first direct information about the 
avant-garde movements, about the meaning of Cubism, Futurism, Dadaism, 
Constructivism, Abstractionism. Through them we were able to receive the 
innovative contribution of Modern Architecture. From the ruined cardboard 
suitcases of these men in flight, documents miraculously came out that fascinated 
us and from which we were able to obtain precious information about the radical 
mutations that had occurred in Europe between the wars and even earlier–brittle 
yellow documents, picked up in Berlin, Cologne, Paris, Madrid, Budapest, 
Prague, Moscow, and Milan. In general they were manifestos, pamphlets, books, 
journals, catalogs that frequently served as arguments or counter arguments in our 
febrile search for a new way to understand artistic practice.134 
 
While the personal encounters between the European emigres and the Argentine 

artists that Maldonando suggests cannot be verified, the Arturo artists may have known 

published sources by European emigres living in Buenos Aires.135 Indeed, Arturo signaled 

its concrete interaction with Spanish emigres in the journal Correo Literario (1943-

1945). Directed by the emigre writers Lorenzo Varela and Arturo Cuadrado, and the 

painter Luis Seoane, Correo Literario appeared in November 1943 and was published 

biweekly for two years. It included the contributions of the Argentine art critics 

Romualdo Brughetti, Jorge Romero Brest, and Cordova Iturburu, the Brazilian Newton 

Freitas, as well as the writers Ulyses Petit de Murat and Ernesto Sabato. It had a 

newspaper format and it included art reproductions, book, play, and film reviews, as well 

as polemical and critical essays. Deeming itself “a periodical for the majority, at the 

service of Hispanoamerican culture,” Correo Literario encouraged young persons to 

make contributions in art and literature to its pages.136 On January 15th, 1944, a note 

appeared in Correo Literario’s section on cultural news announcing the upcoming 

publication of Arturo: “Arturo K 2” is the title of a journal that will soon appear in 

Buenos Aires. Devoted especially to Abstract Arts and Letters, it promises to be of 
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exceptionally interesting value. It is published by the Arturo Group.”137 Even if 

minuscule, this announcement demonstrates that the writers and artists who published 

Arturo were in contact with the literary circles frequented by Spanish emigres. It is on the 

basis of this situation that I will venture to construct a dialogue between the essays 

published in Arturo and a few books published by Spanish emigres. 

 

Surrealism and Invention in publications by Spanish emigres 

As is already known, the Arturo artists had a conflictive relationship with 

Surrealism. In the articles they published in the journal, Kosice, Arden Quin, and Bayley 

opposed Surrealism to pure invention. Surrealism, they argued, stimulated the creation of 

images which, though not linked to exterior reality or the natural world, continued to be 

representational and symbolic. They argued that Surrealism—especially Salvador Dalí’s 

works and “oniric automatism”—implied a return to the past and to retrograde forms of 

art. For Bayley, Dalí’s images were “copies”–not inventions–because they returned to 

figurative representation and bore symbolic meanings that invoked an interior reality.138 

Similarly, Kosice accused Dalí of making “a technique” out of oniric images, and these 

images, of having symbolic meanings. Kosice also stated that oniric images bred on 

evasion and, furthermore, he questioned the mingling of Surrealist creations with the 

practice of psychoanalysis. For example, he criticized the “psychoanalytical spirit” of “F. 

Delanglade,” as this French Surrealist painter “defended the reproduction of dreams in 

their primitive state.”139 Kosice argued that oniric images were “a parasite for therapy and 

study of Psychoanalysis” and that recording dream images neither liberated the mind nor 
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constituted a valid form of artistic creation.140 Ultimately, he implied that there was a 

distance between the act of dreaming, the images that represented dreams, and the status 

of these representations as valid works of art. 

In this respect, Kosice could have found an advocate for his disregard of dream 

images in the ideas of the Spanish emigre and psychoanalyst Angel Garma. 

Professionally trained as a psychoanalyst in Germany, Garma (1904-1993) moved to 

Buenos Aires in 1938, where he validated his medical degree and obtained his doctorate 

with a thesis entitled “Psychoanalysis of Dreams.” In 1942, together with other 

psychiatrists residing in Argentina, such as Enrique Pichón Rivière, Ernesto Carcamo, 

Jorge Ferrari-Hardoy, and Marie Langer, he founded APA, Asociación Psicoanalítica 

Argentina, and became the institution’s first president. A few of the artists who published 

Arturo in 1944, including Arden Quin and Kosice, held their first exhibition at the house 

of one of APA’s members, Pichon-Rivière. The photograph documenting the event (Fig. 

45) shows that many of APA’s members were present. While Garma himself is not 

visible in the photograph, he was clearly involved with APA’s group and probably knew 

about Arturo’s ideas. 

 From the beginning, APA made great efforts to spread psychoanalysis, not only 

among other members of the medical profession but also before a larger public. To this 

event, in 1943, the institution began publishing Revista de Psicoanálisis, a specialized 

journal which was nevertheless sold in the bookstores of Buenos Aires that catered to a 

public interested in art and social sciences.141 In the first issue of Revista de Psicoanálisis, 

Garma published an article, “The psychoanalytical method of interpreting dreams: 
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introduction to oniric psychology,” which attacked the Surrealist artists who recorded 

their dreams into images expecting them to be of value for interpretation. In this study, 

Garma argued that the mere recording of dreams into images had little to do with the true 

practice of the psychoanalytical method.142 To make drawings out of dreams, he stated, 

was “of little value for interpretation.”143 For the dream to be useful as a source of 

investigation, the psychoanalyst asked patients to relate the concrete components of their 

dreams to their own personal experiences. Thus, explained Garma, “we gradually obtain 

a series of associations that are little by little interrelated, until they allow us to perceive 

the desires that originated the dream.”144 Yet this process, stated Garma, was not reflected 

in a simple drawing of the dream: interpretation could only take place in the context of 

psychoanalytical treatment. Garma explained how the Surrealists had misunderstood this 

process: 

We have to insist that it is only in the above described way that oniric 
interpretations take place in psychoanalysis. So much so that in the year 1937, 
after almost half a century of investigating these questions, when Surrealist artists 
sent Freud a collection of drawings to know his opinion, he literally replied to 
them that, knowing neither the associations of the subjects nor the circumstances 
in which these dreams had been dreamt, the dreams had no meaning for him. All 
persons interested in psychology should conduct themselves like Freud if they 
truly intend to know well how dreams originate and what they express.145 
 

 The Surrealist artists who sought to turn images of dreams into psychoanalytical 

material were, for Garma, grossly mistaken–just as they were, for Kosice, those artists 

who wanted to make these images into art. Both Kosice and Garma agreed about 

accusing Surrealist artists of inflating the status of dream-inspired images. 

Even when Garma’s ideas could provide a sounding board for Arturo’s attack of 

Surrealism, where did the artists find specific information to construct their attack of it? 
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The artists’ conversations with Torres-García would undoubtedly have had an impact on 

the artists. In Buenos Aires, however, they also could have read Ismos, the book by 

Ramón Gómez de la Serna (1888-1963). Ismos appeared in January 1943, published by 

Editorial Poseidón.146 Born in Madrid, De la Serna was the former leader of literary 

gatherings at Café Pombo and creator of the genre gregería–a short sentence that 

chancefully juxtaposes “humorism + metaphor.” In 1936, he had moved to Buenos Aires 

where he wrote for the journal Sur edited by Victoria Ocampo and published biographies 

of Spanish writers and artists through Argentine publishing houses such as Emecé, 

Losada, Sudamericana, Poseidón, and La Nación.147 He also gave conferences on Spanish 

art and on Surrealism in the early 1940s, notably, “Explanations on Surrealism” in the 

prestigious art gallery Amigos del Arte on June 4th, 1941.148 First published in 1931 in 

Madrid by Biblioteca Nueva, Ismos was thoroughly illustrated with over four hundred 

black and white reproductions and it was an impressive compound of the author’s first-

hand appreciation of “Apollinerism,” “Picassism,” “Futurism,” “Surrealism,” 

“Simultaneism,” and many other “isms.” Interestingly, Neo-Plasticism, Concrete Art, or 

Russian Constructivism, were conspicuously absent from this compound. 

Gómez de la Serna’s characterization of Surrealism would have provided the 

Arturo artists a ready ground to take issue with. He quoted Breton’s definition of a 

Surrealist work as a “pure psychic automatism, on the basis of which [the artist] intends 

to express the real function of thought. Dictation of thought without any control exercised 

by reason and beyond any aesthetic or moral preoccupation.”149 He also recorded the 

Surrealists’ idealization of suicide, death, and melancholy, narrating how the Surrealists 
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searched the daily papers to record the number of people who had committed suicide on 

different days. He referred to a questionnaire that they launched: “Is suicide a solution?” 

and quoted verses by the suicide poet Gerard de Nerval, whom the Surrealists admired.150 

Finally, Gómez de la Serna stated that the Surrealists desired evasion from reality and 

considered their poetry successful if it helped the mind evade “a stupidly bourgeois 

world.”151 He thus stated that “[a]ll [Surrealist] work consists of flights, things that are 

evaded, women who say half-words, total uncertainty.”152 With all of these comments, 

Gómez de la Serna’s Ismos provided the Arturo artists with plenty of information to 

construct their opposition against Surrealism. About Surrealist automatism, Arden Quin 

responded that “automatism has never given birth to a live creature. It has given 

fetuses.”153 Automatism, he believed, was only the beginning of a valid creation but could 

not be considered a finished product. Among the Arturo artists, Kosice firmly opposed 

the notion that suicide and death could be admired, stating that “[i]f death existed there 

would not be a principle. And any inclination to grant [death] a vital meaning implies 

decadence and decomposition.”154  

 Gómez de la Serna’s text also referred to the Surrealist use of dreams and of 

images provoked by dreams or automatism. He explained how the Surrealists recorded 

dreams “tachograpically” through images and accounts, and how they believed that this 

activity helped them connect with their deeper selves.155 He cited Aragon, who stated that 

Surrealism consisted in “the passionate and immoderate use of the image as a narcotic. . 

.”156 The Surrealists communicated the perturbations of the mind through images, and 

these images were, in large part, representational. He also described Dalí’s paranoid 
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method, explaining how Dalí’s works provoked viewers to call forth their repressed 

feelings and tapped emotions by juxtaposing two images in one single shape: “the horse 

is at the same time an image of a woman.”157 The double image, De la Serna explained, 

provoked successively obsessive and hallucinating renderings which “clarified instincts 

and reached solidified desires.”158 Dalí’s double images thus served to reach the deepest 

human instincts and liberate repressed anxieties. For Kosice, however, Dalí’s works and 

other Surrealist oniric images did not have a liberating effect but, instead, caused further 

dependence in viewers by making them focus excessively on themselves. He stated that 

Surrealism’s focus on “sheer onirism,” only led to “stupidity” because it searched for a 

“constant and systematic evasion.”159 Kosice appeared to believe that Dalí’s use of 

symbols led to “a closed intimacy, the hermetic closing of personality.”160 For the Arturo 

artists, using images to dwell on one’s obsessions could not be a form of liberation and 

thus, both symbols and figurative representation needed to be outgrown. Gómez de la 

Serna’s Ismos, which was profusely illustrated with reproductions of Dalí’s works, could 

have helped Kosice construct his opposition against the Spanish artist.161 

As explained above, Arturo defended “invention” besides attacking Surrealism 

and onirism. Where there published sources in which the Arturo artists could possibly 

find fertile grounds for the versatile meanings of “invention”? Among the publications of 

the early 1940s, a useful source could have been “Apología del Cubismo y de Picasso,” 

[“Apology of Cubism and Picasso”], published in 1943 by the Spanish émigré Guillermo 

de Torre in the volume entitled La aventura y el órden [Adventure and Order].162 Born in 

Madrid, De Torre (1900-1971) had moved to Buenos Aires in 1936 and he became a 
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resident in 1939. In the 1910s, he had been the leader of Ultraism–“the Spanish name for 

the widespread innovative current that was common to all of Europe”163–and since the late 

1920s he was a well-respected literary critic and apologist of avant-garde literature who 

published essays and book reviews in prestigious periodical publications on both sides of 

the Atlantic. In Buenos Aires, he was vital to the propagation of both international and 

Latin American literature and art, as a regular contributor to periodicals such as Sur, El 

Hogar, Noticias Gráficas, Saber Vivir, España Republicana, Argentina Libre, and La 

Nación. Among many other activities, he was the director of collections such as “Poets of 

Spain and [Latin] America” and “The great novels of our time” for Editorial Losada (in 

which he also acted as translator and preface writer), and the first compiler of the 

complete works of Federico García Lorca, also published by Losada.164  

In “Apología del Cubismo y de Picasso,” De Torre described Cubism as an 

aesthetic that had freed painting from naturalist representation and as one characterized 

by cerebral conception. He also discussed a trend which he called “Abstract art” as being 

the direct heir of the revolution brought about by Cubism. Citing Apollinaire’s Aesthetic 

Meditations, De Torre stated that “What differentiates Cubism from ancient painting is 

that it is not an art of imitation, but an art of conception that tends to elevate itself to 

creation.”165 He went on to say: “In fact: all of [Cubism’s] theoreticians agree when they 

affirm that Cubist painting owes nothing to nature, and that it uses forms and colors not 

for their imitative value but for their pure, plastic value.”166A Cubist painting, explained 

De Torre, constituted “a particular object, possessor of its own existence beyond the 

theme that inspired it.”167 He added that Cubist theories, while divergent, met at a 
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common end: “plastic construction, the desire to create, which is the obsessive common 

element of all the isms and which extends in a special way to poetry. Creation is its 

unitary purpose.”168 Thus, De Torre’s interpretation of Cubism stressed the trend’s 

creative quality over the undeniable fact that Cubist artists did not fully discard figurative 

themes as they reinvented their appearance. Arturo’s contributors also subdued this 

tension between inventive intent and imitation, since figurative representation was not 

absent from many of the works that they reproduced in the journal (for example, the 

sculpture Plástica en Madera, by Rhod Rothfuss and two untitled works by M. H. Vieira 

da Silva). Nevertheless, just as for De Torre, Cubism “affirm[ed] the creative supremacy 

of the artist over natural models,”169 Arturo’s essays made a leit motif of the non-

referential quality of inventions and defended images “freed from the need to refer to 

already existing objects.”170 The Arturo artists, then, would have found a productive 

reference to the term “invention” in De Torre’s interpretation of Cubism. 

 De Torre also perceived Cubism as a trend which maintained a check on emotion 

and focused on cerebral conception. He stated that “Cubist art appeals more to 

intelligence than to the senses. It is a cerebral art more than it is sensual.”171 He quoted the 

solemn aphorism in which Braque stated that “I love the rule that corrects emotion”172 and 

affirmed that Cubism corroborated “a pronouncement of Leonardo Da Vinci: “Painting is 

a mental thing.”173 With these statements, De Torre pictured Cubist artists as cerebral and 

rigorous: as artists who had wished to control expression of feeling in their paintings, to 

maintain a firm rein on emotion and sensuality. De Torre’s interpretation of Cubism thus 

was in agreement with Arden Quin’s description of invention. The latter artist spoke of 
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an art dominated by “a high artistic conscience, and calculations, even cold ones, 

patiently elaborated and applied.”174 In De Torre’s text, the Arturo artists would have 

found support for their beliefs about the need for an art in which conscious and voluntary 

creativity corrected unconscious and involuntary expression. 

 Finally, De Torre reviewed the artistic currents that had succeeded Cubism, 

defining them in relation to this foundational trend. These currents were, first, 

Surrealism; secondly, a trend that De Torre called “musical painting” or “arabesque 

painting;” and, finally, “Abstract art.” About Surrealist painting–presumably, Dalí’s–De 

Torre commented that “it furiously reacted against the Cubist compositional method, 

submitting to an anarchic dislocation of the elements of reality; against [Cubism’s] 

formal rigor and anti-anecdotism, [Surrealism] inflated pictures with a literary 

intention.”175 Conversely, De Torre stated, Abstract art was the continuation of Cubism: 

Only in this last trend can one notice the clear resonances of Cubism. Strictly 
speaking, Abstract art comes to be a prolongation of Cubism. This is proved, 
above all, in that various painters of this movement have joined the Abstract 
legions. These are, for example, the cases of Gleizes, Delaunay, Herbin, Valmier, 
Villon, who figure in the group Abstraction, Creation, Art non representatif and in 
the journal of identical title and organ of the group. Besides this, there are their 
common aesthetic preoccupations, the cult for pure plasticity, with the exclusion 
of all anecdotal element, literary, naturalist; for all of them, this concept is linked 
with the progressive abstraction of the forms of nature; and finally, the remaining 
[artists] reached non-figuration through a concept of purely geometric order or 
through the exclusive use of abstract elements, such as circles, lines, and planes. 
Such a group is of course very heterogeneous. Together with the above mentioned 
former Cubists, artists of other origins coexist in this group: some Dutch 
Neoplasticists like Mondrian and Vantongerloo; some German Abstract artists 
from the group of Hannover: Schwitters, Vordemberge-Gildewart; ex-Dadaists 
like Arp; ex-Futurists like Prampolini; without forgetting a true Abstract artist like 
Torres-García, who creates Constructivism. But in all of them we perceive 
reflections of the Cubist lesson, though it is practiced now in a more restricted 
field. Because instead of widening the orbit of that movement and making their 
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art penetrate in the world of representation, they keep themselves to a restricted 
circle of experiments that is inevitably arid, monotonous....176 
 

 De Torre’s long elaboration on the “legions” of Abstract artists and their 

production would have served the Arturo artists well for several reasons. First, De Torre 

made a distinction between the artists who abstracted forms from nature–and thus, 

continued to be attached to natural representation–and the artists that invented pictorial 

realities with pure plastic means. For the Arturo artists, the only artists who were truly 

inventive belonged in the second group. Bayley, for example, stated that: “The moment 

has come whereby every representational image is forcibly a repetition and, 

consequently, it lacks any value. Thus, what was fruitful and was in certain circumstances 

a factor of aesthetic renovation yesterday, is only a form of reaction today.”177 Arturo only 

supported those Abstract artists who created with forms which were themselves 

inventions created independently of any naturalistic resemblance. De Torre’s statement 

would also have been useful to the Arturo artists because it provided the names of artists, 

many of whom were unheard of in Argentina of the early 1940s. Yet more importantly, 

De Torre provided the Arturo artists with a provocative interpretation of Abstract art. 

Clearly, Arturo perceived in Abstract art much more than the aridity and monotony that 

De Torre criticized, since its contributors saw in Abstract art the seeds for social 

communion. Thus, Kosice stated that “Abstract art, included in a relationship with 

everything, will ensure the harmony of the polidimensional, without the need for 

psychical adaptations.”178 Meanwhile, Bayley equated invention with “the 

polidimensional conception or the sense of eternity.”179 The inside of the back cover of 

the journal spoke of “Communion. Poetry of the social contract.”180 While for De Torre 
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Abstract art signified a mere exercise in the combination of purely plastic forms, for the 

Arturo artists Abstract art came to signify the possibility of using art as a form of social 

transformation. 

 Just as the Arturo artists could have perceived Cubist paintings as creations–as 

inventions–through the eyes of Guillermo de Torre, they could have seen another defense 

of “invention” in Gómez De la Serna’s Ismos. Opening this volume, De la Serna 

eloquently stated that: 

Now that the world is shrinking thanks to telecommunication, we have to widen it 
through invention. The role of invention is every day more important. 
. . . 
Invention must be unceasing. We are in debt with others when we do not 
accomplish inventions. To waste time is to waste invention. It is to rob those who 
need to move at wider and wider paces. To repeat a concept, a form of artistic 
composition, is to fall into the redundancy that shortens life, that suppresses the 
diversity of spectacles which are their own eternity.181  
 

 Gómez de la Serna even illustrated these ideas with a drawing entitled “the new” 

which consisted of the words “the new,” “long live the new,” “always the new,” “the new 

without reason or doubt” written throughout the rectangular page and filling all the 

available space (Fig. 46). The need for “the new” was also a quest of the Arturo artists. In 

lyrical tone, Bayley explained that “[n]ovelty can reside today in nothing but in the 

image-invention” and that “The image-invention is the interpreter of the unknown. It 

accustoms man to freedom.”182 He continued to say that “When we defend an image freed 

from the necessity of referring to existing objects and we project it onto the future, the 

unknown acquires a new meaning. We become familiar with that which is furthest and 

most different from us.”183 The exaltation of the new and the materialization of this 

newness in “inventions” that did not resemble any existing reality was the central premise 
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of the Arturo artists. In Gómez de la Serna, they would have found an advocate for their 

daring attitude. 

Beyond Gómez de la Serna, de Torre, and Garma, there were many other Spanish 

emigres who were active in the cultural life of Buenos Aires during this period. Some of 

them were associated with the “Generation of 1927,” for example, the poet and painter 

Rafael Alberti, the publisher Joan Merli, the painter Maruja Mallo, and the painter and 

lithographer Luis Seoane. These figures had been in contact with the European avant-

garde, especially in Spain and France, yet their own work and ideas, retrospectively 

studied, does not seem linked to the ideas that surfaced in Arturo. Alberti’s poetry, for 

example, is far too lyrical when compared to that of Kosice or Bailey. As an artist, Luis 

Seoane was heavily influenced by Picasso’s works of the late 1920s and 30s, while 

Maruja Mallo’s paintings were also figurative and decorative (for example, Fig. 47). 

While the Arturo artists may have been aware of the stimuli that these Spanish emigres 

brought to the cultural life of Buenos Aires, it is unlikely that they would have been 

attracted to the notions they promoted. 

 

Surrealism, Automatism, and Invention in works published by Sur’s contributors 

Just as the Arturo artists could have been conversant with ideas appearing in 

publications by Spanish emigres, they also could have been receptive to literary creations 

that were available to them in bookstores and libraries. This is likely because in the early 

1940s, the artists’ creative endeavors were primarily literary. Beyond the essays which 

appeared in the journal, Arturo’s main entries were poems by Arden Quin, Bailey, 
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Kosice, Torres-García, Huidobro, and Mendes. Meanwhile, visual contributions by three 

of the editors (Arden Quin, Bailey, and Kosice) were conspicuously absent from the 

journal. It is likely, then, that in the early 1940s, the Arturo artists would have been 

drawn to literary sources. In this respect, materials appearing in the important and 

widely-read literary journal Sur, and other writings published by Sur’s regular 

contributors may have been of interest to them. 

Sur was founded in 1931 by the literary patron Victoria Ocampo, who also 

directed and funded the enterprise for the almost forty years of its existence. Modeled 

upon the Parisian Nouvelle Revue Française, Sur’s identity was that of a cultured and 

cosmopolitan journal which aimed at creating a bridge between the literary worlds of 

Latin America and Europe. Ocampo wished to familiarize both European writers and the 

Latin American public with a selection of literary, artistic, and intellectual works she 

admired from both continents. One of Sur’s strategies was to provide high-quality 

translations of contemporary works of literature—typically, from French, English, or 

German into Spanish—and to publish essays which reflected on the relationship between 

intellectuals and society. Poetry and short stories by local writers completed Sur’s make-

up. The journal’s relevance owed in part to its exceptional regularity and long life: Sur 

published monthly issues almost without interruption for nearly forty years, while most 

Latin American literary magazines died after five or six issues. The journal’s privileged 

position was also connected to the writers it sponsored—Jorge Luis Borges, Adolfo Bioy 

Casares, Eduardo Mallea, Ernesto Sabato, and others—who both gave renown to the 

publication and themselves earned renown by contributing to it. The same writers 
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published longer works under the patronage of Editorial Sur, Ocampo’s second 

enterprise. Other journal contributors were writers such as the above discussed Guillermo 

de Torre and Ramón Gomez de la Serna, in addition to the Spanish poet Rafael Alberti, 

the Mexican Alfonso Reyes, the Dominican Pedro Henríquez-Ureña, the art critic Julio 

Payró, and the musician Juan Carlos Paz. As scholar John King argues in his seminal 

study on Sur, the journal was from its foundation and until the late 1950s, “one of the 

most important achievements in the cultural life of Latin America.”184 Given Sur’s 

renown as a cosmopolitan enterprise, it is also likely that the Arturo artists would have 

found the publication attractive. 

 A novel by one of Sur’s contributors which the Arturo artists may have found 

intriguing was Adolfo Bioy Casares’s La invención de Morel [The invention of Morel]. 

The first chapter was published in Sur in September 1940185 and the complete novel was 

published by Editorial Losada a few months later.186 Like the rest of the general public, 

the Arturo artists would have noticed this novel if for no other reason than that in 1941, it 

earned the distinguished First Municipal Prize of Literature of the City of Buenos Aires. 

But even before then, in October 1940, Sur advertised the completed forthcoming novel 

with the following caption: “Reacting against the current concept of the psychological 

novel, when it is common opinion that new plots cannot be invented, Adolfo Bioy 

Casares dares to demonstrate the reverse with this novel of great interest and originality. 

A volume of prose writers from Spain and [Latin] America.”187 The advertisement in Sur 

thus suggested that Bioy Casares himself had conceived the novel as an “invention,” i.e., 

as a literary work that constituted a “new” plot, and that he contrasted this new invention 
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to a kind of novel deemed “psychological.” When the finished novel appeared, Jorge Luis 

Borges’ prologue to it confirmed this interpretation of La invención de Morel. As he 

applauded Bioy Casares’ attitude to literary creations, he criticized 

the “psychological” novel [which] also wants to be a “realist” novel: it prefers 
that we forget its character as a verbal artifice and makes of every vain precision 
(or of every languid vagueness) a new touch of veracity. There are pages, there 
are chapters by Marcel Proust that are unacceptable as inventions: [pages and 
chapters] which we accept without knowing, as we accept the insipid and 
repetitive things of every day. The novel of adventures, on the contrary, does not 
intend to be a transcription of reality: it is an artificial object that does not suffer 
any unjustified part.188 

 
 Borges continued to define La invención de Morel as a work of “reasoned 

imagination.”189 Notions such as imagination led by reason, invention of an artificial 

object as opposed to a transcription of reality or a psychological expression would have 

appealed the Arturo artists. 

 If the Arturo artists read La invención de Morel, they would have found that the 

plot itself dealt with the problems that arose when inventing an artificial object–a 

machine–to record and reproduce reality. In La invención de Morel, a character named 

Morel invents a machine that records reality’s images, sounds, smells, tastes, tactile 

sensations, and actions. Whatever the machine records looks, sounds, smells, feels, and 

moves like real objects and live beings. Morel keeps this machine hidden in a deserted 

island, in the basement of a building ironically called “the museum.” As the novel begins, 

the main character–an unnamed fugitive who has fled to the deserted island to avoid 

prosecution–is riddled by the strangest perceptions about two parallel realities: his own 

and the reality projected by the machine. Eventually, the fugitive discovers how the 

machine–Morel’s “invention”–actually works and he makes some recordings. As the 



 90 

machine projects his recordings, he simultaneously sees illusion and reality. At some 

point the fugitive cannot distinguish what is real and what is the projection of the 

machine, i.e., an illusion. By mistake, he records his own body one day, and he 

progressively loses vitality. He then realizes that when the machine records reality, this 

“reality” immediately begins to deteriorate and to die. The novel ends as he reflects on 

the immortality that he will enjoy thanks to Morel’s invention, but also about his own 

imminent death, since, by recording him, the machine also kills him. 

Could La invención de Morel have provided the Arturo artists with stimulating 

thoughts?  The novel suggests that recording reality through a man-made invention–in 

artistic lingo, naturalistic representation–has a powerfully dangerous outcome: the 

disappearance of reality itself. The Arturo artists insisted on inventing objects that were 

new–i.e., that did not repeat reality. They stated that these invented new realities needed 

to be autonomous and completely different from us: realities which did not project 

naturalistic images but that were only aesthetic vibration. By reading La invención de 

Morel, the Arturo artists could have found inspiration for their artistic theories. 

Another text which the Arturo artists may have found intriguing was the short 

story “Tlön, Uqbar, Orbis Tertius,” by Jorge Luis Borges. This work was published three 

times in the early 1940s: it first appeared in the journal Sur in May 1940;190 in 1941 it was 

reprinted by Editorial Sur as part of Borges’s short story collection El Jardín de los 

Senderos que se Bifurcan [The Garden of Forking Paths].191 In 1944, the story was 

reprinted again as part of Borges’ collection Ficciones(1935-1944) [Fictions (1935-

1944)], also published by Editorial Sur.192 The Arturo artists would have found this work 
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appealing because it dealt with the total invention of a civilization—Tlön—which was a 

literary fiction forged by the writers of the invented country Uqbar. In the story, the 

narrator (Borges himself) tells how this invention, recorded in an apocryphal 

encyclopedia, takes over reality, since the world finds it so appealing that humanity 

begins to forget its languages and its philosophical systems, to adopt those of Tlön. The 

story, thus, has several features which may have been interesting to the Arturo artists (and 

especially to the soon-to-be formed Madí group). First, Uqbar and Tlön are complete 

inventions, i.e., they are civilizations forged by “a rigor [reasoning] of chess players”193 

and made real by being recorded and given to public knowledge in an encyclopedia, i.e., 

the kind of book which, through its reputation as a reliable source, validates the 

truthfulness of the knowledge it divulges. (Since in the story Borges by chance finds an 

entry on Uqbar in a pirate volume of a reputed encyclopedia, and later comes across a 

volume of the wholly apocryphal encyclopedia of Tlön, the author plays—in a 

Duchampian fashion—with the idea that whatever constitutes reliable information is 

indeed a social construction). About Tlön, Borges explains that: 

It is speculated that this brave new world is the work of a secret society of 
astronomers, biologists, engineers, metaphysicians, poets, chemists, algebraists, 
moralists, painters, geometers…directed by an obscure man of genius. There are 
lots of individuals that are masters of these diverse disciplines, but not many are 
capable of invention and even fewer are capable of subordinating invention to a 
rigorous, systematic plan. That plan is so vast that each writer’s contribution is 
minimal.194 

 
As this quotation shows, Borges himself uses the term “invention” to describe 

Tlön’s status: the same term which the Arturo artists use to describe their projected 

innovative creations. Borges goes on to say that: “At the beginning, it was believed that 
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Tlön was a mere chaos, an irresponsible license of the imagination; now it is known that 

it is a cosmos and that the tight laws that govern it have been formulated, if in a 

provisional mode.”195 Borges, therefore, presents Tlön as a system in which the inventors 

have made deliberate decisions regarding the characteristics of their invention. The 

Arturo artists would have found this appealing, since their own notion of invention (as 

described especially by Arden Quin) privileged a process led by reason, planning, and 

deliberate decisions. Finally, the Arturo artists would have found this short story 

appealing because it sanctions the validity and ultimate transcendence of the act of 

inventing. In the story, Tlön—a complete invention—is so appealing to real persons that 

it supplants reality itself. Borges explains, for example, how Tlön’s languages, 

philosophical and mathematical systems, religious beliefs and objects, and other features 

of the invented planet are quickly supplanting ‘reality’. Tlön’s languages, for example, 

are being taught in schools while English, French, and Spanish are being forgotten. 

Tlön’s religious idols, (“made of a metal that is not from this world”) are being casually 

found by real people.196 Thus, Borges writes that the invention of “a disperse dynasty of 

loners has changed the face of the world.”197 The conclusion of the story, then, is that 

inventing is a powerful activity, and that inventions have real consequences. In this 

respect, Kosice’s cryptic proclamation towards the end of his essay in Arturo that “EL 

HOMBRE NO HA DE TERMINAR EN LA TIERRA” expresses, perhaps, his ultimate 

intention that inventions are not meant to be mere fictions but to take over and modify 

reality.198 This sentence, seemingly unrelated to the rest of the essay, may be translated in 

several different ways: “man shall not be finished on planet Earth” or “man shall not 
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perish on planet Earth” or “man shall not end on planet Earth.” Either way, it suggests 

that a wholly new future is coming as a result of the act of inventing “abstract art.” As if 

making a grand prediction, Kosice wraps up his essay stating that “ABSTRACT ART 

connected as a relation with totality, will guarantee the HARMONY OF THE 

POLIDIMENSIONAL, WITHOUT THE NEED OF PSYCHICAL ADAPTATIONS.”199 

The writers of the circle of Sur, then, approached themes which could have been 

meaningful for the Arturo artists. Among Sur’s contributors of the 1940s there was also 

the then-incipient writer Ernesto Sabato. Born in 1911 in Rojas, province of Buenos 

Aires, around 1943 Sabato was giving up his scientific career in physics to devote 

himself to literature. He entered the circle of Sur when the Dominican writer Pedro 

Henriquez-Ureña read the review of La invención de Morel that Sabato published in the 

magazine Teseo in 1941. He also admired Borges’s and Bioy Casares’s writings, as 

evidenced in reviews of their experiments he published in Sur in 1945.200 The Arturo 

artists may have been attracted to Sabato’s views, since he seemingly despised 

Surrealism and automatism. On January 15th, 1944, Sabato published a short article in 

Correo Literario entitled “The two immortalities of Surrealism,” in which he virulently 

attacked Breton and automatic writing.201 He began by quoting a passage of Georges 

Hugnet, who had criticized Les champs magnetiques, the first automatic text: 

Apparently, it was all about making an abstraction of talent and its aspirations, of 
reason, and of all preoccupation, no matter which; to abandon oneself to a cataract 
of words and images; letting oneself be quickly dragged by it through thought that 
was free of any logical sequence. What was needed was to write at the highest 
speed, without corrections, without going back–in other words: to transcribe.202 
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 The process of automatic writing, Sabato believed, could only yield poor poetic 

results because it was reckless and unplanned. In fact, he believed that “[a]rt. . .is exactly 

the opposite of automatic writing: it is conscious labor, not passive finding. Leonardo 

used to say that painting is a mental thing.”203 For Sabato, then, true art necessarily 

implied the intervention of planning and reason. As if echoing Sabato, Arden Quin 

forcefully claimed that an automatism must “recover” and that “a high artistic 

conscience, and calculations, even cold ones, patiently elaborated and applied, must 

intervene in it. This will automatically become a creation.”204 Yet perhaps the strongest of 

Arturo’s assertions regarding automatism was found on the inside of the journal cover, 

solemnly pronounced as a central motto of the incipient group: “Invention against 

automatism.” This motto will be the focus of the next chapter. 
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CHAPTER 3 

Arturo against Fascism and Barbarism 

 

 Chapters 1 and 2 dealt with Arturo’s artistic sources, evaluating those usually 

addressed in the existing literature and expanding the range by focusing on publications 

that appeared in Argentina in the early 1940s. This chapter concentrates on the journal’s 

insertion in the social and political experiences lived by the Arturo artists during the same 

period. I explore Arturo’s connections with local literary journals and I construct their 

shared dialogue with both international and national political debates–debates which 

centered on the possibility of the impending arrival of Fascism in Argentina and abroad. 

Here the intention is to shed new light over Arturo’s dialogues with the ideas of 

contemporary cultural groups and with the period’s political battles, and thus to 

contribute to a fuller understanding of the motives and circumstances that prompted the 

emergence of Concrete and Madí art. 

 The period between 1943 and 1945 was a period of intense social and political 

strife in Argentina and abroad: the Allies were defeating Nazism and Fascism, a pro-

Fascist military coup seized the Argentine government, and pro-democratic groups in 

Argentina joined their voices against Fascism. These events were closely contemporary 

with the publication of Arturo and, as this chapter will show, they were intensely debated 

in intellectual circles which were close to the Arturo artists. These events, therefore, can 

be constructed as an immediate experience for the Arturo artists, and they can be deemed 

as significant in order to interpret the contents of the journal.  In this chapter, I discuss 
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Arturo’s propositions as ‘resignifications’ of other contemporary debates and sources 

dating to the period between 1943 and 1945. This means that the Arturo artists could 

have translated into their own artistic terms issues which were the subject of intense 

discussion during this period: the defeat of Fascism abroad and the impending 

nationalism at home. 

 

“Telegrams falling I oppose Nazism”205 

 While the Arturo artists shared no artistic credos with other Argentine painters or 

sculptors, they did share political beliefs with other intellectual circles. The journal they 

published in 1944, in fact, offers various points of departure to elucidate these artists’ 

insertion within the most important political debate of its day: the debate concerning the 

Second World War. Arturo included two poems which made references to themes of the 

war and revealed the writers’ attitude towards the conflict. One poem, entitled “Homage 

to Mozart,” was written by the Brazilian modernist poet Murilo Mendes, who was 

already renowned by the early 1940s. The other, “Estreno escurre” (which may be 

roughly translated as “Premier drains”) was written by one of Arturo’s editors, the then-

unknown Argentine poet Edgar Bayley.  

 Murilo Mendes’ participation in Arturo was apparently owed to his alleged 

meeting with Arden Quin in Río de Janeiro in 1942. Bayley may have met him on that 

occasion as well.206 Mendes contributed six poems to Arturo: “Newest Orpheus,” 

“Homage to Mozart,” “Freedom,” “Pure moments,” “The plastic operation,” and 

“Everyday life.”207 Like the poetry of the second generation of Brazilian Modernists, 
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Mendes’s poems in Arturo are characterized by the use of free verse, the systematic use 

of semantic and syntactic discordance, and the creation of freely associated images. 

Mendes’s personal style contained a feeling of mystery and transcendence which is 

generally attributed to his conversion to Catholicism in 1934.208 In 1942, Mendes’s work 

would have accessed Argentine literary circles through a special issue on Brazilian 

literature published in the widely read journal Sur. This issue included a poem (“Lament 

of the contemporary poet”), a biographical note, and a portrait, as well as a critical article 

on the Brazilian Modernists written by Vinicius de Moraes, one of the members of this 

group.209 

 In “Homage to Mozart,” Mendes eulogized the Austrian musician as a symbol of 

culture that prevailed above the destructive armies taking over Europe. A fragment reads: 

The night wraps the mountains of Salzburg 
The swords of dictators conspire in the darkness 
They take the flutes the cymbals the violins 
And they mud the horizon with the tanks the canons the parachutes 
... 
Fascinated by your crystal 
That remains proud and simple above the carnage 
I come to confess my faithfulness to you [Wolfgang Amadeus] 
While the rays of the dictators make war over Europe.210 
 
 In this poem, Mendes alluded to the destructive forces of the war as he spoke of 

“the dictators” fighting over a Europe he idealized. The dictators’ deadly weapons 

(swords, tanks, cannons, parachutes, bayonets, and “giants of lead”) “confabulat[ed] in 

the dark,” “mud[ded] the horizon,” “destroy[ed] the music box,” “construct[ed] false 

nations,” “crash[ed] the wing of music,” and “suffocat[ed] the dance of the first morning 

of creation.” The poem, in fact, was an ode to Western, even Classical culture. 
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 While Mendes’s poem was a saddened reflection on the catastrophic effects of 

war, Bayley’s “Premier drains” made clearer allusions to his opposition to Nazism. 

Bayley published three poems in Arturo (“Premier drains,” “First poem in Cion,” and 

“Second poem in Cion”) which initiated the line of writing he eventually developed and 

called “invencionismo.”211 In Arturo, Bayley juxtaposed discordant sounds and images, 

avoided rhyme and rhythm, and included invented words. A translated fragment of 

“Premier drains” read as follows: 

.... 
Summer solstice on this bread run away 
And inside through how many channels it climbed 
How good good good good good 
There was in the bladder material for conversation 
But the bread dropped crumbs and cuic 
Today I do the premier today Edgar 
Loturcamonudolantianamente 
Bastion taken by my troops I salute 
Freedom sending the breads ahead 
Telegrams falling I oppose Nazism 
Guitar in robe steals my bottles of milk 
I celebrate the decision not to use parachutes 
A hysterical sap subverts the lottery 
Eternity has leaned towards the profile of the gun.212 

 Each of the lines in this poem is a syntactically coherent unit but none of these 

units appears to have much semantic coherence. Nevertheless, Bayley included a few 

lines which, when isolated from the rest of the poem and interpreted as a combination of 

meaningful entities, reveal his attitude towards Nazism. The lines “Bastion taken by my 

troops I salute,” “Freedom sending the breads ahead” and “Telegrams falling I oppose 

Nazism” sound like mock military orders or reports: they comically render authoritarian 

control while revealing Bayley’s side in the war. Other lines (“I celebrate the decision not 
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to use parachutes” and “Eternity has leaned towards the profile of the gun”) seem to refer 

to violence and destruction caused by parachutes and guns. In the first one, Bayley 

directly expresses his rejection of a typical form of attack used during the Second World 

War. In the second phrase, he combines an abstract concept (eternity) and an image (the 

profile of a gun) to reflect on the possibility of a never ending conflict. Through these 

lines, then, Bayley criticizes Nazism and the war itself. 

 Mendes’s and Bayley’s allusions to the ravages of war seem undoubtedly minimal 

when considered within the entire array of material published in Arturo. On the other 

hand, it is significant that the editors of Arturo decided to include these references to the 

war in their publication, precisely because they regarded “invention” as an endeavor that 

did away with sentimentalism and expression as well as with references to reality. 

Sentimentalism and expression prevail in Mendes’ poem, while a rather literal reference 

to Bayley’s side in the war occurs in his poem as he writes “I oppose Nazism.” From the 

point of view of the artistic (or poetic) credo of the Arturo artists, the presence of these 

references in the journal seems like an aberration. However, these same references 

emerge as coherent, even purposeful, when one explores the politicized environment 

which the Arturo artists experienced in Argentina in the mid-1940s. 

 Arturo was published in March 1944, in the midst of various social and political 

events that marked this epoch in Argentina as especially conflictive. On June 4th, 1943–

i.e., less than a year before the publication of the journal–a military coup took power in 

the national government. In the months that followed, a significant portion of the 

population came to perceive the new government as a local brand of Fascism–or 
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“Nazifascism,” as it was sometimes called. This was so for several reasons. While the 

government initially declared itself as provisional, it was soon clear that it did not expect 

to return democracy to the country. It also violated constitutional rights in many ways. 

On October 28, 1943, the universities were closed; on November 6th, the highly 

politicized Argentine University Federation (FUA) was prohibited; on December 31st, all 

political parties were dissolved and compulsory Catholic religion was established in 

schools. Many groups also distrusted the military government because it was publicly 

approved by a handful of persons now known as the right-wing nationalists. For the last 

twenty years, these persons had been progressively appropriating and amalgamating anti-

democratic concepts from different ideologies–Fascism, Corporativism, Hispanism, and 

Falangism. They rejected Parlamentarism or any other party system, and proclaimed the 

need to destroy democracy through a military coup. In their view, power did not belong 

to “the people” but to an intelligent minority conscious of the evils of democracy. 

Through their publications–La Voz Nacional, La Nueva República, Liga Patriótica, and 

many others–they demanded the abolishment of the Saenz Peña Law of universal 

suffrage and called for a corporate, Catholic, and hierarchical government. Thus, even 

though the military coup was strictly organized by members of the military, the right 

wing nationalists welcomed it warmly. Another reason why many political groups (the 

Socialist Party, the Communist Party, the Democratic Unions, and various scions of the 

former Radical party) opposed the new military government was the latter’s policy of 

neutrality in the Second World War. All previous administrations had also kept Argentina 

out of the world conflicts because the country could not afford to ruin its prospective 
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commercial possibilities with England. The new military government, however, irritated 

a large portion of the Argentine population because its neutralist policy owed not only to 

an economic imperative but also to the Fascist overtones of its rhetoric and policies. 

Argentina’s change of fronts, in fact, was only realized effectively when the government 

subscribed to the final Act of Chapultepec on February 1945 and declared war on 

Germany and Japan on March 27th, just one month before the unconditional surrender of 

Germany.213 

 While the government’s policy was to remain neutral from the world conflict, 

many members of Argentine society perceived the European events as a national and 

even as a personal matter. An example of this attitude was the celebration that took place 

in Buenos Aires upon the liberation of Paris in August 1944, in which crowds of 

Argentine citizens went out to the streets to cheer the imminent Allied victory and 

repudiate the Nazi invasion of 1941. The daily La Nación opened its edition of August 

24th, 1944, by stating that “Buenos Aires celebrated with joy the recovery of the French 

capital.”214 News about crowds which had spontaneously congregated in Plaza Francia 

and other sites of the city filled subsequent pages of this issue.215 The first page of the 

issue of August 25th showed a photograph of a multitude taking over every corner of 

Plaza Francia and flooding adjacent streets (Fig. 48). The article that accompanied the 

photo described the episodes in emotional tone: 

 ...Buenos Aires, which received with immense happiness the news about 
the liberation of Paris, was now getting ready to renew its increased enthusiasm, 
its love for a country that has always occupied an avant-garde site in the struggle 
for civilization....Together with the Argentine flag waved the French flag in many 
balconies, and in every street one could see the joyous faces of numerous strolling 
persons who, bearing the Argentine and the French colors on their chest, 
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announced the cause of their satisfaction: the renaissance of France. There was so 
much happiness because Paris has managed to come out of the shadows that 
imprisoned her during four years that the people needed a river into which to 
flow. This [river] was Plaza Francia, where once and again were heard the 
strophes of [our] National Hymn and of The Marseillaise...216 

 
 Like the multitudes which congregated in Plaza Francia to cheer the liberation of 

Paris, the publications of many intellectual circles made definitive declarations regarding 

their side in the Second World War. Both of the journals which supported the Arturo 

artists at this early date–Contrapunto and Correo Literario–declared their anti-Nazism, 

their support of the Allied cause, and their belief in democracy. In November 15th, 1943, 

the opening issue of Correo Literario–the journal which a few months later warmly 

announced the upcoming publication of Arturo217–declared the “democratic conviction” 

of its editors and contributors, as it stated: 

While Correo Literario is not a political journal, in its issues there will always be 
present the democratic conviction of those who support it and contribute to it, the 
active faith in freedom’s triumphant future. 
Correo Literario will be a periodical open to all intellectual tendencies–needless 
to say, if they are worthy–and will ask them to not limit their plan of action to 
only one circle, even though this position may be very correct.218 
 

 With this statement, Correo Literario, declared its support of democracy: a 

declaration which, in the Argentine political context of the early 1940s, meant the 

repudiation of both Hitler’s authoritarian power and of the local military government. 

The journal also pleaded that its contributors kept involved with the journal’s political 

cause, as it “ask[ed] them to not limit their plan of action to only one circle.” Thus, while 

the journal perceived culture and politics as two distinct spheres, it still demanded that its 

contributors be politically active and that they supported their democratic cause. 
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 Like Correo Literario, Contrapunto was another short-lived periodical 

specifically devoted to “Literature-Criticism-Art” but attentive to the events of its day. 

Published from December 1944 until October 1945, it had a large format, was printed on 

newsprint, and was profusely illustrated with art reproductions by Argentine artists. In 

April 1945, about a year after the publication of Arturo, Contrapunto, published an 

interview with Tomás Maldonado as part of a series of interviews with renowned 

Argentine artists of different tendencies: Antonio Berni, Juan del Prete, Horacio Buttler, 

Norah Borges, Emilio Pettoruti, and Joaquín Torres-García, among others. In 1945, it 

also published an article on Guillaume Apollinaire by Guillermo de Torre, the translated 

text of Apollinaire’s The Cubist Painters, and a reproduction of a painting by Kandinsky. 

As it included all these contributions, the journal clearly acted as a forum of reception for 

the ideas that had surfaced in Arturo a year earlier and for the Arturo artists themselves.219 

The journal’s political stance was yet another element that further strengthened the 

contributors’ common identity. Contrapunto’s first issue contained the following 

declaration: 

2. Contrapunto is not a political journal but, before the conflict that in the 
universal order divides men in two precise bands—those nazifascists that give up 
human kindness, confessing that they support the desire to structure the world on 
grounds of hostility; and those who, from the right to the left support human 
kindness and fight against Hitler’s myth—,its editors and contributors identify 
themselves with the forces of democracy, assuming that their condition as writers 
is not restricted but enriched with a manifest position in this respect. 
... 
4. To all those who agree with Contrapunto’s position, we invite to contribute to 
its pages.220 
 

 Contrapunto, then, made an explicit statement about its opposition to Nazism, and 

made of this stance a condition for those who wanted to become its contributors–among 



 104 

whom was Maldonado. Contrapunto also openly declared its opposition to the local 

military government in its sixth and last issue, published in October 1945: 

Contrapunto adheres to the will of the Argentine people, who express their deep 
desire to own their constitutional rights and enjoy the full exercise of authentic 
democracy. Like men of letters, the members of this periodical understand that 
their responsibility is maximal at this hour. Without demagogy, without political 
commitments, without extemporaneous boasting, they express their desire as 
Argentine citizens who do not conceive of any other mode of coexistence than 
that which is inspired by freedom, legality, and justice. 
Because they despise a near past of administrative corruption and political 
perversion, because they do not admit dictatorship, because they believe in 
democracy and in the future, they join their voices to the voices of the men of the 
people.221 
 

 For Contrapunto–as well as for Correo Literario–“democratic conviction” and 

“authentic democracy” meant their opposition to both Nazism and to the local 

dictatorship. It is noteworthy that even though neither publication directly dealt with 

specific political events, they both declared their side in the war and in the local strife. 

This attitude was undoubtedly inscribed in the tensely politicized context which these 

intellectuals experienced: a context in which not declaring their position (i.e., remaining 

neutral) could be interpreted as a sign of support of the opposing front. Arturo’s side in 

the war was not evident through its essays but, as noted above, one of the journal’s 

editors (Bayley) and one of its contributors (Mendes) included declarations against 

Nazism in their poems. By way of these declarations Arturo inscribed itself in the anti-

Fascist front that other intellectual circles were part of. 
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“Invention against automatism” 

 Arturo’s motto “invention against automatism” provides a second avenue through 

which to access the publication’s insertion within the social and political discourses of its 

context. The Arturo artists constructed their motto as a polarity, i.e. as an opposition in 

principle. A polarity may be imaged as an empty frame, case, or box with two 

compartments whose contents repel each other.222 Arturo presented the two terms of its 

motto as an opposition. Bayley opposed “image-invention” against “representational 

images,” and Kosice advocated “pure image” against “pure onirism.” In different ways, 

both writers proposed a polarity which contained two terms. On one side was  

“invention,” and on the other were a series of terms which the writers regarded as 

interrelated: “automatism,” “onirism,” and “representation.”223 What Kosice and Bayley 

presented as an opposition, Arden Quin described as a dialectical development. He 

argued that artistic production, like history itself, had evolved dialectically. He pictured 

the history of art as a “spiral ascension,” in which “primitivism” had shifted to “realism” 

before ascending to the next level, which corresponded to modern art. During the period 

of primitivism, stated Arden Quin, art had sought to express the fears and feelings of 

primitive humans, while during the period of realism, art had sought to represent nature, 

reaching “an almost photomechanical realism” in the Renaissance. During the period of 

modern art, he argued, art needed to focus on “invention” and not on representation or 

expression, since both of them belonged to the past. He thus stated that those artists who 

advocated automatism and onirism had no place in modern art since returning to 

expression (“even if it is subconscious [expression]”) or representation (“even if it is of 
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dreams) implied a historical regression.224 All three writers, then, conceived of invention 

as the opposite of automatism–and thus, they conceived the relationship between the two 

terms as a polarity. 

 In a polarized relationship, the opposing terms usually acquire opposing positive 

and negative connotations. This is also present in Arturo’s motto. One of the terms in the 

polarity (automatism) invariably acquired the negative connotation of a regression. Arden 

Quin characterized “oniric automatism” and “expressionism” as “a reaction,” “a return,” 

and stated that “they must be exiled, abolished.”225 Bayley claimed that representational 

images “referred to collective fears.”226 Kosice stated that “onirism” implied 

“subordination,” “stupidity,” “evasion,” “closed intimacy,” “hermetic closing of 

personality,” “death,” “decadence,” “decomposition,” “cowardy,” “insufficiency,” and 

that it “harms the need...for a savage liberation.”227 Meanwhile, they all attributed positive 

connotations to the other term, defining it as an evolution. Kosice characterized “pure 

image” as “affirmation,” “tension,” “aesthetic vibration,” “vision of continuity,” 

“immersion,” “movement,” “invention,” “exploration,” “autonomy,” and 

“polidimensional harmony.”228 Arden Quin stated that “invention” was “a scientific, 

modern primitivism,” that conscience “ordered” and “purified it,” and that in it 

intervened “calculations, even cold ones, patiently elaborated and applied.”229 Bayley 

claimed that the image invention was “the interpreter of the unknown,” that it 

“accustome[d] man to freedom,” that humanity “projected it onto the future,” that it made 

“the unknown acquire a new sense,” and that through it “we become familiar with that 

which is furthest and most different from us.”230 With the motto “invention against 
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automatism,” then, the Arturo artists constructed a polarity in which each term absorbed 

negative and positive connotations. 

 Yet how does the polarity contained in Arturo’s motto offer a connection into the 

experiences that Argentine intellectuals lived during the Second World War? Arturo’s 

motto may be a resignification of other polarized constructions that filled the Argentine 

political discourses of this period. Just like the Arturo artists conceived of “invention” as 

a positive term and “automatism” as a negative term, the intellectual circles who 

supported Arturo–i.e., those who published in Contrapunto and Correo Literario–

constructed a polarity as they characterized “Nazism” as opposed to the Allied cause and 

to “democracy.” In this polarity, the term “Nazism” carried a negative connotation and 

the term “democracy” was the positive term. Furthermore, the negative characteristics 

which the writers of Contrapunto and Correo Literario attributed to Nazism were the 

same as those which Arturo attributed to automatism: Nazism was described as a 

regression into a historical past of primitivism and into irrational impulses. In turn, the 

positive characteristics which these writers attributed to “democracy” were the same as 

those that the Arturo artists attributed to “invention:” “democracy” implied evolution into 

the future and into an age of reason and intelligence. Between two independent sets of 

polarized terms, there may have existed a relationship which may be called a 

‘resignification.’ This relationship was possible because the two polarities were 

conceived in the same context by independent but historically-connected groups. In a 

situation such as this one, the resignification of one polarity into another one may be 
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imaged as a snowball that keeps growing as it rolls: to a first set of polarized meanings 

adheres a second set; to this adheres a third set, and so forth. 

 Two statements in Contrapunto characterized Fascism as spiritually retrograde 

and welcomed a future of intelligence, science, and reason. In June 1945, Contrapunto’s 

editorial statement entitled “End to the time of contempt” claimed that: 

The world dawns to order, it inaugurates its unity again. The serene order of 
peace, the desired return from chaos. 
Against the dusk of the despots that unleashed barbarism, proclaiming spiritual 
decadence in the name of death and of force, the sun rises over a bleeding and 
exhausted world. Yes, bleeding and exhausted but firmer than ever in its faith in 
the rights of intelligence, of equality and in the fraternal unity of peoples. The 
concepts that these last three expressions carry were drowned, buried under the 
debris of the destroyed cities and under the clamor of a humanity denigrated in the 
deepest of its condition. 
... 
Man has experienced–there, in Europe, in the midst of the unleashed chaos; here, 
in America with our tearing anxiety of saddened brothers–once more, in the 
course of their history that the unbreakable principles of reason and of justice are 
the deep means of every society of civilized men; the hypertrophied bodies of the 
hunting capitalist systems, of the imperialist ambition heated in fire and iron, are 
unnatural phenomena. 
... 
...The British, Soviet, and North American armies have destroyed the infernal 
machine of Hitler and the victorious blood of the soldiers of victory has fallen 
over the guilty head of the criminals. To them, then, goes the homage of free 
men.231 
 

 Here, within a conception of history that implied an evolution from the past to the 

future, Contrapunto’s editors characterized “the infernal machine of Hitler” as 

“unleashed chaos,” “dusk,” “barbarism,” “death,” “force” “humanity denigrated in the 

deepest of its condition,” and “unnatural phenomena.” The Allied victory, instead, 

implied “dawn,” “unity,” “serene order of peace,” “intelligence,” “equality,” “the 

fraternal unity of peoples,” “reason,” “justice,” and “civilized men.” A similar opposition 
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of concepts also appeared in the fifth issue of Contrapunto, dated August 1945. Printed 

on the front page of this issue was the transcription of the speech that Charlie Chaplin 

pronounced at the end of the film “The great dictator.” It pleaded: “Let us all fight, then, 

to free the world, to tear down the nationalist banners, to finish with egoism, hate, and 

intolerance. Let us fight for a world in which reason dominates, in which science and 

progress take us all to happiness.”232 Again, this text attributed the notions of “egoism, 

hate, and intolerance” to Nazism, opposing them to the “reason,” “science and progress” 

associated with the new world. Therefore, Contrapunto constructed the polarized terms 

“democracy” and “Nazism” characterizing them with the same attributes with which 

Arturo qualified the terms in its motto “invention against automatism.” Pronounced in 

this fashion, the two polarities resignified and reinforced each other. 

 A similar situation occurs with the statements published in Correo Literario. On 

August 1st, 1944, Correo Literario published an “Open letter” which stated: 

. . .in Teheran [in the last speech of Winston Churchill at the House of 
Commons], the destiny of the world was sealed towards a new era of construction 
and reconstruction, an era which will extend through a long period of freedom 
without threats, without dangers of wars or perturbations. 
This world depends on a period of harmonious peace. . .so that civilization will be 
saved and progress will continue its march. ...once the Axis is defeated...[the 
world] is willing to battle for well being and culture. 
. . . There approaches, once the deadly enemy of the destinies of humanity is 
defeated, an era of concord, of creative evolution, of dignified and effective 
peace, of growth of all the values that give life greatness. . . .the proximity of the 
Allied victory is testimony that the worst of the enemies to these ambitions, 
Fascism, will very soon disappear from the face of the earth.233 
 

 In this “Open letter,” as in the texts published in Contrapunto, the upcoming 

period of peace and democracy was characterized as “a new era of construction and 

reconstruction” i.e., as a positive future. Nazism implied all the opposite characteristics: 
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regression, barbarism, and war. Correo Literario, then, constructed the same polarity as 

Contrapunto, and their common discourse found a resignification and a source for 

reinforcement in Arturo’s motto “invention against automatism.” 

 The association of Nazism and Fascism with regression, as well as the association 

of democracy with progress was inscribed in literary journals beyond Correo Literario 

and Contrapunto. While there is no documented evidence that these journals or the 

literary circles that produced them had a historical relationship with Arturo, referring to 

them is useful to widen the ideological context within which Arturo operated together 

with other cultural publications. Among these publications was Insvla, that printed 

articles similar to the pro-Allied statements of Contrapunto and Correo Literario. 

Founded in the winter of 1943 by the writer Renata Dongui Halperin, Insvla launched 

eleven issues until 1946. Like many literary journals of this period, Insvla published 

poetry, literary works, philosophical and historical essays, literary and art criticism, as 

well as rhetorical and even propagandistic articles. Throughout its pages, editors and 

contributors displayed a sense of cultural elitism. This was implied by the purposefully 

elegant and ascetic format of the publication, by its very name which suggests an island, 

and by advertisements which characterized Insvla as a publication for enlightened minds. 

Just like in Contrapunto and Correo Literario, Insvla described the victory over Nazism 

as an evolution into the civilized era of democracy: 

What wave of credulity allowed the arrival of Fascism? What underground forces 
emerged to make possible the dream of a soap opera fantasy?  How could 
somebody confuse progress with what in reality was a regression into tens of 
centuries?234 
. . . 
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Let us not analyze the close circumstances, they are not enough to explain this 
befuddling of intelligence and sensitivity. Fascism was more than a reaction to 
fear: it was the first bell ringing of triumphant lack of culture; . . .235 
 

 Just like Insvla deemed Nazism as a regression into barbarism, it celebrated the 

liberation of Paris by saying that: 

Our love for France, we share with all the civilized peoples of the earth . . . 
Its resurrection rejoices and encourages us: we certainly know that with her will 
be reborn the ingenious and artful Italy, that the flower of Spain will recover its 
homeland; the oppressed peoples will breathe freedom. . .236 
 

 Another journal which vilified Nazism as retrograde against an enlightened 

democracy was Sur. As noted above, the poet Murilo Mendes, had also been included in 

the special issue on Brazilian literature that Sur published on September 1942. Through 

this special issue entitled “Homage to Brazil,” Sur wished to celebrate Getulio Vargas’ 

decision that Brazil joined the Allied cause.237 In a vein similar to Insvla, Contrapunto, 

and Correo Literario, the writers of Sur, characterized Nazism and democracy as an 

opposition between the savage and the cultured, in which the choice of Argentine 

intellectuals was beyond doubt. Thus, Borges wrote: 

For European and Americans there is one order–one single possible order: that 
which in the past took the name of Rome, and which is now Western culture. To 
be Nazi (to play the game of energetic barbarism, of a Viking, a Tatar, a 
conquistador of the sixteenth century, a gaucho, a Red Skin) is, in the end, a 
mental and moral impossibility.238 
 

 For Borges, then, Nazism paralleled cultures which belonged to the past and 

which he regarded as being on the cultural and geographical margins of the Western 

tradition. These peoples, he also considered irrational and violent. Borges’s conception of 

Nazism, then, resonated with Arturo’s conception of automatism and onirism, since the 

journal described automatism and onirism as creative pursuits representative of irrational 
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feelings and fears characteristic of primitive cultures. By way of these resonances, Arturo 

inscribed itself within the front against Nazism that a large portion of the Argentine 

population formed at the end of the war. 

 

“Civilization and barbarism” 

 Arturo critiqued automatism and onirism because they dwelled on fear and 

irrational thought. It praised invention because the latter evoked the unknown, liberation, 

reason, and novelty. The polarity that these terms constructed echoed the 

characterizations that several literary circles made of Nazism and democracy—a 

characterization which the staunch neutral policy that the Argentine military government 

took in the Second World War intensified. Arturo’s characterization of “automatism” and 

“invention,” furthermore, also echoed yet another polarized construction which took a 

polemical tone in Argentina in the early 1940s. This was “civilization and barbarism.” 

 “Civilization and barbarism” was the motto that the Argentine liberal thinker 

Domingo Faustino Sarmiento had invented to characterize his vision of the country. He 

fully developed this concept in his 1845 text Facundo Civilization and Babarism, 

published during his forced Chilean exile from the rule of Juan Manuel de Rosas, who 

ruled the country between 1829 and 1852. In 1940, Sarmiento was arrested and exiled 

after publishing virulent attacks against Rosas in the periodical El Zonda (1939-1940), 

and Facundo was part of his journalistic campaign to discredit Rosas from his exile.239 

Eventually, Sarmiento’s vision of civilization contributed to the liberal organization of 

the country, which was stipulated in the national constitution of 1853. It also permeated 
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the vision of the country and of its history that the state-regulated and mandatory schools 

imparted and that the widely-read liberal press conveyed through newspapers such as La 

Nación and La Prensa. Sarmiento’s vision, in sum, became Argentina’s dominant 

discourse regarding the country’s history and its ambition to become a European-like 

nation.240 

 Sarmiento made in Facundo the following observation: Argentina, with its rural 

areas and its urban centers, was a polarized society that lived simultaneously in two 

different epochs. He thus commented that: 

In the Argentine republic, one sees at one time two different civilizations in the 
same territory: one that is just being born and that, without knowing what lies on 
its head, is mending the naive and popular efforts of the Middle Ages; and 
another, which without caring for what lies at its feet, tries to achieve the latest 
results of European civilization. The nineteenth and the twelfth century coexist; 
one inside the cities, another in the countryside.241 

 
 In the countryside, explained Sarmiento, prevailed “barbarism,” whose 

representatives were the gauchos and the caudillos. A native of the unpopulated 

countryside, the gaucho was a semi-socialized being, who had adapted with his natural 

instinct and his physical adeptness to the isolated, hard life of the pampas and the 

mountains. Sarmiento vividly described the gauchos through the biography of the 

“barbarian” caudillo Facundo Quiroga, native of the northwestern province of La Rioja. 

He pictured the gaucho as a cruel and unstable individual who acted violently and who, 

instead of thinking, allowed instinct to lead his acts. The gaucho blindly followed his 

caudillos and became their victim, since these were bestial chiefs governing the clan for 

their personal benefit. The living expression of the caudillo, explained Sarmiento, was 

Juan Manuel de Rosas, Argentina’s dictator at the time when he wrote Facundo. Rosas 
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had asked the popular vote to grant him “the sum of public powers” and thus, the people 

had voluntarily made him into a tyrant who held all the powers of the state in his hands. 

Representative democracy, explained Sarmiento, had disappeared since the population 

had abandoned its rights in the hands of a demagogue. Rosas, furthermore, had 

institutionalized political persecution, exile, and execution of his enemies with the help of 

La Mazorca, a body of secret police. By making a parallel between the caudillo Facundo 

Quiroga and the dictator Rosas, Sarmiento turned his critique of barbarism into a critique 

of Rosas’s government, whom he portrayed as an unscrupulous caudillo insatiable for 

blood. In Facundo, Sarmiento called for the overturn of Rosas and for the organization of 

Argentine society modeled upon the French and, especially, the North American liberal 

ideal. Thus, he explained that future Argentine governments needed to encourage the 

settlement of European immigrants who would assimilate the gauchos by forming 

socially civilized, urban centers throughout the country. Sarmiento, in sum, distrusted the 

native elements which populated Argentina and idealized the power of the mind and the 

intellect to rationally control the political future of the country. 

While Sarmiento’s ideas prevailed as Argentina’s dominant discourse through the 

later part of the 19th century and the early 20th century, in the 1930s and into the 1940s, his 

vision of a civilized Argentina as a liberal state populated by the descendants of 

Europeans began to be severely attacked by a historiographical trend known as 

“Revisionism”—a trend whose authors were, not surprisingly, the right-wing nationalists 

who were supporting the military government that had taken power in 1943. Historical 

revisionism had two central tenets: that the figure of Juan Manuel de Rosas, who had 
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been execrated by liberal writers like Sarmiento, needed to be rehabilitated; and that 

Argentina’s liberal policies had willingly allowed Great Britain’s economic penetration in 

the country, turning Argentina into an appendix of the British Empire. Writing a new 

history, the right-wing nationalists adopted Rosas as the symbol of the system to which 

they aspired, since he had been a dictator, an ally of the Church, and had remained close 

to the Hispanic tradition–as opposed to the French tradition which the liberal writers 

admired. Carlos Ibarguren’s first biography of Rosas, Juan Manuel de Rosas: su vida, su 

tiempo, su drama [Juan Manuel de Rosas: his life, his time, his drama] explored the 

period’s apparent lack of social conflict and its freedom from “un-Argentine” ideologies. 

The caudillo himself was for Ibarguren “a man of order,” enemy of parliaments, 

intellectuals, the press, cities, anarchy, and revolutions. At the same time, he viewed 

Rosas as a friend of hierarchy, property, and religion. These first books were followed by  

many others: Ensayo sobre Rosas en el centenario [Essay on Rosas on his one-hundred 

year anniversary] and Vida Política de Rosas [Political life of Rosas] by Julio Irazusta; 

Vida de don Juan Manuel de Rosas [Life of don Juan Manuel de Rosas] by Manuel 

Gálvez; Defensa y pérdida de nuestra independencia económica [Defense and defeat of 

our financial independence] by José María Rosa; and San Martín y Rosas [San Martín 

and Rosas] by Ricardo Font Scurra.242 The nationalists’ fanaticism for Rosas climaxed in 

1938, when they founded the Center for Historical Investigations Juan Manuel de Rosas, 

the publishing house La Mazorca and the bi-monthly review Juan Manuel de Rosas. 

Through these new interpretations and publications, Sarmiento’s motto “civilization 

against barbarism”—meaning that Argentina would find civilization in becoming a 
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European-like nation that combated the barbarism incarnated by local caudillos—was 

hotly debated and severely attacked in the early 1940s.243 

 Thinkers affiliated with Sarmiento’s thought, in turn, replied to the attacks 

towards Sarmiento made by historical revisionists. Between 1938 and 1944, Sarmiento 

found plenty of defenders who reprinted his works and authored new interpretations of 

his life and deeds. On July 28th, 1938, the Museo Histórico Sarmiento was founded, to 

commemorate the 50th anniversary of Sarmiento’s death, and this institution sponsored 

conferences, courses, and publications about the historical figure. Between 1938 and 

1944, Facundo was reprinted sixteen times by independent publishing houses, and 

various combinations and compilations of his writings appeared in ninety-two different 

editions. There were also one hundred and thirty five new books about Sarmiento, many 

of which displayed their laudatory attitude towards the subject in the title.244 Some of 

these works were Sarmiento: el gran civilizador [Sarmiento: the great civilizer] by 

Alberto Larrán de Vere; The Pan-American Ideals of Sarmiento, by Alberto Palcos; 

Sarmiento: sociólogo de la realidad americana y argentina [Sarmiento: sociologist of 

American and Argentine reality], by Ricardo Levene; Sarmiento: Semblanza e 

Iconografía [Sarmiento: representation and iconography], by Juan Rómulo Fernández; 

Sarmiento: Fundador de la Escuela Popular [Sarmiento: founder of the people’s school], 

by Américo Ghioldi; Luchas y Rutas de Sarmiento [Sarmiento’s fights and roads], by 

Antonio Bucich; and Sarmiento: constructor de la nueva Argentina [Sarmiento: 

constructor of the new Argentina], by Aníbal Ponce.245 The diverse background of these 

writers attests to the popularity of Sarmiento among a large spectrum of cultural and 
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political circles. Levene was a renowned jurist and historian, Ghioldi and Ponce were 

Marxist and socialist writers, Bucich directed the cultural center of the immigrant 

neighborhood of La Boca, and Palco was the director of the library of the Universidad 

Nacional de La Plata. 

 The Arturo artists, in fact, interacted with literary circles that supported 

Sarmiento’s defense of European culture against local, popular elements. The literary 

critic Juan Jacobo Bajarlía—who in 1946 would publish the first in-depth interpretation 

of Arturo and of the idea of “invention” in his book Literatura de Vanguardia—

published in 1941 a book called Pro-hombres de la Argentinidad [Men who Encourage 

Argentinism].246 The latter book included a laudatory chapter on Sarmiento entitled 

“Sarmiento: the civilizer genius” and spoke of Sarmiento as a “genius in the most lucid 

concept of intelligence.”247 Furthermore, both Correo Literario and Contrapunto 

expressed their admiration for Sarmiento in reviews of books that had appeared in those 

days. In Correo Literario, the writer Gregorio Weinberg reviewed a collection of letters 

by Sarmiento, entitled Páginas Confidenciales [Confidential Pages], which had been 

published by Editorial Elevación in 1944.  Weinberg praised Sarmiento as “an apostle of 

culture” and added that he read this book “with that proud admiration that we reserve for 

[Sarmiento’s] figure, which the impudence of those who vindicate Rosas’ bloody figure 

seeks in vain to taint.”248 In Contrapunto, the writer Luis Gudiño Kramer made a similar 

evaluation of Sarmiento, as he scathingly reviewed Vida de Sarmiento: el hombre de 

autoridad [Life of Sarmiento: the man of authority], a biography written by the 

nationalist writer Manuel Gálvez. Gudiño Kramer complained that: 
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The absolute misunderstanding of Sarmiento’s spirit and of the problems of his 
epoch; the obsessive and constant admiration towards Rosas...make [Gálvez’s] 
book into a failed attempt to turn our entirely free, generous, funny, 
overwhelming, and genial journalist, brave statist, untiring fighter, leader of 
progress and of the European civilization into a vulgar man of authority. . .  
. . . 
[Sarmiento] constitutes one of the surest examples of fidelity to progress, 
contempt for aggressive nationalisms, love of civilization, love of culture, 
contempt for personal wealth, hatred of caudillismo and barbarism.249 
 

 Weinberg and Gudiño Kramer, furthermore, clearly understood that the revival of 

Rosas was closely connected with the rise of right-wing nationalism in Argentina. Thus, 

Gudiño Kramer commented on Gálvez’s “visible inclination towards anti-democratic 

systems” and characterized him as a “man of the right, militant Catholic, admirer of 

Rosas, and organically incapacitated to hear the rumors of the people and appreciate their 

just claims and ideals....”250 Finally, in his review Gudiño Kramer connected national 

events with international events, as he interpreted Gálvez’s Argentine nationalism as a 

sign of the latter’s support of Fascism. These relationships clearly surfaced as Gudiño 

Kramer made the following comment: 

Of course, the book was finished at a bad moment, without any opportunity to 
succeed. When Gálvez began to write it, the figure of Sarmiento was going 
through a bad moment in our country. [Public figures associated with right-wing 
nationalism such as] the Font Escurras, the Pepe Rosas’ or the Gentas and the 
Alvarez Prados pulled Sarmiento out of schools or proscribed his portraits, his 
busts and his images. It was October 1942. But as [Gálvez] concluded [his book] 
on September 1944, Fascism was already crumbling in the world and, in our 
country, his servers lost positions. A son of [Gálvez], doctor Gálvez Bunge, 
interventionist minister in the province of Santa Fe, was forced to leave his post 
without achieving his totalitarian ambitions, and therefore even more hopes of the 
creole “nazionalists” fell. [sic.] [Gálvez’s] book was there, finished, shining in 
mistakes and twisted inclinations, and somebody published it with some pomp.251 
  

 In other words, for Gudiño Kramer, a frequent contributor to Contrapunto, 

Gálvez’s repudiation of Sarmiento was the other side of his revival of Rosas; the revival 
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of Rosas owed to the rise of Argentine nationalism; and the rise of Argentine nationalism 

was the local counterpart of international Fascism. These were, in fact, the beliefs that 

prevailed in Contrapunto and Correo Literario, the literary forums in which the Arturo 

artists moved.  

 Arturo, then, found allies among intellectual circles who supported Sarmiento’s 

notion of civilization. Is it possible that, in this context, the journal’s motto “invention 

against automatism” could be a resignification of the polarity “civilization against 

barbarism” that these circles professed so deeply? Indeed, the characterizations that 

Arturo makes of automatism and of invention closely echo Sarmiento’s accounts of 

barbarism and of civilization. For Sarmiento, barbarism was incarnated by the gaucho, 

whom he portrayed as a regressive being. In Facundo, the gaucho lives in a quasi 

mythical, unchanging space called the pampas or llanos. There, he suffers the constant 

challenges of nature and of other gauchos who, like him, violently fight and sometimes 

kill to survive. Sarmiento sees the gaucho as a wild animal: worthy of admiration for his 

capacity to survive in the midst of adversity; beautiful and inspiring in his use of physical 

dexterity and force; but trapped in his poverty and rough life because he does not know 

any better. The gaucho is a human being subjugated by instinctual forces: when it comes 

to survival, instinct is his greatest ally, but it is also the enemy that never sets him free of 

his barbaric condition. While in Facundo Sarmiento described the gaucho as an irrational 

being, the Arturo artists associated automatism (the words or forms that result from the 

rendering of uncontrolled thought) and onirism (the rendering of images that have been 

dreamed) with the creative pursuits of so-called “primitive” cultures and of the irrational 
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mind. In primitive cultures, wrote Arden Quin, man was “dispossessed of reason and 

space by exterior forces.” In this environment, beings and elements pressure him and he 

“can do nothing but represent his fears, indecisions, searches, transforming them in 

superstitions, magic, signs. . .”252 The only reason for automatism and onirism, explained 

Kosice, was “a constant and systematic evasion” and they led to “a hermetic closing of 

personality,”253 while Bayley claimed that oniric, representational images were 

“references to collective fears.”254 Automatism and onirism, then, resulted from irrational 

and unconscious thought: as such, they served their purpose in the world of primitive 

man but, when pursued by modern artists, these artists regressed to primitive expression. 

For both Sarmiento and the Arturo artists, the perpetuation of either the gaucho, or of 

automatism and onirism constituted a regression and a mistake in a world that needed to 

encourage progress to overcome fear. 

 Arturo’s concept of invention also had close parallels with Sarmiento’s concept of 

civilization, as they both pleaded for something which would be completely different, 

which would completely modify the reality which they wished to overcome. In Facundo, 

Sarmiento explained that civilization would reach Argentina only when Rosas had been 

overthrown and, especially, when a new government welcomed, fostered, and directed 

the flow of European immigration. European immigration, he believed, would bring not 

only population to the deserted pampas, but also a new type of citizen–the industrious 

European–who would raise new cities while assimilating and overcoming the unhealthy 

gaucho. In Sarmiento’s utopia of progress, the instrument of civilization was something 

new and different–a new reality completely different from that reality which already 
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existed. This new reality was embodied by a foreign (European) population, whom he 

conceived as rational, hard working, and morally superior to the local population of 

irrational gauchos and unscrupulous caudillos. Just as Sarmiento imagined European 

immigration as the embodiment of difference and the instrument of a civilized reality, the 

Arturo artists conceived of “invention” as the creative process which would allow the 

construction of a new, wholly invented reality. Invention was, according to Arden Quin, a 

rational process, since it entailed “calculations, even cold ones, patiently elaborately and 

applied” and “conscience, ordering and purifying it.”255 Thanks to an image-invention, 

claimed Bayley, “we become familiar with that which is furthest and most different from 

us.”256 For both Sarmiento and the Arturo artists, either European immigration or 

invention constituted the instrument of progress–either social or artistic progress–and 

these instruments were the only adequate ones to overcome their present reality. Arturo’s 

“invention against automatism,” thus, could have been a resignification of the old but still 

feverishly debated construct which Sarmiento had invented in the 19th century. 

 The defense of liberal ideology and of Sarmiento was also the quest of intellectual 

circles not directly connected with the Arturo artists. Exploring the arguments is 

nevertheless useful to fully understand the ideological context in which Arturo operated. 

An example is the journal Pórtico, the magazine of arts and letters published by the 

Ateneo Popular de La Boca. Affiliated with the Italian-immigrant neighborhood of La 

Boca, its Ateneo Popular also sponsored many cultural events–conferences, art 

exhibitions, music recitals, and others. Fifteen issues of Pórtico appeared between 1940 
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and 1945, many of which expressed the journal’s support of Sarmiento in many ways. An 

example is the following editorial note: 

The Ateneo Popular de la Boca, on occasion of the episode of vandalism suffered 
by the statue that perpetuates the memory of the illustrious civilizer Domingo F. 
Sarmiento in Parque 3 de Febrero, repudiates this act of unculture which 
aggravated Argentine society. It also wishes to join the celebration of the hundred 
years of the first publication of Facundo—a work which has survived one 
hundred years in the American mind. . .257 

 
 Likewise, Insvla celebrated the seventy-fifth anniversary of the daily newspaper 

La Prensa. Without naming Sarmiento, Insvla characterized the contribution of the 

prestigious liberal daily as the transformation from barbarism to civilization that 

Sarmiento had advocated: 

La Prensa appeared when our country was a primitive shepherds’ countryside 
with village-like cities, [a countryside] frequently whipped by the torrid winds of 
excessive political passion and fratricidal struggles. . . .In this evolution [La 
Prensa] was a worthy factor, assimilating to our country the plentiful arrival of 
foreigners, contributing to the unmistakable Argentine style of incorporating them 
without depressing xenophobia, and letting the spontaneous forces of human 
kindness prevail in the mutual coexistence [of peoples].258 
 

 The director of Insvla, then, celebrated the population of the primitive countryside 

with European immigrants, and congratulated the liberal newspaper La Prensa for 

contributing to the realization of this dream of progress which Sarmiento had envisioned. 

 In 1938, the journal Sur also celebrated Sarmiento’s ideals, since Victoria 

Ocampo invoked his name to defend her internationalist (and especially pro-European) 

approach to culture. In an editorial statement entitled “Defense of Intelligence: With 

Sarmiento,” Ocampo quoted words that Sarmiento had published during his Chilean exile 

in June 1942: “A writer is not man of one nation; the philosopher belongs to all countries; 

before his eyes there are no limits, there are no dividing terms; for him, humanity is and 
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must be a great family.”259 Ocampo was well aware that Sur was attacked as pro-foreign 

culture by nationalist writers in Argentina.260 Invoking the name of Sarmiento added yet 

another layer to Ocampo’s internationalist cultural stance, since Sarmiento himself had 

despised fanatic nationalisms and had dreamt of an Argentina that assimilated members 

of all European nations. For Insvula, Pórtico, and Sur, then, the name of Sarmiento 

evoked internationalism, progress, and the overcoming of barbarism. 

 

Arturo’s allegiances in context 

 It is evident that Arturo maintained historically verifiable links with the journals 

Correo Literario and Contrapunto. These journals, in turn, explicitly declared their 

opposition to Nazism and to local brands of Fascism. They also supported democracy and 

the name of Sarmiento in the midst of a political climate that challenged both of them. 

Arturo inscribed itself within these debates in two ways. First, two poems published in 

the journal made clear anti-Nazi references. Secondly, Arturo’s motto “invention against 

automatism” constituted a polarity which resignified other polarized political discourses 

prevailing in Argentine society in the 1940s. Arturo’s ideological sphere, in turn, may be 

widened by exploring declarations which appeared in the journals Insvla, Pórtico, and 

Sur—declarations which just like those in Correo Literario and Contrapunto also vilified 

Nazism and the name of Rosas as much as they praised democracy, the liberal tradition, 

and the name of Sarmiento. The implication is, of course, that Arturo manifested an 

unspoken yet graspable political allegiance with all of these groups. 
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 At any rate, it should be noted that the Arturo artists also identified themselves 

with Communist ideology, as evidenced by some of their statements in the journal. Arden 

Quin, for example, declared in his essay that “it is the material conditions of society that 

condition the ideological superstructures” and that modern art corresponded to “the 

process of social and economic liquidation of the capitalist order, and to the creation of a 

new society under socialist forms of production.”261 Arden Quin’s terminology probably 

owed to his reading of Marxist sources, since he mentions that it was “Lenin” who 

“underlined Engel’s proposition of the ‘spiraling march’” of history.262 Kosice’s essay 

also made a reference to dialectical materialism, as he stated that “the conditions which 

determine an evolution in each epoch are material conditions.”263 While, from reading the 

journal, it is not possible to know whether the Arturo artists also supported Stalin in 

1944—the journal does not mention ‘Stalin’ or ‘Stalinism’—by 1946, the members of the 

Asociación de Arte Concreto-Invención declared their support of Stalinism in an open 

manner. Indeed, Communist ideology would become a prominent aspect in the artistic 

practice of many members of the Asociación who had also contributed to Arturo: 

Maldonado, Bayley, and possibly Prati.264 In view of Communist leanings of the Arturo 

artists, it seems contradictory that they would think of themselves as part of the pro-

democratic front. And yet, a close look at the viewpoints of the Communist Party in 

Argentina in 1944 and 1945 will clarify this apparent contradiction. 

 The Communist Party in Argentina faithfully followed Stalin’s mandates and his 

foreign policy. Thus, when Nazi troops invaded Soviet soil on June 22nd, 1941 and the 

USSR sided with the Allies, the Argentine Communist Party became the champion of 
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Argentina’s entry in the war in support of the Allied cause. In doing so, the party opposed 

both the government of President Ramón Castillo (1941-1943) and the military 

dictatorship of 1943, since both administrations supported neutrality. In this context, 

Argentine Communist (Stalinist) leaders like Roberto Ghioldi and Vittorio Codovilla 

would soon accept to talk in public acts together with persons from very diverse 

backgrounds, such as Nicolás Repetto, Socialist leader and former national deputy, and 

Victoria Ocampo, member of the social and cultural elite, staunch supporter of the 

Argentine liberal tradition, and director of Sur. In these acts, except for their declared 

adhesion to the USSR, the discourse of the Argentine Communists did not differ 

significantly from that of the rest of the democratic front.265 

 The Argentine Communist Party’s support of the local democratic front was made 

official in 1945. At this time, a variety of political entities and associations which 

grouped persons of diverse economic, social, and ideological backgrounds formed the 

League of Democratic Coordination. The League’s members included the Unión Cívica 

Radical, the Unión Demócrata Nacional, the Unión Demócrata Progresista, the Unión 

Civica Radical-Antipersonalista, the Unión Obrera Local, the Socialist Party, the 

Argentine Communist Party, the Federación Universitaria Argentina, producers’ and 

business associations, and various cultural, professional, and union associations. The 

League was formed so that all its members would unitedly repudiate the local military 

government based on the fact that the latter had violated human liberties and that it 

supported authoritarian and anti-democratic tendencies.266 The League’s declarations, in 

fact, resonated with statements published in the journal Orientación, the “official organ 
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of the Communist Party.” The issue printed on August 15th, 1945 featured the following 

statement: 

This unites the Argentine People: 
All the country’s public opinion feels united regarding the following claims, 
around which is organized the democratic fight and [around which] progresses 
our national unity. 
1. Immediate call to general elections under the auspices of the Saenz Peña Law. 
. . . 
3. Elimination of all official candidates. 
. . . 
5. Freedom for all the democratic prisoners, return of the exiles, and ample 
amnesty to all already processed military and civilian persons. 
6. Freedom to act for all political parties and worker’s unions, and for unions of 
thinkers and supporters of democratic activity.267 
 

 In the same issue of Orientación, page 2 featured heroic portraits of Franklin 

Delano Roosevelt, Winston Churchill, Joseph Stalin, Harry Truman, Clement Attlee, and 

Chiang-Kai-shek.268 Printed almost a month later, issue no. 303 included the following 

“Homage to Sarmiento:” 

The large act of homage to the great Sanjuanino [native of the province of San 
Juan] which took place yesterday afternoon counted with unanimous popular and 
democratic warmth. The memorial to Sarmiento was supported by hundreds of 
entities and by all the democratic parties, which gave the act not only a cohesive 
character but also repudiated the forces of Nazi obscurantism that from the inside 
and the outside of palatial [governmental] circles, stained the memory of the 
author of Facundo. 
COMMUNISTS ARE IN SUPPORT 
The Communist Party sent its expression of support to the commission that 
organized the act, expressing in this note the great significance that the memory of 
Domingo Faustino Sarmiento has for [our] democracy.269 
 

 Filled with statements and illustrations such as these, Orientación, the official 

organ of the Communist party, manifested its support of a diverse coalition of anti-nazi 

and democratic persons and institutions. It also seems evident from the statements in 

Orientación that the Argentine Communist Party was willing to support the defense of 
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Sarmiento, even though Sarmiento’s notion of democracy—a notion which included the 

so-called civilized Argentines and excluded the so-called barbarians—may be regarded as 

tremendously elitist. The polarizing social and political debates of this period, however, 

permitted and even encouraged these otherwise awkward allegiances to take place. 

In view of this, it is not surprising that the Arturo artists, who declared their 

Communist leanings more or less openly in their own publication, could form an 

allegiance with other intellectual circles which, in spite of not sharing Arturo’s 

Communist ideology, opposed Nazism, supported democracy, and supported the defense 

of Sarmiento. Nor is it surprising that their central artistic declaration–“invention against 

automatism”–would resignify the polarized and politicized debates that these intellectual 

circles constructed at the end of World War II. Just like the marginal Arturo artists found 

their niche inside the Argentine democratic front, the publication of Arturo–in all ways an 

aberrant event in the Argentine artistic world–was part and parcel of the central political 

and social questions of this period. 
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PART II 

CONCRETE AND MADÍ ART 
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CHAPTER 4 

Concrete and Madí art: 

signifying dissidence during the first Peronist government 

 

 The artists who published Arturo in the summer of 1944 disbanded soon after the 

journal’s appearance. During the course of 1945, two new groups formed: the Asociación 

de Arte Concreto-Invención and the Madí group. The artists of the Asociación de Arte 

Concreto-Invención included Maldonado, Bayley, and Prati–all of whom had participated 

in Arturo–and several new members: Antonio Caraduje, Simón Contreras, Manuel 

Espinosa, Claudio Girola, Alfredo Hlito, Enio Iommi, Rafael Lozza, Raúl Lozza, 

Rembrandt Van Dyck Lozza, Juan Melé, Alberto Molenberg, Primaldo Mónaco, Oscar 

Núñez, Jorge Souza, and Gregorio Vardanega. The most frequent participants in Madí 

events were Gyula Kosice, Rhod Rothfuss, Esteban Eitler, Diyi Laañ, and Martín 

Blazsko–even though dozens of other artists, writers, musicians, dancers also participated 

at different times. Madí also included several invented members, since some of the artists 

signed works and texts with pseudonyms—of which the best known is Raymundo Rasas 

Pèt, one of Kosice’s pseudonyms.
270 By 1946, both groups had publicly announced their 

agendas through manifestos. The Concrete artists read the Manifiesto Invencionista 

[Inventionist Manifesto] in March 1946 at their first exhibition in the Salón Peuser. The 

Manifiesto Madí [Madí Manifesto] was read at the first exhibition of the Madí group in 

the Instituto Francés de Estudios Superiores in August 1946. By this year, both the Madí 
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and the Concrete artists were actively creating works of art, and they would continue to 

do so through the next decade.271 

 The Madí and the Concrete artists worked, exhibited, and published manifestos 

and journals during the idiosyncratic rule of Juan Domingo Perón. Colonel Perón was one 

of the members of the military government that had taken power on June 4th, 1943. In 

November 1943, he became the Secretary of Labor and Welfare of this government, and 

from this post, he established negotiations which favored the labor unions to a degree that 

previous governments had never approached. These policies of “social justice” made 

Perón popular among unionized working class sectors, while the middle class and the 

business community opposed him fiercely and deemed him a Fascist. In the first weeks of 

October 1945, opposition to Perón was so adamant that he was arrested, but on October 

17th, a massive workers’ demonstration obtained his freedom. In February 1946, Perón 

won the presidential elections by a slim margin and assumed legitimate power in June of 

that year. During his rule, his policies of social justice continued to favor unionized 

workers and sought to develop the national production of consumer goods and services. 

Perón’s rule was also severely authoritarian, as he elicited social consensus through a 

mixture of mass appeals, mass propaganda, and outright repressive measures.272 

 Scholars have often wondered whether the volatile political climate of the country 

during this period–especially during the first years of Peronism–affected the Concrete 

and the Madí artists in any way. Pérez-Barreiro, for example, interprets Madí and 

Concrete art as the artistic parallel of the political phenomenon of Peronism. He 

hypothesizes that, just as Peronism offered a political alternative to the seemingly 
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irreconcilable ideologies of Communism and Capitalism–the so-called “third position”–, 

these young artists combined the practice of modern art with Communist ideology. In 

doing so, the artists would have outgrown the seemingly opposed tensions that had 

riddled older generations of artists: the Florida and Boedo groups.273 Pérez-Barreiro, then, 

treats these two realities–Concrete and Madí art, and Peronism–as two coexistent entities, 

but does not articulate a dialogue between them. Other scholars have scrutinized the 

reception of the Madí and Concrete artists by the Peronist government. As explained in 

the introduction, Nelly Perazzo describes the savage verbal attacks that Perón’s Minister 

of Education, Oscar Ivanissevich, made towards “abstract art” as a whole.274 Looking into 

the same question, however, Andrea Giunta has noticed that while Peronist cultural 

policies neither welcomed nor favored abstract expressions, the Concrete and Madí artists 

were not political victims of the Peronist regime: they coexisted “on [its] margins.”275 

 At any rate, while scholars have concentrated on the government’s reception of 

abstract art, virtually no attention has been paid to the artists’ own interpretation of the 

Peronist phenomenon in the second part of the 1940s.276 This owes, primarily, to a dearth 

of primary documentation, since there exists, to my knowledge, no more than two 

recorded comments in which the artists vaguely alluded to Perón’s cultural policies. In 

1946, the Concrete artists published an article in their own organ, the Revista de Arte 

Concreto, in which they attacked “the anguished, chubby men of the Secretariat of 

Culture, climbers of Christian guilt, who hate our art for being joyful, clear, and 

constructive.”277 In 1952, the organ of the Madí group, Arte Madí Universal, criticized 

cultural authorities, commenting that: “[t]he last submission to the Venice Biennial has 
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signified for Argentina a blunt negation of the new [artistic] values. We invite competent 

authorities to stop and compare the true current of contemporary plastic arts with the 

submissions that today put us [our country] half a century behind.”278 Both comments, in 

other words, vaguely attacked unnamed cultural officers of the Peronist government for 

their aesthetic choices. If the historian only takes these written declarations into account, 

the artists emerge as largely indifferent to the singular events brought about by Peronism. 

 However, this chapter will show that it was nearly impossible for the Argentine 

population in the second part of the 1940s to remain aloof–i.e., to not have an opinion–

about the Peronist phenomenon. Perón’s unprecedented use of the mass media (radio, 

printed media, street images, and later, television) guaranteed that every member of 

Argentine society would experience the sentimental language of his rhetoric, the 

overwhelming support that unprivileged groups gave him, his doctrine of social justice 

and his protection of national industries, the initial success of his economic policies, and 

his coercive measures. The Peronist phenomenon radically changed the manner in which 

Argentine society ‘consumed’ politics, and, like other members of society, the socially-

concerned Concrete and Madí artists could not have ignored these changes. Thus, the 

Concrete and the Madí artists would have lived Peronism as an immediate experience. 

Furthermore, other scholars have also traced the responses of intellectuals towards the 

Peronist phenomenon—intellectuals who, to a large extent, chose not to verbalize direct 

responses to the regime. Literary critic Andrés Avellaneda, for example, has studied the 

veiled “modes of reply” which the writers Jorge Luis Borges and Adolfo Bioy Casares 

made to Peronism. In a short story that only circulated among friends until after the fall 



 133 

of Perón in 1955, “La fiesta del Monstruo” [“The feast of the monster”], the writers, 

using the pseudonym of H. Bustos Domecq, “hypersaturated” a text with codes of vulgar 

dress, food, speech, and brutal activities which they associated with the supporters of 

Perón.279 Avellaneda has also called attention to the significant popularity of the genre of 

detective novels in Argentina in the 1940s and 50s, which Borges and Bioy Casares 

partly fostered when acting as directors of the collection El Séptimo Círculo, published 

by Editorial Emecé, between 1945 and 1955. The plots in these novels rescued, above all, 

pure intelligence, the powerful use of thought and the unstoppable, invincible logic of the 

characters (detectives) who guarded a form of order against the threat of the chaotic 

(crime, enigma). In the particular context of Peronism, argues Avellaneda, this form of 

fiction contributed to create a sense of cultural and political identity among the educated, 

who perceived themselves as defenders of reason against the cultural vulgarity, 

irrationality, and brute force of the Peronist masses.280 John King has also called attention 

to the veiled and elliptical attacks which Victoria Ocampo made on Peronism in Sur in 

1948, when she criticized the tacky forms of park architecture and the vulgar sounds that 

came out of radios during the Peronist period.281 Andrea Guinta has discussed Jorge 

Romero Brest’s review of the 1948 National Salon as a statement in which the critic 

called for “the freedom of color and form” to signify his perception that Peronist cultural 

policies were bastardizing art.282 Federico Neiburg and Oscar Terán have studied 

particular institutions, the Colegio Libre de Estudios Superiores and the journal Imago 

Mundi, as sites in which intellectuals–notably the liberal historian José Luis Romero–

negotiated spaces of resistance and dissidence.283 
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 In view of the overwhelming Peronist phenomenon and the concurrent response 

of other intellectuals to this phenomenon, I bypass the dearth of documentation and 

deduce the artists’ interpretation of Peronism from their attitudes towards images and 

from their involvement with other cultural groups. This chapter constructs a possible 

dialogue between art objects created by the Concrete and the Madí artists between 1945 

and 1948, and a few massively displayed images spread by the Peronist government in 

the same period. It also explores a number of institutions with which the artists got 

involved, and which were also affected by Peronist policies: the Argentine Communist 

Party, the Altamira School, and the Teatro del Pueblo. The Madí and the Concrete artists, 

then, emerge as responsive to the social tensions of this period. 

 

Concrete and Madí art: avoiding representation 

 Between 1945 and 1948, the Concrete and the Madí artists illustrated the concept 

of invention–introduced in Arturo in 1944–via several artistic strategies which focused on 

avoiding representation. According to the Concrete artists, representational forms needed 

to be combated because the latter reflected and perpetuated class-based social 

organizations. Representational images, they believed, forced individuals to relate to 

concepts, connotations, and feelings which were superfluous to the object itself, and 

which enticed individuals into supporting class-based social organizations. Concrete art, 

instead, would invent works of art whose reality ended in the objects themselves (since 

they sought to represent nothing beyond themselves). The artists therefore regarded 

Concrete art as a worthy contribution to social liberation, since Concrete art helped 
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viewers grasp true reality (the object itself) while struggling against the concepts, 

connotations, and feelings evoked by representational art.284 Similarly, the Madí artists 

believed that their art 

confirm[ed] man’s definitive, concentrated desire to invent and construct objects 
inside the absolute values of the eternal; next to a humanity that struggles for the 
construction of a new classless society, which liberates energy and dominates 
space and time in every direction and matter until its last consequences.285 

 
 Both the Concrete and the Madí artists, then, believed that constructing objects 

which avoided representation, meaning, and interpretation would help viewers connect 

with reality: the reality of objects, materials, and language. Being in contact with these 

real objects, in turn, would confront viewers with the myths that bourgeois society 

perpetuated in the process of representation–myths which prevented social revolution. 

 Following these beliefs, the Concrete and Madí artists developed various 

strategies to shatter the possibility of representation. One such strategy emerged in the 

“cut-out frames,” i.e., works which avoided representation by breaking the shape that 

allowed the perception of spatial depth: the rectangular frame. Already in Arturo, Rhod 

Rothfuss had suggested that the rectangular frame signals the presence of the portion of 

reality that is missing from the painted image and thus, encourages the perception of the 

painted image as a representation. Quoting Gauguin, Rothfuss called this “the 

abominable error of naturalism that began with the Greeks of Pericles.” 286 Materializing 

this critique, a work by Tomás Maldonado from ca. 1946 (Fig. 49) presented two 

geometric shapes within a cut-out frame. In this work, not only did the shapes inside the 

frame not evoke natural figures: the frame of the painting discouraged the viewer from 

perceiving these shapes as inscribed within a receding space. Yet while the Concrete 
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artists initially found the cut-out frame successful, they soon became dissatisfied with it, 

concluding that “AS LONG AS THERE IS A FIGURE OVER A BACKGROUND, 

ILLUSORILY EXHIBITED, THERE WILL BE REPRESENTATION.”287 The cut-out 

frame, they realized, did little to solve this problem, since the contiguous geometric 

shapes were unavoidably read as ‘figures’ in the cut-out frame as much as in the 

rectangular frame—a fact that becomes evident when comparing the same work by 

Maldonado with a work by Alfredo Hlito that is placed in a rectangular frame (Fig. 50). 

In view of the failure of the cut-out frame, the Concrete artists developed the “coplanal,” 

which “separated in space the constituting elements of the painting without abandoning 

their arrangement on the same plane.” An example by Alberto Molenberg from ca. 1946 

(Fig. 51) consisted of three invented shapes which were independently cut out of a 

wooden panel, painted, and connected by rods on the reverse side. Thus, these shapes 

continued to be “a painting”–since all shapes were arranged on the same plane–but they 

did not rest on a painted background, and therefore, avoided generating the illusion of a 

receding space. 

 Representation could also be avoided by emphasizing the flatness of the pictorial 

plane. In a cut-out frame by Manuel Espinosa from ca. 1946 (Fig. 52), the artist inscribed 

several thick black lines which crossed through the pictorial plane, creating several 

geometric subdivisions on it. The black lines flattened the pictorial plane and emphasized 

the character of the painting as a design in which the artist chose forms and colors 

independently of a natural model. A painting by the Madí artist Rothfuss’s from ca. 1948 

(Fig. 53), for example, used a cut-out frame instead of a rectangular one and he separated 
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the ‘contained’ shapes with black lines, emphasizing their flatness and discontinuity on 

the plane and their distance from the natural world. 

 Like the Concrete artists, Madí artists explored the concept of the coplanal. 

However, they made a significant variation. The coplanals by the Concrete artists were 

meant to avoid the illusion of depth by suppressing the painting’s background. The 

coplanals by the Madí artists avoided representation by introducing the possibility of 

change and transformation within the work. In an articulated work, wrote Kosice, “the 

assumption of a change, the innumerable possibilities of its aesthetic variation, of its 

mutation, of its expected angles,” made the work not only “an observed entity” but also 

“a playful instrument.”288 I would also argue that in introducing the possibility of change, 

articulated works disrupted the assumption that an object bears an unequivocal image, 

since the spectator could not consistently perceive the same figure as the work changed. 

An articulated painting by Raymundo Rasas Pét (Kosice’s pseudonym) from ca. 1948 

(Fig. 54), for example, consisted of regular geometric shapes (circles, rectangles, a 

square) which were arranged on the same plane and attached with rods and hinges that 

allowed them to be moved and to change positions. The shapes that made up the painting, 

then, could be variously arranged, and each arrangement provoked a new, different 

figure. The object itself, thus, was not static and a plurality of interpretations was 

possible. 

 Rasas Pét’s articulated painting used forms which were distinct: circles, 

rectangles, and a square. These, in turn, were painted in various bright colors. Therefore, 

while the painting could be repeatedly manipulated and variously arranged, any one of 
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the potential arrangements would still suggest a representation. In Escultura Articulada 

Lúdica [Playful Articulated Sculpture] from ca. 1948 (Fig. 55), Kosice made a key 

modification which took the suppression of representation a step further: he created an 

articulated work with identical parts. These identical parts–rectangular ‘blades’ of 

unpainted metal–could be manipulated into different arrangements, but since all the metal 

blades were identical, all arrangements would look very similar among themselves. Thus, 

the sculpture was not only capable of suggesting an endless number of arrangements: 

each of these arrangements would now be confused with the others. The object rejected 

representation because, as the artist physically manipulated it, each of the shapes which 

occurred in the process of manipulation could not be successfully contrasted with 

previous or later ones. Not only was the possibility of an exclusive relationship between 

object and representation shattered: the relationship among all the possible 

representations became ambiguous. 

 The Madí artists, then, sought to avoid the fixity of representations onto objects, 

and they did so by prompting the possibility of transformation and ambiguity into their 

works of art. Madí poetry, in turn, eluded representation by preventing readers from 

interpreting meaning. It is in the process of interpreting meaning that an object becomes a 

figurative or abstract representation since an object, in its materiality, is only an object. If 

an object cannot yield interpretations, no meaning can possibly emerge from it and no 

representation is possible. Madí prose and poetry prevented the interpretation of 

meanings by disrupting the construction of semantically coherent structures. An example 
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was the Madí Dictionary (Fig. 56), which consisted of a “dictionary” of invented words 

with unreadable meanings. In Spanish, a given section of it read as follows: 

M 

Maclode: Upward hill. / Slope to insinuate land. 
Meril: Kidnapping of flat centimeters. / Madícional [‘Madí-like’ or ‘of Madí 
origin’] opposition and resistance. 
Miogue: Account of events in which the authors of great answers participated. 
Molois: Site where the most varied adjectives are collected. / Fam. Insult. 
Musver: About the manner to focus in photography the liveliest glare of a 
childhood memory. / Fixation. 
Macichud: Line of shade that emits a loosening of gray beams. 

 
N 

 
Nandy: Arrangement for new personal cuño. 
Nem-Er: Record of instances. 
Nigs: Opening that is left so that a cluster of enchanted powder emigrates. 
Novoh: Shooter that the riverside authority exercises to learn the coastal ruling.289 
 

 In the Madí Dictionary, the writer sabotaged semantic coherence by combining 

impossible relationships between concrete objects within sentence structures that were 

syntactically correct. Because the grammar was indeed correct, the text encouraged the 

reader to read the entries, but the reader could not interpret meaning in the process of 

reading. For example, in the last line of the “M,” which reads “line of shade that emits a 

loosening of gray beams” the sentence structure was grammatically correct. Yet, for the 

reader, it was impossible to picture an image out of this sentence: a shadow cannot be a 

line, a shadow cannot emit light, and a shadow cannot emit a loosening of gray beams 

because a shadow is a gray beam. The Madí dictionary, in sum, disrupted comprehension: 

the reader was consistently prevented from interpreting a sequential meaningful sentence. 

Since semantic coherence was disrupted during the process of reading each entry, 
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representation between each term and each definition did not occur. The very concept of 

this “Madí dictionary,” in fact, disrupted the meaning of the word “dictionary:” a 

dictionary is a book that defines the meanings of words, but in the Madí dictionary, the 

words to be defined do not exist as linguistic conventions and their definitions cannot be 

interpreted. These same characteristics were present in Madí prose, poetry, scripts for 

plays, and short stories, since Madí’s main objective was to invent literary works which 

bore no resemblance with known objects, characters, events, or places. All Madí texts 

included invented words and unimaginable images (in the case of poetry) or situations (in 

the case of play scripts and short stories). Some examples are the short story by Diyi 

Laañ, “La batalla de Inod,” and the play script named “Tiagno,” both published in 1947 

in Arte Madí Universal.290 

 A parallel strategy to avoid representation in painting consisted of sabotaging the 

legibility of the painted design. In a cut-out frame now attributed to Diyi Laañ from ca. 

1948 (Fig. 2), for example, the painted design that fills the surface of the frame is, from a 

formal point of view, utterly discontinuous. The minimal repetition of shapes disrupts 

linear continuity, and this disrupts the legibility of fuller figures. The coexistence of 

highly saturated colors and uncolored shades of gray further contributes to the disruption 

of consistent colored patterns or color transitions. The effect is that the colored shapes 

clash into one another, disrupting and confusing the legibility of the design. As is the case 

with many other Madí works, this work may in fact be regarded as ‘badly’ painted. I 

would argue, however, that in Madí paintings the visual legibility of the design is 

consistently disrupted for the sake of avoiding representation. 
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 A last radical strategy to avoid representation consisted in physically denoting the 

absence of representation. To suggest the representational vacuum, in Fig. 52, Rothfuss 

cut out an irregular shape inside the pictorial plane. For practical purposes, this cut-out 

shape was read as a hole in the middle of the painting. Thus, this work not only signified 

Rothfuss’s desire to suppress illusionism: the hole in the middle of the painting 

physically denoted that the painting sought to represent nothing, since the contents of the 

painting were nonexistent. An even more drastic exploration of the same idea occurred in 

the painting by Laañ discussed above (Fig. 2). In this work, the irregular frame itself was 

hollow and this hollowness denoted that representation within this frame was impossible. 

 The Concrete and Madí artists believed that, by way of these strategies, forms and 

linguistic units could maintain their condition as material, real things. The artists wanted 

their works to avoid connotations and meanings so that they would not become 

representations. Because representations, in the artists’ view, enticed individuals to 

support class-based social organizations: they would foster mental corruption and social 

enslaving. As we shall see, such a negative opinion about representational images sharply 

contrasted with the central role which Perón attributed to representational images for 

propaganda purposes. 

 
 
Peronist propaganda and representation 

 While the Concrete and Madí artists explored ways to avoid representational 

images, the political regime under which they were producing their works made 

extensive use of both linguistic and visual images for propaganda purposes. 291  
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Throughout his speeches, Perón used such verbal images as he referred to and 

interpellated the workers who benefitted from his social policies. For example, instead of 

using a concept such as “the working class,” which would have alluded to the 

occupations and the social strata of a group of persons, he used as an image–“the shirtless 

workers” [los descamisados]–which tangibly evoked a male body partially deprived of 

clothing, as well as heat, sweat, and, in paternalist rather than critical tone, vulgarity. In 

the speech given on October 17th, 1946, at Plaza de Mayo, Perón addressed the workers as 

“mis queridos descamiados” [my loving shirtless workers].292 He also announced that 

starting in 1946, October 17th would be the “Day of the Shirtless Workers,” and claimed 

that “this is the government of the Shirtless Workers.”293 Finally, he stated “I don’t want 

to govern over men but over their hearts, because mine beats in unison with the heart of 

each shirtless worker, which I interpret and love above all things.” 294 

Another image was “the mass” [“la masa”], a term which described the countless 

number of people that congregated in public spaces to cheer Perón. The term, again, 

evoked a concrete image instead of a concept, especially when Perón referred to it as “the 

suffering and sweaty mass”.295 In the same speech (October 17th, 1946), he referred to 

“this grandiose mass”296 and described himself as “mixed with this sweaty mass.”297 

Another image–one that evoked controlled motion–was the motto “from home to 

workplace and from workplace to home” [“de casa al trabajo y del trabajo a casa”], 

which Perón used to demand that his supporters remain calm when dispersing a 

demonstration. In a speech which he delivered on October 10th, 1945, from the balconies 

of the Secretaría de Trabajo y Previsión, Perón exhorted the workers to “remember and 



 143 

maintain this motto in your memory: from home to workplace and from workplace to 

home, and with that we will be victorious.”298 All of these mottos were, in fact, 

representational images. Taken together, these images formed a pantheon which elicited 

rather than conceptualized the ever returning subject of Peronist rhetoric: social justice. 

During the first few years of Peronist rule, the government’s dispensation of 

“social justice” was imaged in several propaganda posters printed for special occasions 

and publicly displayed inside buildings and in the streets of Buenos Aires. In a poster 

announcing the inauguration of the Universidad Obrera [Worker’s University] (Fig. 57) 

in 1948, a man stands in the foreground. One of his hands firmly holds a gear, while the 

other firmly grabs a book. The man is dressed as a machine operator, with tucked sleeves 

and an apron. His facial expression denotes determination: his eyes are focused in the 

distance and his lips appear tense—almost bitter—as if he were making a great effort. 

The same notion of effort and determination is denoted by the slim but muscular arm that 

holds the gear and by the bony but stern hand that holds the book. Behind the worker 

stands an architectural structure consisting of a cube with an arched perforation. The 

structure clearly recalls a triumphal arch, but it is completely deprived of ornament, as if 

to suggest that this building is not pompous or traditional, and that it is new and even 

modern—modern architecture, as I discuss in the next chapter, was associated with lack 

of ornament and monumentality. Above the arch, capital letters announce that this is the 

Universidad Obrera [Workers’ University] and above the letters is the Argentine national 

coat of arms. The caption at the bottom of the poster reads “Comisión Nacional de 
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Aprendizaje y Orientación Profesional” (CNAOP) [National Commission of Learning 

and Professional Orientation]. As scholar Marcela Gené explains: 

In the propaganda poster of CNAOP, the book and the gear which are exhibited as 
the characteristic attributes of the worker refer to the objectives sought by the new 
educational project which proposed the integral formation of the worker, 
primarily in the technical field but which also included political and cultural 
instruction through a curriculum which combined the history of trade unions with 
the rudiments of labor law.299 

 
Working-class access to higher education—a kind of education that was not only 

technical but which also made workers aware of their rights—was congenial with the 

ends of Peronist “social justice,” which reclaimed for workers the same self-awareness of 

their dignity that only the middle and upper classes had enjoyed in the past. 

Another highly symbolic poster celebrated the first five years since the foundation 

of the Secretaría de Trabajo y Previsión Social in 1948 (Fig. 58). This institution was a 

conspicuous government dependency because Perón himself had been the first Secretary. 

From this Secretaría, he had instrumented his early policies of “social justice.” The 

poster’s background shows a blinded figure of justice, with the attributes of the sword 

and scales. In the foreground stands the silhouette of a muscular male figure in defiant 

position and holding an anvil. The silhouette appears to wear no shirt and wears a 

handkerchief around the neck—a clear referent to Perón’s “shirtless workers.” The 

caption at the bottom reads “Secretaría de Trabajo y Previsión, 5th anniversary of its 

creation, 1943—November 27th—1948” In using a traditional figure of justice, the poster 

legitimizes Peronist social justice as a valid and worthy kind of justice. It also reinforces 

the message that it was the workers who were the recipients of social justice. 
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A third poster from 1948, Día de la Raza (Fig. 59), shows two figures. The 

foreground shows a stereotyped and westernized face and torso of an aboriginal female. 

In the background stands a female figure representing a white princess or queen. 

Ironically, the aboriginal’s facial features conform to Hollywood’s standards of beauty 

from this period (full lips, oval face, large, almond-shaped eyes, and rosy cheeks). The 

aboriginal is represented with a seemingly nude torso (even though we can only see up to 

her shoulders). By contrast, the figure in the background is fully dressed, with dress and 

headdress. At the bottom, the caption reads Día de la Raza”—literally, “Day of the 

Race.” The poster clearly symbolizes a reconciliation of races on a commemoration that 

had typically celebrated the “discovery” of the American continent by the Spaniards and, 

ultimately, the colonization of former aboriginal territories and the conversion to 

Catholicism of the original inhabitants.300 Here, the emphasis is reversed as the figure in 

the foreground is the conquered aboriginal. The figure in the background (probably an 

allusion to the celebrated Isabel la Católica, or maybe a figure symbolizing Catholic 

Spain, is present as an overseer, but she is not the protagonist. The poster is congruent 

with the postulates of “social justice” in the sense that it shows a revalorization of social 

subjects which had generally been regarded as negligible—the poor, the uneducated 

worker, the aboriginal. On the other hand, Peronism did not promote a social or political 

revolution in which former underdogs would become the leaders—it promoted a 

protectionist state and a corporativist society in which the government would regulate and 

oversee the harmonious relationship between the corporations, such as between the 

patrons associations and the workers’ unions. This system, Perón believed, would help 
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prevent individualist egoism and bloody confrontation.301 Therefore, the new figure of 

race did not confront the Catholic colonizer but stood moderately in front of it, and both 

of them looked dignified and content.  The representation is ultimately successful in 

conveying the revised significance of the aboriginal without erasing the invigilation of 

the aboriginal by the Catholic Church. 

Besides painted posters, photography had a special role in the construction of 

Peronist propaganda. One such image was a poster promoting Barrio Saavedra (Fig. 60), 

one of the many examples of Peronist public housing. Barrio Saavedra was built by the 

Ministry of Public Works in 1948. Like the Peronist government, previous 

administrations had been relatively concerned about public housing for moral and 

hygienic reasons. Yet, from the Secretaría de Trabajo y Previsión, Perón created the 

General Housing Administration in May 1945, which projected the construction of 

20,000 units per year. While this ambitious project was not fully realized, many new 

neighborhoods were built in Buenos Aires, including Barrio Aeropuerto, Barrio 17 de 

Octubre, Barrio General Perón, Ciudad Evita, and Barrio 1ero. de Marzo, and others in 

the rest of the country. The poster of Barrio Saavedra, with its individual houses planned 

for nuclear families, illustrated one of Perón’s realizations for the workers.302 

Another propaganda poster was a photograph of the demonstrations of October 

17th, 1945, which first appeared in a brochure, published by the Ministry of Circulation in 

1946, and was later made into a poster. This photograph (Fig. 61) documented the 

massive worker’s demonstration of October 17th, 1945, which had demanded Perón’s 

liberation and return to his posts. Since November 1943, Perón had been instrumental in 
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establishing significant social benefits for unionized workers–minimum wage, retirement, 

compensation for termination of employment, an end-of-the year bonus, and many 

others–but these measures had caused severe friction between the military government 

and conservative sectors. On October 9th, 1945, the government demanded Perón’s 

resignation and sought to imprison him, and within the next few days, the benefits which 

Perón had negotiated with the unions were all annulled. On October 17th, hundreds of 

thousands of workers from the outskirts of the city marched onto downtown Buenos 

Aires demanding Perón’s liberation. The photograph caught the moment of expectation in 

which the demonstrators were waiting for Perón, now liberated, to make his public 

address from a balcony of the government palace. 

 As propaganda photographs, the Poster of October 17th and the Poster of Barrio 

Saavedra were naturalistic and easily legible. In the first place, the seeming objectivity of 

the images was the result of their medium. As photographs, the images resembled pieces 

of news rather than carefully constructed propaganda. The photographer also enhanced 

the images’ naturalistic appearance by photographing the scenes from a high and distant 

point of view, i.e., a point of view that fostered the illusion of spatial depth. In the case of 

the poster of October 17th, the high point of view also contributed to visually 

aggrandizing the number of people congregated to reclaim Perón’s liberation. The point 

of view also helped create a visual contrast between the multitude of unidentified faces 

and the unmistakable face of Perón. The implication was that the multitude unitedly and 

overwhelmingly supported Perón. 
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 In the case of the poster of Barrio Saavedra, the high point of view not only 

enhanced the illusion of receding space but also allowed the viewer to catch a very 

legible view of the architectural signifiers of Peronist social justice. The design of the 

houses metaphorically referred to this central feature of Peronist rhetoric, which 

translated in the government’s distribution among the unprivileged classes of everything 

that had previously only belonged to the privileged ones. The houses were decorated by 

slanted roofs with red Spanish tiles which were associated Mediterranean architecture. 

They imitated the chalet type or California style that the upper middle classes had 

adopted during the 1930s in the design of vacation houses.303 The Peronist houses, then, 

referred to the government’s desire to grant workers with a very specific status symbol: 

the sign of leisure time and money. In the poster, the apparently objective and detached 

point of view was intentionally chosen to make the meaningful architectural components 

of the houses visible. 

 Both photographic compositions also aimed at being highly legible so that their 

messages would impact the public. In the poster of Barrio Saavedra, the street was used 

to symmetrically divide the scene and to trace a diagonal through the composition. Such a 

symmetrical division guaranteed an ordered reading of the two rows of houses, and 

helped to make visible the comparably smaller persons who stood among the larger 

buildings. The unidentified persons were a woman and three children who lovingly held 

hands in expectation of the house that the Peronist government was building for them. In 

the photograph of October 17th, the expressions of happiness in the faces of the 

demonstrators could be well distinguished because the scene had been photographed at 
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night with a powerful flash, so that the contrast between light and dark facilitated the 

reading of the image. The elated facial expressions would have been much more difficult 

to distinguish at a glance if the scene had been photographed with natural light. 

 The appearance of naturalism and the legibility of the above-described scenes 

contributed to mythologize different aspects of Peronist discourse: in the case of the 

poster of Barrio Saavedra, the image evoked the future of order and happiness promised 

by Perón; in the case of the photograph of October 17th, the image served to seal Perón’s 

popularity. These images, then, did not simply represent reality: they constructed 

representations as objective observations and eased interpretation—they seemingly 

confirmed the correspondence between representation and reality, and in doing so, 

legitimized the government’s policies and enticed the Argentine population to support 

them. 

 

Peronist propaganda: an immediate experience 

Since 1945 and into Perón’s presidencies (1946-1952; 1952-1955), the 

Argentines’ exposure to politicized representational images and texts was a central 

experience of everyday life. The Concrete and Madí artists, just like other members of 

Argentine society, would have experienced politically-charged images, both verbal and 

visual, as they walked through the city and listened to the radio, which Perón used 

extensively from the beginning of his rule. Before Perón took power, Argentines would 

seldom have had the chance to hear presidential radio appeals. Under the presidency of 

Roberto M. Ortiz (1938-1942), Argentine citizens were only able to hear two presidential 
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appeals. Yet during the nine years of Perón’s rule, they were bombarded with almost two 

thousand speeches, which were aired simultaneously through entire radio networks and 

during the most popular time slots. In 1951, indeed, Perón transmitted speeches in the 

entire network of Argentine radios during five consecutive days to explain his five-year 

plan.304 Already during the presidential campaign which began in late 1945, Perón’s voice 

and his portrait found ways to flood the city. A car bearing a painted portrait of Perón, his 

name, and the emblem of the Labor Party that he represented drove around spreading 

Peronist speeches and slogans through two prominently displayed loudspeakers (Fig. 62). 

Peronist visual images also flooded the city, in the form of brochures, newspaper 

and magazine advertisements, and posters. Marcela Gené has researched the workings of 

the various state institutions and dependencies which were in charge of producing and 

distributing Peronist propaganda. She explains that when new photographs, posters, or 

propagandistic icons were released, the Dirección de Difusión [Office of Distribution] 

sent copies to every popular library, party unit, public school, state organism, and even to 

the Argentine embassies abroad. This entity was also in charge of distributing pins with 

the coat of arms of the Peronist Party, which were mandatory for all public employees 

and recommended in other work settings. Another office in charge of propaganda was the 

Dirección General de Publicidad [General Office of Publicity]. It distributed 

advertisements and photolithographs to the press, paying for spaces in periodicals which 

were already owned or administered by the state, and thus assigned them extra funding 

and a larger quota of paper. Finally, during special celebrations such as the annual 

commemoration of October 17th, 1945, the Dirección de Festejos y Ornamenaciones 
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[Office of Celebrations and Ornamentation] launched major campaigns which involved 

well-known draftsmen, architects, stage designers, and sculptors, such as the earlier-

mentioned Troiano Troiani. New decorations were prepared every year—proof that the 

government did not refrain spending lavishly for the sake of propaganda. Several offices 

were in charge of building and decorating plaster casts of colossal allegorical figures—at 

least six meters high—for public display. These were also used to cast light and resistant 

papier maché sculptures which were colored with synthetic paint. On occasions such as 

this, walls were also painted with propaganda images, such as the mural “El pueblo liberó 

a su líder” [The People Liberated Its Leader] (Fig. 63), which was originally a poster and 

was then painted as a mural on the central Avenida 9 de julio.305
 

These government-led instances, in turn, were spontaneously emphasized by 

anonymous slogans. Slogans such as “Perón 1946,” “Long live Perón,” “Vote for 

Coronel Perón,” “Perón Future President,” and, “Sun of the Poor,” (Fig. 64) visually and 

audibly saturated the everyday activities of citizens. The general effect was that, as 

people walked, rode public means of transportation, or drove cars, they would have 

tangibly perceived both the sentimental and symbolic messages of Peronist rhetoric and 

the president’s popularity. 

 In this situation, is it possible to posit a dialogue between the representational 

images massively spread by Peronist propaganda, and anti-representational and marginal 

works of art of the Concrete and Madí artists? Certainly, it would be naïve to suggest a 

relation of causality, i.e., to argue that the all-pervading images promoted by the Peronist 

government could have been the single spark which prompted the Concrete and Madí 
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artists to elaborate their anti-representational strategies. Prior to the rise of Peronism, the 

journal Arturo had already discussed the core ideas that by 1946 were the credo of the 

Madí and Concrete artists. Secondly, the intention to avoid representation on the part of 

the Concrete and Madí artists clearly relied on their scattered interpretation of the work 

and ideas of the European avant-garde and of other local sources (discussed in chapters 1 

and 2). Yet it would be equally naïve to believe that the Concrete and Madí artists–just 

like any other members of Argentine society in the second part of the 1940s–could have 

avoided experiencing Peronist images in the course of their everyday lives, or that they 

would not have formed impressions and opinions about them. At the very least, the 

overbearing presence of Peronist images in Buenos Aries would have intensified and 

helped define the aesthetic preoccupations of the Madí and Concrete artists. 

A few intriguing aspects of the artistic practice of the Madí and Concrete artists, 

furthermore, suggest that the artists were aware that the photographic medium played a 

central role in the construction of a mythologized reality. In their manifesto, the Madí 

artists never listed photography as one of the media in which Madí works could be 

realized. The absence of photography from among other listed media–painting, sculpture, 

drawing, music, dance, theater, poetry, short story, architecture, and others–is specially 

conspicuous considering that it was a photographer (the Bauhaus-trained emigré Grete 

Stern) who encouraged the Madí group in its early days.306 The only photographic work 

associated with the Madí group is, in fact, not a photograph but a photomontage by Stern 

(Fig. 65), i.e., an image which purposefully and obviously manipulates photographic 

exposures to create a new, ‘unnaturalistic’ image.307 On their side, the Concrete artists 
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appear to have proposed that their Concrete works were valid vehicles for educational 

and political propaganda for the Communist party, as opposed to representational images 

which evoked “subjective and expressionist necessities.”308 For the Concrete and Madí 

artists, then, perceiving the mythologizing intention of Peronist imagery in the context of 

their everyday experiences would have reinforced their anti-representational discourse. 

 Perón himself was also well aware that naturalistic representation bore 

propagandistic possibilities and that it helped spread his popularity. Regarding the 

planning of the Monument of the Shirtless Worker, which he first announced on October 

17th, 1946, during the commemoration of the historical date of October 17th1945, Perón 

commented that: 

I think that it would be interesting to make a Monument that is profoundly 
evocative, for the simple reason that it will be an eminently popular monument, 
that in its shape and conception, it must be easily interpreted. It must not be 
anything complicated but something that our people will understand, and [our 
people] understand what impresses their senses and their feelings. 
The monument must be simple, and it must represent the people in its conception 
through the different epochs of our history. Its central figure must be that of the 
shirtless worker, that which we all know and we see in the street, that of the 
shirtless worker we saw on October 17th. 

 ... 
We must make a shirtless worker as similar as possible to the true shirtless 
worker.309 
 

 Thus, Perón made a case for the evocative, representational capacity and the 

legibility of the future monument. The monument needed to be both naturalistic and 

legible, he stated, because the shirtless worker needed to be drawn to it by sentiment: the 

monument was expected to elicit emotion. The monument for the shirtless worker, 

however, would be saturated with signifiers of social retribution: signifiers which its 

author would deliberately insert throughout the work so that workers were drawn to it 
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through feeling and self-identification. This attitude towards artistic creation, in fact, was 

the exact opposite of that of the Concrete and Madí artists. 

 In the second part of the 1940s, then, representational images and texts came to 

inundate everyday life in a way that Argentine society had not seen before. Politically-

charged images associated with Peronist policies took over the streets. I have suggested 

that in this context, the works and ideas of the Madí and Concrete artists operated in a 

tense oppositional dialogue, not only with traditional art, representation, and expression 

as general categories, but also, at this very specific moment in time, with Peronist images, 

which employed mechanisms that were anathema to the ideas and strategies that of the 

artists. In avoiding representation, the Concrete and Madí artists sought to disrupt the 

very representational strategies which Peronist propaganda resorted to: they broke the 

shape that facilitated the illusion of depth, they suppressed the background, and they 

disrupted the fixity of forms and the legibility of the painted design. In the naturalistic 

and legible Peronist images, then, they would have found plenty of visual material 

against which to pound their own ideas, if only for a very reduced or exclusive public. 

 

Allegiances of dissidence 

 Besides producing works which may be regarded as loci for their opposition to 

Peronism, the Concrete and Madí artists demonstrated their opposition to Perón in other 

ways. The main one was their support of Communism and, in the case of the Concrete 

artists, their affiliation to the Argentine Communist Party (PCA) in September 1945. The 

Concrete and Madí artists saw themselves as participants in the ongoing construction of a 
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“classless society” and therefore, they would have interpreted Perón’s labor policies as 

fictions which were only preventing and delaying the realization of this classless society. 

This was also the position of the Communist leaders of the PCA, who attacked Perón’s 

labor measures and benefits because they sabotaged the workers’ class conscience. The 

Communist leader Victorio Codovilla, for example, argued that:  

As it is well known, the objective of Peronism consists, precisely, in granting 
temporary concessions to some workers’ sectors, with the premeditated intention 
of destroying their independent, class-bound organizations and of forcing them to 
enter state unions. These are nothing but political instruments which the 
totalitarian state employs. Once it has consolidated itself in power, [the state] will 
move on to worsen the conditions of life and work of the people.310 
 

 While Codovilla argued that Peronism sought to break class-bound organizations, 

and thus, to compromise the workers’ class conscience, Perón himself described the labor 

decrees and fringe benefits he had granted as measures which would prevent “a violent 

revolution” in Argentina. In a famous speech he gave on August 7th, 1945, before army 

students in the Military College, Perón claimed that: 

If the French Revolution ended with the rule of the aristocracy, the Russian 
Revolution ends with the rule of the bourgeoisie: the rule of the popular masses 
begins.... If we don’t make the peaceful revolution, the people will make the 
violent revolution. The solution to this problem is to bring social justice to the 
masses. This is the remedy which, suppressing the cause, will also suppress the 
effect. And since the beginning of the world, social work is only done in one way: 
taking away from those who have a lot to give to those who have too little. 
Undoubtedly, this will raise the reaction and resistance from these men (the 
businessmen), who are the worst enemies of their own happiness, because they 
are going to loose in a few years, or in a few months, everything they own, plus 
their ears for not granting a 30 percent.311 
 

 Communist leaders were disgusted at the fact that Perón was dazzling the workers 

with benefits to prevent a revolution, and thus they warned the workers that “it is very 

easy...to say that the Secretariat of Labor and Welfare has conquered this or that benefit 
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for this or that group of workers; what we really need to know is whether this is a true 

and long lasting benefit, or whether it concerns a fictitious and unstable benefit.”312 In 

view of this, it is not surprising that the Concrete artists perceived the Communist party 

as an institution which adequately combated “fictions.” Upon joining the party on 

September 1945, they ardently praised the party for:  

fighting, daily, devotedly and intelligently, against the regressive tendencies 
which corrupt human existence and put obstacles against its physical and spiritual 
development; because the Marxist-Leninist thought which the PC practices exalts 
man’s greatness and his realizing capacity and it negates the fictions which 
humiliate and sterilize him in every field...313 
 

 That the Concrete artists joined the Argentine Communist Party when Perón was 

rising to power sheds light upon their perception of the Peronist phenomenon. Other clues 

emerge from the fact that Perón’s opponents, including the Communist Party, perceived 

him as a Fascist, while as discussed in chapter 3, Arturo’s own discourse inserted the 

Concrete and Madí artists in the front against Fascism. As Perón was gaining popularity 

with the unions in the last months of 1944 and during 1945, those persons who opposed 

Nazism and Fascism and who, in the local front, reclaimed the return to democracy, came 

to interpret Perón as the willing representative of Fascism in Argentina. Towards the end 

of 1945, they began to focus their strength on opposing Perón in democratic elections and 

formed the Democratic Union. The Democratic Union included various disparate groups. 

The Radicals dominated this coalition, but alongside stood the Socialist Party, the 

Communist Party, and even the conservative National Democratic Party. As historian 

Marcela García Sebastiani shows, the leaders of the Democratic Union devoted much of 

their campaign to portraying Perón as the local version of the totalitarian movements of 
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Fascism and Nazism in Argentina.314 Thus, for example, in an act of the electoral 

campaign which the Democratic Union celebrated in La Plata in January 1946, the 

Socialist Nicolás Repetto claimed that: 

The programs of social policies which intend to dazzle [people] with urgent 
applications and without any practical sense of reality are those which seduce the 
masses–always needy and avid of reform–and which unscrupulous politicians 
display with proselytizing purposes....The program which the Duce 
promised...seduced more than a few workers...it served its author to implant a 
rigid dictatorship exclusively exercised by him which lasted almost a quarter of a 
century. The Führer’s plan of action was also approved through plebiscite with a 
dazzling program of the so-called 25 points... At this hour in our country, the 
disastrous experience realized in the mentioned nations is being prepared.315 

 
 The Democratic Union, then, spread the word that Perón was a new Duce or a 

new Führer. Around these days, in fact, Perón’s opponents coined the term “Nazi-

Peronism.” On December 22nd, 1945, the above-cited Argentine Communist leader 

Vittorio Codovilla published a pamphlet entitled “Let’s defeat Nazi-Peronism to open an 

era of freedom and progress.” Codovilla devoted an entire chapter of this book to explain 

why “Peronism is Fascism” and described why and how “Nazi-Peronism” needed to be 

combated.316 Against Perón and his proto-Nazi project, stated Codovilla, stood the 

Democratic Union, which included the following groups of the population: 

1.–All the traditional political parties. 
2.–The most combative and class-conscious part of the workers’ movement and of 
the rural workers. 
3.–The immense majority of the university student youth, of the intellectuals and 
artists, of professionals, of teachers, of employees, of the middle classes. 
4.–The progressive sectors of industry and commerce, of agriculture and cattle 
raising, of finance. 
5.–The majority of the army and of the navy, and a part of the police force. 
6.–The democratic catholic sectors. 
7.–All of the country’s press, with the exception of the Peronist pamphlets.317 
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 Like Codovilla’s book, the journal Orientación, where the Concrete artists made 

their declarations in favor of the Communist party, was abundant in articles and 

advertisements which portrayed Peronism as Fascism and the Unión Democrática as the 

party that defended freedom and democracy. On October 24th, 1945, for example, 

Orientación published an article entitled “Only the united and organized democratic 

forces will be able to defeat pro-Fascist Peronism” which pleaded for all Communists to 

unite against Perón in the name of democracy.318 

The Democratic Union ran against Perón and his running mate Hortensio Quijano 

in February 1946. To the dismay of the Democratic Union, Perón’s coalition, the Labor 

Party, won the election with 52 percent of votes. In June 1946, Perón legitimately took 

presidential power and, until the end of the decade, he continued to transform the country 

in the direction he had launched during the military dictatorship.319 

 Writing about the first three years of Perón’s government, the historian Felix 

Luna has commented that “Argentina was a party.”320 Salaries kept rising–to the extent 

that by 1948, salaries generated 53 % of the national income–while capitalist profits also 

increased because those whom Perón’s policies benefitted became consumers.321 Yet the 

new government continued to find great resistance on the part of the middle class and 

opposition parties, since it continuously displayed authoritarian attitudes and measures. A 

few days before assuming the presidency, Perón ordered the dissolution of the coalition 

which had supported his candidacy–the Labor Party. Six months later, the Labor Party 

came to be officially called “Peronist Party” and by December 1947, article 31 of the 

statutes of the Peronist Party empowered Perón to modify all decisions made by the party 
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as well as to review all candidates. Shortly after taking office, the new president began to 

replace local authorities in the provinces with officials appointed by the central 

administration. His administration also purged the Supreme Court and the universities. 

Even before taking presidential power, universities were intervened by decree and on 

May 4th, 1946, Oscar Ivanissevich was named Interventionist Delegate. Throughout this 

year, thousands of professors were fired and students were expelled. In May 1947, the 

members of the Supreme Court were dismissed as part of a general purge of the judiciary. 

Also in 1947, training schools run by opposition parties and groups were closed, and the 

regime began to buy the radio broadcasting system.322 In sum, these first years of 

Peronism saw the gradual suppression of public freedoms. 

 During this period, the Madí and Concrete artists continued to insert themselves 

within anti-Peronist circles. The Concrete artists were members of the Communist party 

until around September 1948, and their writings reveal their intense involvement with 

Marxism and with Soviet communism.323 Meanwhile, the Madí artists held exhibitions in 

cultural institutions which became spaces of resistance and dissidence to official 

institutions. In October 1946, the Madí group exhibited at Altamira: Escuela Libre de 

Artes Plásticas [Altamira: Free School of Plastic Arts] and in August 1948 at the Teatro 

del Pueblo [Theater of the People]. Both of these institutions were independent entities 

run by artists and writers who disagreed with the official cultural policies and 

consequently maintained an independent network relatively immune to government 

vigilantism. By exhibiting within this independent network of resistance and avoiding 
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any involvement with official institutions, the Madí artists inscribed themselves in the 

anti-Peronist cultural front. 

 As per its announcement, the Madí group presented its second exhibition at the 

“Salon Altamira,” located at Av. Alvear 2950, from October 14th until October 31st, 

1946.324 A photo of the exhibition shows a haphazard display of cut-out frames, 

articulated paintings, and articulated sculptures on and near the wall (Fig. 66). While the 

only critical review of this show was ambivalent, it is significant that is was Altamira: 

Escuela Libre de Artes Plásticas, that cared to sponsor an exhibition of these artists.325 

Funded by Gonzalo Losada, Spanish emigre and owner of the successful publishing 

house bearing his name, the Altamira faculty group included the art critic Jorge Romero 

Brest, the sculptor Lucio Fontana, and the painters Jorge Larco, Raúl Soldi, Atilio Rossi, 

and Emilio Pettoruti–all of whom were well-respected artists.326 This private school, 

which had opened just a few months earlier, was a site where artists and critics would 

impart artistic knowledge outside of government vigilance. At Altamira, wrote Romero 

Brest,  

“each professor will have the greatest freedom to organize the teachings of the 
workshop he directs,” even though we all agree to facilitate the students’ direct 
learning with the professors. This is our common program for now. Since we are 
attempting an experience, we cannot restrict or limit the didactic impulse of each 
professor.327 
 

 In this article, published in the magazine Saber Vivir, Romero Brest emphasized 

that Altamira was a school, but one in which freedom prevailed. He thus commented that 

“to teach is to “form,” exploring aptitudes, not imposing formulas,” and noted that “the 

teaching of skills, regardless of their essential role, should be nothing but a result of the 
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spirit.”328 Towards the end of the article, the author again called forth the “freedom of the 

spirit” as a central objective of the new school.329 At Altamira, then, each student would 

explore without restrictions whatever knowledge each professor wished to teach. 

 The foundation of a “free” school of plastic arts on the part of these artists and 

writers can be interpreted as a response to the oppressive experiences they were living in 

government-regulated institutions. Romero Brest was professor of history of art at the 

Universidad Nacional de La Plata; Fontana taught sculpture at the Escuela Nacional de 

Bellas Artes “Manuel Belgrano;” and Pettoruti was the Director of the Museo Provincial 

de Bellas Artes de La Plata.330 Yet since 1943, the military government had intervened in 

all of these institutions and after 1946 so did the Peronist government. The major concern 

had been to eradicate all forms of politics in the university and to introduce Catholic 

religion, military instruction, and patriotic teachings as part of the mandatory university 

curricula. While professors and students had responded with demonstrations and strikes, 

the government fired professors and expelled students who openly opposed the measures. 

On November 2nd, 1943, the government intervened in all universities and installed as 

their directors, persons who were closely associated with the Catholic Church. On 

November 5th, the Argentine University Federation (FUA), the national association of 

university students, was declared illegal, and all the student associations that depended on 

it were closed. On January 1st, 1944, Catholic education was introduced by decree in all 

educational institutions dependent on the national government, including the universities. 

While most of these measures were revoked for a few months in 1945 as the military 

government appeared to be crumbling, Perón again declared his preference for Catholic 
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education during his presidential campaign in early 1946. Finally, on April 30th, 1946, 

upon his election as president, Perón named Oscar Ivanissevich as Interventor of the city 

of Buenos Aires. Ivanissevich also acted as Secretary of Education and later, as Minister 

of Education until May 27th, 1949. The new Secretary of Education was a self-declared 

anti-liberal and anti-rationalist militant who admired the military and the Church. For 

him, hierarchy among persons played an important role in the structuring of society, and 

he perceived free thinking as a factor that destroyed hierarchy.331 For Ivanissevich, a 

“free” school in which teachers taught what they wished and students researched 

according to their own interests would have embodied social chaos. 

 It was in this oppressive context that Altamira, an alternative art school whose 

main ideal was to promote “freedom,” chose to sponsor an exhibition of the Madí, a 

marginal group of artists with leftist political inclinations. Their association, then, 

mutually defined both groups–Altamira and the Madí–as strongholds of dissidence. 

Almost two years after their initial exhibition at Altamira, on August 1948, the Madí 

artists held an exhibition and audition of contemporary music at the Teatro del Pueblo.332 

As Fig. 67 shows, the viewing of Madí paintings and sculptures accompanied the 

experience of the music audition. As with their exhibition at Altamira, it is significant 

that the anti-establishment Madí artists would have chosen the Teatro del Pueblo, an 

independent theater, to display their creations. The theater had been founded on 

November 30th, 1930, by the writer Leónidas Barletta, a former member of the socially-

concerned Boedo group that had been active in the early 1920s. In founding an 

“independent theater,” Barletta assumed the challenge of “realiz[ing] experiences of 
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modern theater, to save the corrupted dramatic art, and to take to the masses the general 

art, with the purpose of promoting the cultural elevation of our people.”333 Thus, Barletta 

intended to oppose with a high quality repertoire that included all the genres, styles, and 

dramatic tendencies–from the classic to the modern ones–the pitiful works that 

commercial theaters in Buenos Aires were promoting. The military government, 

however, appears to have interpreted this theater as subversive.334 Historian Luis Ordaz 

provides insights into why the military government may have condemned the Teatro del 

Pueblo: 

The theater of Corrientes 1530...in 1937 took the name of Teatro del Pueblo, and 
was transformed from that moment in an authentic School of Humanities, a 
deeply popular one, with neither entrance exams nor granting of degrees. The 
“courses” that were taught there were open and freely dictated, and they never 
concluded. In this theater, which could seat 1550 persons...not only plays and 
dances were offered but also concerts, exhibitions of various kinds, speakers’ 
series. Also, plays authored by national writers were published, as well as a 
journal: Conducta.335 

 
 Just like the Altamira school, the Teatro del Pueblo was a site where cultural 

productions were not under the jurisdiction of the government. The institution provided 

an alternative to official institutions of learning which were plagued by authoritarian 

decrees and regulations. The events held at the Teatro del Pueblo, in fact, drew the 

attention of the military government, which expelled it from its locale. Ordaz continues to 

say that: 

In spite of all this [cultural activity] (or, more exactly, because of it), after the 
military coup of 1943, reactionary members of the government were in charge of 
the Municipal government of the city of Buenos Aires and one of their first jobs 
was to evict Barletta and his people from the theater.... 
Barletta and his fellows defended like tigers their theater until finally their doors 
were forced with police squads and the fire department. The latter heaped 
municipal garbage trucks, up to the top, with costumes, furniture, paintings, 
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lights, books, etc, that had filled four floors and that had been used to offer art and 
culture. Since he could not just put down his arms and turn himself in, Barletta 
and his people took refuge in the basement of Diagonal Norte 943, in front of 
which, until very recently, there stood a small sign that announced: Teatro del 
Pueblo.336 
 

 Barletta’s Teatro del Pueblo, then, was an institution heavily charged with 

connotations of insubordination and resistance: it sought to defy commercial projects and 

it resisted–as much as it could–the authoritarian mandates of the military government. 

That the Madí artists held a show in 1948 at the Teatro del Pueblo, then, further tinted 

and reinforced the artists’ own insubordinate attitude. 

 Through their involvement with the Communist Party, the Escuela Altamira, and 

the Teatro del Pueblo, the Madí and the Concrete artists situated themselves within 

circles that acted as foci of resistance and dissidence to Peronism. These circles, I should 

note, neither embraced nor applauded the Madí and Concrete aesthetic propositions, but 

their gesture to sponsor their art revealed their willingness to present themselves as 

pluralistic and open-minded: a gesture which, in the political climate of the mid- and late 

1940s, was one of defiance to the authoritarian aspects of Perón’s rule. 

 

Other possibilities 

In addition to the above-developed interpretation, it may be argued that the 

aesthetic choices and attitudes of the Concrete and Madí artists were a confrontational 

response to the aesthetic choices and attitudes of other contemporary artists, especially 

those whose works were being shown and successfully recognized in the second part of 

the 1940s. Both government-sponsored and independent institutions promoted artists 
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who, despite their distinct aesthetic choices, advocated various expressive forms of 

figurative and abstract art. In 1946, the first year of Perón’s rule, the National Salon 

showed, among many other artists, the works of Ramón Gomez Cornet, Raquel Forner, 

Antonio Berni, Miguel Carlos Victorica, Demetrio Urruchua, Juan Carlos Castagnino, 

Raúl Soldi, Juan Del Prete, and the then-figurative sculptor Lucio Fontana.337 The XIII 

Salón de Otoño of the same year showcased works by some of these same artists (e.g., 

Urruchua, Soldi, Castagnino, Fontana), and added those of Lino Enea Spilimbergo, 

Horacio Butler, Andrés Calabrese, Mané Bernardo, Marina Bengoechea, among many 

others.338 Two years later, in 1948, the Salón Nacional awarded the most important prizes 

to Juan Carlos Castagnino, Luis Borraro, and Enrique Estrada Bello. Other artists 

featured were Raúl Soldi, Eugenio Daneri, Emilio Pettoruti, and Miguel Carlos 

Victorica.339 Moreover, the independent Salón Peuser held a one-person exhibition of 

Emilio Pettoruti.340 This information points at two conclusions: first, that, in its 

interventions of the art scene (e.g., the National Salon), the Peronist government did not 

sponsor or promote artists different from those promoted by independent institutions 

(e.g., the Sociedad Argentina de Artistas Plásticos or the Salón Peuser). Secondly, it 

shows that in the art scene of the second part of the 1940s, the great majority of the 

recognized artists favored figurative art and individual expression. Both of these aesthetic 

choices were furiously rejected by the Concrete and Madí artists. While the stark contrast 

between the work of the Concrete and Madí artists, and the work of those artists 

recognized during the first years of the Peronist government is evident, I believe that it is 

an oversimplification to assume that the Concrete and Madí artists were reacting to their 
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contemporary art scene. The dichotomy established by this analysis suggests that 

Concrete and Madí art was simply a reaction to figurative art, and this analysis, in turn, 

reduces Concrete and Madí works as merely formalist types of abstract art. Yet as the 

historical documents indicate, Concrete and Madí artists perceived that their works could 

foster social and political change. This is why it seems that it is more effective to 

interpret their ideas and their production as a contrast, and possibly a response, to the 

political propaganda of the Peronist government, and not just to the government’s artistic 

choices.
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CHAPTER 5 

Changing paths: 

Concrete and Madí art and the experience of Peronism in the 1950s 

 

 During the 1940s, the Concrete and Madí artists had focused on avoiding 

representation, arguing that representational images fostered idealist “fictions of things”341 

and “idealist, subjective, reactionary description.”342 They theorized that their artistic 

production corresponded to the world’s political transition to a classless society. In the 

1950s, however, they no longer upheld these beliefs, and their works strengthened or 

altogether initiated dialogues with other disciplines: science, architecture, visual 

communication, and urbanism. Scholars agree that an important factor in this change was 

the regular interaction of the Argentine artists with European Concrete artists and modern 

architects, which began in 1948.343 This year, a local Salón de Nuevas Realidades that 

included the Concrete and Madí artists, as well as Argentine modern architects and urban 

planners opened in Buenos Aires at Van Riel Gallery. On this occasion, the artists had a 

chance to hear a talk entitled “Situating Concrete Art,” by the Italian modern architect 

Ernesto Rogers, who was visiting Argentina.344 Eventually, Rogers introduced Maldonado 

to the Swiss Concrete artist Max Bill, and the latter directed him to Vordemberge-

Gildewart, Georges Vantongerloo, Richard Paul Lohse, and Max Huber. Maldonado 

eventually met all of them personally during his visit to Europe the same year, and he 

came to greatly admire Bill and his art.345 
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 Just as the Concrete artists turned to design, architecture, and urbanism in the 

1950s, Kosice explored the possibilities of “Madí architecture” during the same period. 

Writer Jorge B. Rivera, for example, notes that Kosice’s one person show at Bonino 

Gallery, held in September 1953, documented “considerable conceptual advances, in the 

first place, the abandonment of small-scale works, the work ‘for interiors’, in favor of the 

‘communal’ work, conceived for great urban spaces.”346 Kosice had first mentioned 

“Madí architecture” in the 1946 Madí Manifesto, but he would not fully materialize or 

conceptualize this idea until 1953-54. While Rivera does not elaborate on the causes of 

Kosice’s renewed interest in architecture, the primary sources suggest that the artist’s 

viewing of Walter Gropius’ work at the II São Paulo Biennial in 1953 was an important 

factor.347 In 1954, Kosice would formulate a severe critique of functional architecture and 

propose a Madí architecture that integrated non-functional elements with functional 

structures. His renewed concern with the medium of architecture, at any rate, was 

seemingly fired by his encounter with Gropius’ designs. 

 By the early 1950s, the production of the Concrete and the Madí artists was 

receiving the impact of a number of European designers, artists, and architects. These 

encounters, scholars believe, fostered the Argentine artists’ interest in the media of 

architecture, design, and visual communication. Yet a second important factor that may 

have nurtured the artists’ new interests was their immediate experience of Peronism. On 

the one hand, the Concrete artists’ everyday experience of Peronist mass propaganda may 

have encouraged them to reformulate their social role. On the other, the growing 

predominance of modern and functionalist architecture in Buenos Aires, which owed in 
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part to Peronist architectural policies, could have encouraged Madí artists to formulate an 

alternative: Madí architecture. This chapter, then, explores specific instances of the 

artists’ dialogue with the culture of Peronism. 

 

Concrete art as a cultural remedy 

 Two articles published in Nueva Visión, one by Maldonado and one by Hlito, 

document the changing attitudes of the Concrete artists in the early 1950s. In 

“Significado y Arte Concreto” [“Meaning and Concrete Art”], from 1953, Hlito 

complained that very little could be said about what Concrete art sought to positively 

communicate. Artists and viewers, he lamented, only knew what Concrete art did not 

intend to communicate—representational images—but beyond that, nobody was aware of 

how to approach their art.348 In “Actualidad y Porvenir del Arte Concreto” [“Present and 

future of Concrete art”], from December 1951, Maldonado argued that “manifestos of the 

polemical type, poetic prose in the form of manifestos, aphorisms, etc” were futile.349 

Thus, in the early 1950s, he seemingly perceived as pointless confrontational texts like 

those the Concrete artists had written in the 1940s. In this article, he also dispelled the 

major justification that the artists had given for the existence of Concrete art in the 1940s: 

that, with Concrete art and invention, the history of art had ended, and that its 

culmination corresponded to the political transition of the world towards Communism. 

“Today, in 1951,” he wrote, “we the Concrete artists obviously know that the history of 

art must continue to develop after Concrete art...We don’t commit–in any way–the 

Hegelian sin.”350 These two articles signaled the Concrete artists’ dismissal of three of the 
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most important notions that had characterized their activities in the 1940s: that Concrete 

art was completely anti-representational, that it encouraged polemic, and that the history 

of art ended with it. 

 Maldonado continued to explain a few fundamental characteristics of the new 

Concrete art: 

Thus, Concrete art is saturated with ideas that are subtly transmitted to the 
spectator. Its “content”–since this is the question–exalts rationality and faith in the 
power of man’s aesthetic invention; unlike other manifestations, it communicates 
not states of moralistic renunciation or of anguish but of joy and of constructive 
will.351 

 
 He also explained that Concrete art expressed the artists’ interest in the new 

scientific discoveries, namely, “the new notions revealed by micro-physics, by 

cosmogonist and gravitational theories” that “have radically changed the perspectives of 

human sensitivity.”352 In his view, the new Concrete art was called to progressively 

sensitize humans to the new scientific notions. Therefore, while, in the 1940s, the 

Concrete artists had believed that their art “corresponded” to the historical stage of 

Communism, they now speculated about its timely correspondence with the scientific 

explorations of their contemporary era.353 The artist also commented on the fact that 

Concrete art “is destined to be the social art of the future, for it is the only one that can 

fluidly articulate itself with the great urban spaces that will be invented in the future.”354 

Earlier, the artists had not been overly preoccupied with the question of how their art 

would reach a large public. They simply imagined that, eventually, history would take 

care of this problem, since they seemingly saw the victory of Concrete art above other 

artistic manifestations as inevitable.355 Yet now Maldonado argued that the impact of 
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Concrete art on larger audiences was contingent upon its integration with urban spaces. 

He thus perceived that the key to the success of Concrete art rested not in the dialectical 

movement of history but in its integration with other disciplines: architecture, design, and 

urbanism. Concrete art would only change society if society had access to it. 

 Concrete paintings from this period show how the artists visualized the changes in 

their artistic practice. The Concrete works of the 1950s continued to be geometric and 

non-figurative like those of the 1940s but their focus was no longer how to avoid 

representation, the illusion of depth, or meaning. Instead, they sought to suggest certain 

perceptions–vibrations, shifts, falls–with a limited repertoire of formal means–pure lines 

and solid colors. One example is a work by Lidy Prati, Estructura Vibracional desde un 

Círculo [Structure vibrating from a circle], from ca. 1951 (Fig. 68). As the title indicates, 

viewers experience the perception of a vibration or a tension as they visually follow the 

traces of two lines. The lines are distant at the bottom of the painting, then they approach 

towards the curve, and finally they separate towards the top. The effect of vibration also 

emerges from the uneven firmness of the lines, both of which appear sensitive yet 

controlled. In Maldonado’s Tema sobre Rojo [Theme over red], from ca. 1953 (Fig. 69), 

the “theme” is an unbalanced array of lines and planes that are seemingly falling into a 

void. This theme appears to hang from the upper portion of the pictorial plane. The 

perception of a fall is emphasized by two long lines along which three shapes seem to be 

sliding: the work evokes instability. Hlito’s Sin título [Untitled], from ca. 1952 (Fig. 70), 

also challenges traditional representations of space on the pictorial plane. The ochre and 

black lines suggest different views of a corner in an interior space. Yet two black lines 
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projecting downwards indicate a fourth direction which would be impossible in a three-

dimensional interior space. The borders of the orange-red plane do not meet with any 

lines, and this, again, suggests an altered, shifted perception. Prati, Maldonado, and Hlito, 

then, explored different perceptions—vibration, fall, shift—using a variety of strategies. 

Their paintings sought to stimulate the mind of viewers with a sense of discovery, and 

thus, to sensitize them to the new. 

 During this period, the Concrete artists came to conceive of their paintings as 

explorations to new perceptual and conceptual frontiers, in contrast to traditional images, 

which dealt with known forms and experiences. Against these repeated and repetitive 

forms and experiences, the Concrete artists viewed their production as an expression 

which tended to ensure the “densification and enrichment” of culture and, in the end, as a 

cultural, social, and moral remedy against a decadent society.356 In 1953, in an article 

entitled “Problemas Actuales del la Comunicación” [“Current problems in 

communication”], Maldonado argued that artists bore a social duty: they were 

“responsible for (or accomplice[s] to) for everything that takes place in the eyes of the 

common man; of everything that inhabits them: ghosts, [hipogrifos], or certitudes. They 

can’t ignore that their mission is to fabricate ideologies or to actively participate in their 

demolition.”357 In the 1950s, then, Maldonado believed that artists had a role equivalent to 

that of publicists, or as he called them, as “specialist[s] in visual communication,” who 

“to some degree, always have a conscience (be it a good or a bad one) that they are 

operating in the neural knot of the society in which they live.”358 Images, and the 

specialists in visual communication that produced them, had the duty of elevating “the 
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society in which they live[d]” to a richer level of exploration and discovery, not to 

diminish it, sterilize it, or confine it to the same repetitive and unchallenged ideas. 

 Maldonado’s conception of the role of the artist as a specialist in visual 

communication was part of his sophisticated critique of how communication in 

contemporary culture had been degraded to the level of “chatter” [charla]. This 

contemporary “chatter” included “visual communication.” He argued that communication 

in everyday life was becoming rare because contemporary society was being increasingly 

bombarded by repetitive forms, both verbal and visual. He thus stated that: 

One requires a very high dose of optimism or social disinterest to ignore that 
everyday forms of communication are almost non-existent in contemporary 
society….Today, communication in all its forms has been replaced by “chatter” 
[charla]. This chatter is not only verbal: it is also visual. Chatter is accomplished 
through a reduced repertoire of pseudo-signifying entities that are constantly 
being repeated. Thus, any words or images that still conserve their original force 
are always suspected by those who benefit from the expressive regime of chatter. 
It is in the transparency of the pseudo-signifying entities where the apparent 
communicability of chatter exists.”359 
 

 For Maldonado, contemporary culture was being increasingly impoverished by 

the never ending repetition of images and texts, to the extent that communication had 

assumed the vulgar form of chatter. Is it possible that Maldonado’s description of 

contemporary culture owed to the Concrete artists’ everyday experience of Peronist 

propaganda in the early 1950s? Is it conceivable that these artists’ experience of 

Peronism encouraged, to some extent, the changes that their art went through during this 

period? 

 Understanding the workings of Peronist propaganda, which Maldonado inevitably 

experienced in the course of his everyday life during these years, helps find possible 
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connections with his statements in “Problemas actuales de la comunicación.” In the 

1950s, repetitive images portraying or including Perón and Eva Perón penetrated all the 

aspects of everyday life and of culture. On the one hand, these portraits were present in 

all government-sponsored events, which included the commemoration of national 

holidays and, especially, in events which sanctioned the government’s policies of “social 

justice,” such as the expropriation of the Bemberg beer factory by the government in 

1955 (Fig. 71).360 Similar portraits were also featured in the covers and pages of the 

magazine Mundo Peronista (Fig. 72 through Fig. 79). First published in July 1951, this 

was a periodical compendium of propagandistic articles, photographs, and 

announcements that was displayed and sold in street kiosks and via subscriptions.361 

Similar portraits also penetrated daily activities, as they were printed on the most basic 

objects of everyday circulation–coins, bills, and stamps (Fig. 80). This, of course, 

guaranteed that everybody in Argentina was constantly forced into contact with these 

images, even when this contact was circumstantial and superficial. Portraits and slogans 

of Perón and Eva Perón were also massively and mandatorily absorbed in all the 

institutionalized processes of learning, as school textbooks and materials came to feature 

them. In 1952, Law 14,126 made La Razón de mi Vida [The Reason of my Life], the 

autobiography published by Eva Perón a year earlier, into a mandatory textbook for all 

levels of education.362 The book cover featured the best known portrait of Eva Perón, 

painted by Numa Ayrinhac (Fig. 81).363 Students of all ages and levels, then, were forced 

to know this image, since the book would be variously used for all levels in the primary 

schools, as the single text for fifth and sixth grades, and in secondary and technical 
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schools for different courses ranging from literature to civics.364 Simultaneously, students 

and teachers would encounter effigies of Perón and Eva objects as mundane as labels for 

school materials (Fig. 82). Periodical publications of massive distribution also bore these 

portraits, with the result that readers of popular magazines such as Mundo Deportivo, El 

Hogar, PBT, and others, were bound to view them, in the course of reading about 

subjects of their interest (Fig. 83, Fig. 84, and Fig. 85). Persons of all kinds, furthermore, 

consumed portraits and slogans in public and popular events, such as sports 

championships, art salons, and competitions of all kinds. Organized and financed by the 

government, these events were voluntarily attended by Peronist and non-Peronist alike, 

who were attracted to the events themselves. In 1954 alone, 216,000 children attended the 

Campeonatos Evita [Evita Championships] and Campeonatos Juveniles Deportivos Juan 

Perón [Juan Perón Youth Sports Championships], where they were awarded prizes, cups, 

and mentions bearing the effigies of Perón and Eva Peron (Fig. 86).365 

 Everyday experience of Peronist propaganda would undoubtedly have provided 

Maldonado with elements to conceptualize the notion that a visual and verbal “chatter” (a 

term which he apparently borrowed from Karl Jaspers) had replaced real communication, 

i.e. qualitative dialogue, in society. The bombardment of repetitive Peronist images 

would have encouraged the artist to theorize that Concrete works of art needed to provide 

a wealth of new and unprecedented perceptions to be effective. In contrast with Concrete 

art, portraits of Perón and Eva Perón were not expected to provoke individualized or 

unexpected sensory or intellectual reactions. Instead, they were constructed as icons 

which seemingly bore no complexities or encoded meanings. Most portraits of Eva 
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Perón, for example, showed only her torso or head against a flat background, and little or 

no visual context was visible. Her face, upper body, and arms were flattened and color 

transitions were simplified. Portraits of Perón and Eva Perón invariably bore a somewhat 

stereotyped smile, alert eyes, and a sober hair style: their demeanor, in sum, embodied a 

mixture of optimism and dignity. Because of their simplicity, this limited repertoire of 

iconic portraits could be easily adapted and repeated in many different situations (posters, 

banners, stamps, magazine and book covers, key chains, busts, sports cups, plaques, and 

other memorabilia). Being easily readable, easily adaptable, and easily repeatable, the 

effigies of Perón and Eva Perón served to ‘mark’ a variety of spaces and situations–a 

demonstration, a home, a store, a reading assignment, a competition, or the affiliation of 

an individual–as unambiguously ‘Peronist.’ In doing so, they robbed each particular 

space and situation from complexity and density, because they reduced or altogether 

impeded the entrance of other possible connotations. 

 While in Nueva Visión Maldonado did not specifically comment on the 

mechanisms of Peronist mass propaganda, his observations about certain images of 

modern art suggest that he was well aware of how propaganda functioned. Issue no. 5, 

from 1954, included a commentary by Maldonado about the series Variaciones sobre el 

tema de una cara [Variations on the theme of a face] by the Bauhaus artist Xanti 

Schawinsky (Fig. 87, Fig. 88, Fig. 89, Fig. 90).366 This was a series of photomontages 

made out of a single photographic image of the face of the architect Walter Gropius. The 

photomontages distorted and fragmented the face and its parts in different ways. About 

Schawinsky’s approach to portraiture, Maldonado stated that: 
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The purpose in contemporary art, once again, is to disburden an image of its 
habitual meanings. On this occasion, the chosen image is a face, the face of 
Walter Gropius. Using photomontage as a process, Schawinsky disarticulates, 
breaks, and distorts, the image-face....Every culture has its face, its tics, its 
expressive commonplaces–in other words, its mask; but to every culture, there 
also comes the moment of its unmasking. Certain semantic catastrophes occur, 
even in the cultures that are surest of themselves, and in the least expected 
circumstances. Meanings are displaced. Some die, others drag themselves sickly, 
and later disappear. Schawinsky knows all of this. Even more: he perceives the 
free space that remains between the face and the mask, and he irrupts with humor 
and disconcerting artistic inventiveness.367 
 

 Maldonado was aware that if the “image-face” was shattered, in the manner 

which Schawinsky shattered and distorted a human face in his photomontages, new 

meanings and connotations could enter the image. Not only that: he defined this 

dismemberment as a form of cultural unmasking–a situation in which the entire culture 

that revered an image was affected. By distorting the face, Schawinsky made viewers 

aware that this face–this iconic presence–was indeed a representation. Maldonado 

applauded Schawinsky for introducing new meanings in the image and thus, for 

unmasking the fact that an iconic face was not a presence but a constructed 

representation. 

 Maldonado was also able to distort and shatter the basic compositional principle 

of propagandistic portraiture–the display of a single figure over the background–using the 

solid colors and pure lines of Concrete art. In Una Forma y Series [One shape and series], 

from ca. 1954 (Fig. 91), the artist used a tall and narrow canvas which recalled a frame 

adequate for a portrait. Against a clear, flat background, Maldonado painted a large 

irregular shape which visually functioned as a solid figure. Vertical and diagonal lines 

made a third visual plane. The ‘figure’, however, seemingly overflowed the limits of the 
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frame and thus, contradicted and distorted the usual figure-background relationship 

which viewers habitually see. The vertical and diagonal lines crossed over both the figure 

and the background, instead of finding a place on the figure or defining its borders. Just 

like Schawinsky’s Variations about a theme, Maldonado’s Una forma y series shattered 

the legibility and clarity of the traditional figure-background relationship, and new 

meanings could enter the image. 

 Maldonado’s approach to the figure-background problem consisted in making the 

familiar, unfamiliar: he turned an otherwise intelligible image into an ambiguous one. 

This approach, indeed, was congruent with his belief that the art of his time was to 

provoke a sense of discovery in the spectator, to inspire the joy of invention, and to 

sensitize viewers to new perceptions and intellectual encounters. In “Problemas Actuales 

del la Comunicación,” he wrote: 

Ultimately, the explosive states, that is, the states of intense animation provoked 
by the advent of new images, may favor communicative life. Chatter works in the 
opposite direction. It reduces the probability of diversification and increases the 
probability of termination. Its objective is to eternize “unconscious archetypes” 
(Bachelard).368   
 

 The opposition that Maldonado made between “new images” and “unconscious 

archetypes” had its equivalent in the opposition he constructed between “communication” 

and “chatter.” In his view, new images–those produced by the Concrete artists–fostered 

communication, while the constant repetition of images acted as a form of social chatter 

that denigrated culture and led to its impoverishment. In the 1950s, Maldonado’s 

everyday experience of Peronist propaganda could have stimulated his characterization of 

Concrete art as a remedy for contemporary culture. 
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Madí architecture against Functionalism 

 Just as the Concrete artists reformulated their original interests towards science 

and visual communication in the 1950s, the Madí artists became progressively concerned 

with formulating the principles of “Madí architecture” during the same period. The first 

mention of a “Madí architecture” appeared in the Madí manifesto, a version of which was 

published in 1947 in the first issue of Arte Madí Universal.369 Here, this architecture was 

described as “space and mobile, movable forms.”370 In another text from 1947, Kosice 

proposed a kind of “housing which, based on the latest transformations, ends up by 

superceding in itself its static base and its usual functions (mobile articulated buildings 

that can be suspended in space).”371 Thus, from as early as 1946, Kosice vaguely 

imagined a kind of housing that shared the characteristics of kinetic sculpture. It was not 

until 1954, however, that the artist extensively discussed for the first time the features and 

reasons of Madí architecture. This was the subject of an article entitled “Ortogonalismo y 

nuevas relaciones en la composición” [“Orthogonalism and new compositional 

relations”], published in the last issue of Arte Madí Universal.372 

 In “Ortogonalismo y nuevas relaciones en la composición,” Kosice critiqued the 

formal, conceptual, and psychological implications of a favorite tool of the International 

Style–the right angle–and he condemned the “orthogonal equilibrium” that the right angle 

provoked in architecture. He wrote that: 

rhythm, orthogonal balance, its static nature, are specifically attached to 
contemplative confrontations. This causes the individual to accept his [or her] 
permanence in his [or her] place and time.... 
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Definitely it is to remain in the [same] place–a habit rooted in the trace of a 
distance–and in the formal and psychological sense, it is to attach oneself, in this 
trace, to correspondences of structure-plane and structure-volume-verticality-
horizontality in painting and sculpture respectively. 
The architectural medium, which involves all the problems of aesthetic, 
theoretical, technical, and economic order, follows this same pre-established 
order. 
It rests on scales that are unchangeable; the invention of the newest materials in 
construction has not been able to noticeably change static rhythms. 
Even though the purposes of this architecture are based on enclosing spaces and 
not in raising walls, architecture struggles against the static mass: the floor and the 
wall are its most palpable inconvenience.373   
Thus, Kosice translated some of the principles that characterized Madí painting 

and sculpture–the breaking of the rectangular frame–to architecture, arguing that the 

overuse of the right angle in architecture only rooted individuals to their known 

experiences: the right angle fostered their “permanence in time and place.” Kosice’s main 

targets were Walter Gropius, the “International Style,” and functional architecture which, 

in his opinion, had brought disastrous consequences for individuals: 

What Gropius and “international architecture” have not been able to justify is the 
persistence of blocks of buildings that are raised with a few variations in their 
exterior, [this is] the passive register of cities in which people live clumped in 
reduced apartments, and in which the window, wanting to take over the façade, 
does not resolve the technical future of architecture.374 
 

 According to Kosice, then, the International Style, was forcing individuals to live 

trapped in rigid and uncreative spaces. The artist even deemed functional architecture as a 

kind of “building engineering”375 and proposed, instead, “the function of structures ‘for 

living’, liberated and mobile in space.”376 As opposed to functional architecture, these 

structures would use “the diagonal, the curve, and movement;”377 “the wall...mobile and 

transparent;”378 and space “as a base without limit and not the surface of the Earth as the 

single possible support.”379 He added that “housing [will] appear in its exterior and its 
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interior as a work of art....”380 He also stated that this form of architecture would facilitate 

“a more passionate and viable search in the conquest of the new.”381 Kosice illustrated his 

article with an example of a Madí building he envisioned, entitled Proyecto para una 

Construcción en Aeropuerto o Avenida de Buenos Aries [Proyect for a construction in 

airport or avenue of Buenos Aires] (Fig. 92). He had exhibited this work the previous 

year at his one-person exhibition at Bonino Gallery in Buenos Aires.382 

 Kosice’s critique of the right angle was directed to the projects that Walter 

Gropius had exhibited at the II São Paulo Biennial in 1953. Yet it is also likely that 

“Ortogonalismo y nuevas relaciones en la composición” constituted a reaction to the 

boom in “building engineering” that the artist would have witnessed in the city of Buenos 

Aires. An aerial view of the cityscape of Buenos Aires photographed during this period, 

indeed, showed the city as remarkably orthogonal (Fig. 93). Tall, cubic buildings located 

close to one another and punctuated with rectangular windows and balconies 

predominated in the view. This, in fact, was the orthogonalism which Kosice would have 

experienced. Since the 1930s, certain forms of “modern” architecture had started to 

appear in Buenos Aires, throughout offices, hospitals, schools, and public housing. These 

1930s constructions employed purified volumes and denoted functionalism and 

efficiency. An office building by Raúl Birabén and Ernesto Lacalle Alonso on Uruguay 

Street (Fig. 94), for example, boasted what architectural historian Jorge Francisco Liemur 

has called “radical functionalism.”383 The building was entirely deprived of superfluous 

decoration, with continuous windows integrated along the façade. Efficiency and sobriety 

were also the quest in the Churruca Hospital, by Antonio Vilar (Fig. 95), and in El Hogar 
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Obrero by Wladimiro Acosta and Fermín Bereterbide (Fig. 96). Standardizing the 

processes of physical healing, the Churruca hospital was a massive, self-contained 

structure with a façade pierced by lines of identical windows and a central entrance. 

Similarly, El Hogar Obrero efficiently maximized the ratio space-inhabitant while 

maintaining the minimum standards of fresh air and room privacy. These buildings were 

potentially repeatable on multiple occasions, and thus, the future inhabitant or client of 

these modern spaces was conceived as a depersonalized, collective member of society. 

On both occasions, the buildings’ clean functionality came to be seen–per se–as modern 

architecture.384 Modernity and functionalism also came to characterize many government-

sponsored architectural works of the 1930s. In the Ministry of Public Works, raised in 

1937 (Fig. 97), symmetry and regularity were meant to evoke the efficiency and fairness 

of public service. Designed as a wide skyscraper, this building consisted of a solid, 

clearly defined cubic volume, with minimal decorative features. While the walls were 

pierced by abundant windows, the structure was opaque and it evoked permanence.385 

 A large portion of the architecture commissioned by the Peronist government–

notably, many public housing projects–took over the functional formal vocabulary that 

had characterized the above-described trend since the 1930s. Many examples of public 

housing were raised as tall and regular pavilions, intended to house hundreds of people in 

apartments. The Pavilions on Acoyte and Ambrosetti Avenues, built between 1949 and 

1952 (Fig. 98), were twelve and seven floors tall, and they were meant to house a total of 

400 persons.386 The Monoblock General Belgrano, raised between 1949 and 1952 (Fig. 

99), was a twelve-floor building with 131 apartments for 650 persons.387 In both cases, the 
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solid definition of the cubic volumes was maintained, and the only decorations were the 

balconies–the only connection with an outdoor space that these living situations 

permitted. These buildings, with their regularity, massiveness, symmetry, and general 

lack of decoration, came to characterize the cityscape of Buenos Aires during this period–

and a large number of them were financed and raised by the Peronist government. 

Another aspect of the cityscape of Peronist times was the Ezeiza airport, finished in 1951 

(Fig. 100. The main building (visible in Fig. 101) isolated in an open space and 

surrounded by platforms and runways, boasted a curtain wall that the state propaganda 

glamorized by photographing during the night with artificial light.388 

 Kosice, who lived in Buenos Aires at this time, undoubtedly would have been 

aware of the characteristics of this architecture and his article, “Orthogonalism and new 

compositional relations,” may well represent his reaction to the forms of living that this 

cityscape fostered. In this context, could it also be possible that Kosice’s Proyecto para 

una Construcción en Aeropuerto o Avenida de Buenos Aires–his first example of Madí 

architecture–was a direct response to a specific construction that Peronist government 

erected? In the title of the work, the mention of an “airport” may refer to any one of the 

two existing airports in Buenos Aires, both of which were built by the Peronist 

government. Aeroparque was finished in 1947 and Ezeiza in 1951. The title of Kosice’s 

work also referred to an unnamed “avenue.” While this reference may have indicated any 

of the many important avenues of Buenos Aires, it was on the one that led to Ezeiza, at 

the intersection of the two major avenues that urbanized the area–Avenida Ricchieri and 

Avenida General Paz–that the government had erected a complex of mass housing in the 
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rational and functional style that Kosice condemned. Kosice’s Proyecto para una 

Construcción en Aeropuerto o Avenida de Buenos Aires, then, may have been a direct 

reference to the buildings at this housing complex: Barrio 17 de Octubre, built between 

1950 and 1954 (Fig. 102). 

 Located fifteen kilometers from Ezeiza and along the Avenue that led to the 

airport, Barrio 17 de Octubre consisted of nine tall, block-like buildings that rose on 

virgin land in the outskirts of Buenos Aires. Six pavilions faced General Paz Avenue and 

three faced Ricchieri Avenue. There were 888 apartments in the buildings, and a total of 

4252 had been projected. The projected population for this Barrio–named after the 

historic Peronist date of October 17th–was 32,000 people.389 Massive and regular, the 

buildings resembled an army of giants: an effect achieved not only by their volumetric 

definition but also by the fact that they were built parallel to each other. In the design of 

the apartments, the central preoccupation was the efficient use of space. Rooms were 

quadrangular and evenly sized throughout the floors. In such a conception, distinctly 

individualized quarters would have been impossible to incorporate in the structures. 

 Kosice’s Proyecto para una Construcción en Aeropuerto o Avenida de Buenos 

Aires seemingly mocked this general arrangement. While its basic shape was a block-like 

tower with evenly divided floors, two giant circular shapes projected out and back into 

the tower. Along the orbits of these circles, forms shaped as rhomboids were attached. 

From an architectural point of view, the projecting circular shapes were completely non-

functional and had a heroic and dynamic quality, while the building block (the useful 

part) was dwarfed by their majestic size. According to Juan Bay, who briefly addressed 
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this object in the preface of Kosice’s one-person show at Bonino Gallery in 1953, the 

work was one of his “magnificent projects of architectural unity, [designed] to take to a 

monumental scale constructions for avenues, airports, or large open spaces.”390 Kosice 

himself believed that these architectural projects would “bring to the habitat the same 

problems that concern the sculptor and the painter, without forgetting poetry that 

penetrates like a vital component the most evident potentialities of life.”391 From the 

pages of his marginal publication, Arte Madí Universal, the artist contended that Madí 

architecture would radically transform conscience and sensitize man to the new. The 

buildings raised by Peronist architectural policies–rationalist and functional as they were–

would have provided the artist with ample material against which to conceptualize his 

ideas. Kosice’s increasing interest in architecture during this period, then, may have been 

stimulated by his exposure to Peronist architecture, and Proyecto para una Construcción 

en Aeropuerto of Avenida de Buenos Aires provides a specific example of how this 

dialogue could have taken place. 

 

The artists take part in the system: a reassessment 

 As I argued above, during the 1950s, the Concrete and the Madí artists articulated 

critical responses to their experience of Peronism from their artists’ publications: Nueva 

Visión and Arte Madí Universal. However, it is noteworthy that, at the same time, they 

chose to participate in government-sponsored artistic events. Scholars Andrea Giunta and 

María Amalia García have pointed to specific interventions of the Concrete and the Madí 

artists in official exhibitions and events that were undoubtedly marked as Peronist. García 
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has studied the friendly relationship between some of the Concrete artists, primarily 

Tomás Maldonado, and the Peronist official Ignacio Pirovano. Pirovano was the director 

of the Museum of Decorative Arts during the Peronist period, and the President of the 

National Commission for Culture, in which Maldonado himself appears to have 

participated. Pirovano seemingly liked geometric and constructivist art, since he 

continued to collect it well after the Concrete artists had lost interest in it. In the 1960s 

and 70s, he was a close friend and supporter of the Generative artists, especially Eduardo 

McEntyre. García shows that in 1952 Pirovano commissioned Maldonado and other 

Concrete artists with the design of the poster for a major exhibition of the work of the 

Argentine artist Sesostris Vitullo. Held at the Museum of Modern Art in Paris, this 

exhibition was sponsored by the Argentine Embassy, and its hallmark would have been a 

sculpture representing Eva Perón (Fig. 103). Taken in conjunction with the Concrete 

artists’ fluid relationship with Pirovano, their acceptance of such a commission suggests a 

softened attitude to Perón’s regime, if not their support of Peronism.392 Giunta detects the 

same softened attitude in the artists’ decision to participate in two major government-

organized exhibitions of the 1950s. During the 1940s the artists had never taken part in 

the most prestigious artistic circuits of professional validation: the annual national salons. 

In 1952, however, their works filled an important room at the National Fine Arts Museum 

on the occasion of the mega-exhibition “Argentine Painting and Sculpture from this 

century” (Fig. 104 and Fig. 105). Didactically organized, this exhibition was meant to 

survey the history of twentieth-century Argentine art by showing key works from 

different styles and historical periods. According to the catalog of the exhibition, the 
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Concrete artists Maldonado, Hlito, and Iommi contributed one work each, while the Madí 

artists Kosice and Aníbal Biedma were present with a total of three works.393 Besides the 

works of art included in the exhibition, full-figure portraits of Perón and of his wife Eva 

also hung on the walls of the National Museum and were reproduced in the catalog (Fig. 

106). The distinctions between art and official sanction or political propaganda, thus, 

mixed and blended in the context of this exhibition. Giunta also argues that in 1953, the 

works of the Concrete, of the Madí, and of other Abstract artists actually became the 

representatives of “Argentine art” in an important international artistic forum, the São 

Paulo Biennial. The catalog of the Biennial shows that several Concrete artists (Girola, 

Iommi, Maldonado, and Prati), as well as Kosice, exhibited works. These works had been 

specifically selected for the Biennial as part of the official government submission that 

would represent Argentine art abroad. Giunta suggests that this event would have, to a 

certain extent, sanctioned the Concrete and Madí artists as the official artists of the 

regime.394 

 While, as Giunta and García convincingly argue, the Concrete and Madí artists 

were able to forgo their dissident attitude on these occasions, other evidence shows that 

the artists themselves did not look upon these interventions uncritically or with self-

complacency. The journal Arte Madí Universal, for example, included only a passing 

mention of the exhibition “La Pintura y Escultura Argentina de este Siglo,” and neglected 

to mention that the Madí artists themselves had taken part in this show. In the section 

“Aquí Madí,” placed in the last few pages of issue 7/8, a single sentence read that “Juan 

Zocchi, director of the National museum [sic.] of Fine Arts and organizer of “Argentine 
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Painting and Sculpture from this Century” has taken this exhibition to Chile, Peru, and 

Ecuador.”395 Had the artists taken pride in participating in this show, the show itself 

would have merited a more significant comment–especially considering that important 

critics devoted tens of pages to review the event in newspapers and journals.396 That Arte 

Madí Universal contained only a hushed comment suggests that the Madí artists were not 

entirely comfortable with their participation in the show. 

 Regarding the São Paulo Biennial, Arte Madí Universal included a one-page long 

general review of the events. In it, the editor–presumably, Kosice himself–discussed why 

he disapproved of the selection of works that had been submitted to the biennial: 

Our selection lacked unity: [the organizers] wanted to include unequal 
manifestations, and even though these exist in profusion and quality in our 
extensive artistic milieu, they do not deserve our total approval because of that. 
[The organizers] have weakened [the submission] to benefit its amplitude, 
including Post-Cubists, Expressionists, Surrealists, next to the Concrete, 
Perceptista, and Madí artists. 
Our position is naturally biased, and we believe that it would have been adequate 
to make a dividing line between a touristic submission and a true selection of non-
figurative art. To organize is to limit.397 
 

 Even though Kosice acknowledged the group’s participation in the Brazilian 

event, he did not complacently celebrate the manner in which the Madí artists had been 

represented in it. He remained critical of the “touristic” concept which had prevailed in 

the organization of the official Argentine selection. 

 The Concrete artists displayed a similar reaction to the events at the Museo 

Nacional de Bellas Artes and the II São Paulo Biennial. Nueva Visión included absolutely 

no mention of “La Pintura y la Escultura Argentina de Este Siglo,” or of the role of the 
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Concrete artists in it. With respect to the Brazilian show, the only reference in Nueva 

Visión concerns the acquisition prize that the painter Alfredo Hlito had been awarded:  

The jury of the Second Biennial of the Museum of Modern Art in São Paulo 
awarded an acquisition prize to one of the works exhibited by our secretary to the 
director, Alfredo Hlito.... This distinction, granted to an Argentine artist in an 
international exhibition attended by the artistic creators of largest influence and 
transcendence from almost every country in the world and of the most diverse 
aesthetic tendencies, constitutes for our country a reason for justified 
satisfaction.398 

 
 Hlito’s intervention in the biennial was the single center of attention in this 

commentary, and there is no mention of other artists’ participation or of the event itself. 

Significantly, it was not about a government-organized exhibition but about their 

independently-organized events that the artists chose to report. The fifth issue of Nueva 

Visión included a five-page long report with photographs (for example, Fig. 107) of three 

exhibitions of the “Grupo de Artistas Modernos,” which included five Concrete artists 

and four independent ones. Thoroughly illustrated with views of all three exhibitions, the 

report was introduced with the following caption: 

The “Group of Modern Artists,” which gathers the Argentine painters and 
sculptors of most advanced aesthetic orientation has just exhibited at the “Museu 
de Arte Moderna” in Río de Janeiro and in the “Stedelijk Museum” in 
Amsterdam. In both places, the most qualified sectors of the public, of the artists, 
and of the critics have agreed to acknowledge the hierarchy of the exhibited 
works...an Argentine show abroad has never received . . . a warmer reception. 
This international recognition...proves the maturity reached by the most 
innovative trends of contemporary art in our country, in particular, by the abstract 
and concrete [ones], which are the dominant ones in the group.399 

 
 The Concrete artists, then, chose to celebrate their independently-organized shows 

rather than those which were organized by the government. Furthermore, it is significant 

that the catalogs of the two international shows that Nueva Visión referred to–at the 
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Museu de Arte Moderna in Río de Janeiro and at the Stedelijk Museum in Amsterdam–

were written by the critic Jorge Romero Brest. A champion of “the freedom of color and 

form,” Romero Brest had, since the first days of Peronist rule, positioned himself against 

the artistic policies of the regime. After the Altamira school closed in 1946, Romero 

Brest launched another front in the defense of modern art, from the journal Ver y Estimar, 

which he founded in April 1948. A year earlier, in March 1947, he had been fired from 

his teaching posts in the Colegio Nacional, the Escuela Superior de Bellas Artes, and the 

Universidad Nacional de La Plata because of his political opposition to the government. 

As Giunta has argued, Ver y Estimar was the front from which Romero Brest articulated 

his “central offensive” against the artistic policies of Peronism.400 Criticizing the Salon of 

1948, two of his so-called “disciples” stated that: 

The National Salon has become an Argentine myth. . . .It is necessary to confront 
this myth and fight against it. It is necessary to avoid the ever-growing limitation 
of the public’s retina, an education in the midst of aesthetic poverty, the confusion 
of art and morality, and reactionary prejudices. It is necessary to save the freedom 
of color and form.401 
 

 Through the 1950s, Romero Brest took under his wing the Abstract trends in 

general and the Argentine Concrete artists in particular. Like the Concrete artists, he 

envisioned Abstract and Concrete art as a moral remedy for contemporary culture, and he 

despised the climate of propaganda and repetition of images which he associated with 

vulgarity. The repeated support that the Concrete artists received from Romero Brest, as 

well as their shared opinion regarding the role of Concrete art in contemporary culture, 

suggests their mutual scorn for Peronist cultural policies. 
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Epilogue 

 A significant transition is evident when comparing the 1950s works of the 

Concrete and Madí artists with their works of the 1940s. In the 1950s the Argentine 

artists came to be greatly attracted to the problems of industrial design and of modern 

architecture. Scholars have argued that their new interests resulted from their encounters 

with European architects, artists, and designers, of which Max Bill and Walter Gropius 

were the most influential. Yet Maldonado’s new perception of himself as a specialist in 

visual communication, and Kosice’s mature conceptualization of “Madí architecture” 

also developed in the midst of the culture of Peronism. This culture permeated all 

Argentine spaces. On the one hand, icons of Peronism marked every situation and event 

as “Peronist;” on the other, rationalist and functionalist spaces came to be associated with 

the government’s social projects. The Madí and Concrete artists experienced this culture 

of Peronism in an immediate manner, and this experience also affected their artistic 

production. The artists’ transition towards architecture, design, and communication, then, 

needs to be understood as resulting from a plurality of reasons, of which their immediate 

experience of Peronism was a central one. 
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CHAPTER 6 

Productive dialogues: 

Concrete and Madí art, and Musical Ideas in Buenos Aires in the 1940s and 50s 

 

 Previous chapters in this dissertation focused on constructing dialogues between 

examples of Concrete and Madí production and various texts and objects which the artists 

may have encountered as part of the immediate experiences they lived in Buenos Aires in 

the 1940s. By doing this, my intention was to generate interpretations of Concrete and 

Madí production which attach this production to the place and time in which was created. 

Nevertheless, these chapters did not explain what, in fact, the actual artistic implications 

of Concrete and Madí art were. This is my intention here. 

In order to illuminate the originality of Concrete and Madí aesthetic propositions, 

scholars have tended to directly compare them with better-known examples of earlier, 

contemporary, and later European and American art. Attempting to validate Concrete and 

Madí art before a public unfamiliar with Argentine art, some scholars have repeatedly 

argued about the originality of the Argentine expressions by stating, for example, that the 

Argentine cut-out frame pre-dated Frank Stella’s shaped canvas by several years. While 

this is chronologically true, it is also largely irrelevant for the understanding of Concrete 

and Madí art, as Stella’s shaped canvases were concerned with different problems and 

were historically unrelated with Concrete and Madí art. Comparisons such as these, 

indeed, only obscure the specific visual implications of the Argentine works.402 While 

usually well-intentioned, the unfortunate result of this approach is that, invariably, the 
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Concrete and Madí productions appear as mere formalist derivations of their European 

and American counterparts. Following the underlying premise of this dissertation that 

Concrete and Madí productions need to be interpreted in relation to experiences the 

artists lived in an immediate manner, this chapter seeks to clarify the artistic implications 

of Concrete and Madí works by exploring the artists’ dialogues with stimuli they 

encountered and to which they responded. 

 From 1943 and until the mid-1950s, Concrete and Madí artists developed and 

maintained contacts with various musicians living in Argentina and Brazil: Esteban 

Eitler, Juan Carlos Paz, Matilde Werbin, and Hans-Joachim Koellreutter, among others. 

These musicians practiced, composed, and promoted musical forms which experimented 

with atonalism, pure sound, serial music, and electronic musical instruments. As a result 

of these contacts, Madí and Concrete activities frequently included performances of 

twentieth-century music. Concrete and Madí artists also included statements about 

“inventionist music” and “Madí music” in Revista de Arte Concreto and Arte Madí 

Universal.403 Furthermore, Eitler, Paz, and Koellreutter contributed extensive articles and 

musical scripts to these publications–thus signaling their own allegiance to the general 

precepts of Concrete and Madí art. 

 The documented exchanges between the Concrete and Madí artists and the 

musicians Werbin, Eitler, Koellreutter, and Paz constitute a relevant theoretical corpus 

for the interpretation of Concrete and Madí art. These musical ideas can be used as a key 

to unravel the original aesthetic propositions made by the Argentine artists. With this 
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purpose, then, this chapter explores various dialogues that took place in the 1940s and 

50s in Argentina, between musical ideas, and Concrete and Madí art. 

 

Relations of equality: Werbin’s music and Lozza’s painting in 1946 

 The first publication of the Asociación de Arte Concreto-Invención–the group that 

gathered the Concrete artists in 1946 and 1947–included a one-page long article by the 

painter Raúl Lozza, entitled “Towards inventionist music.”404 In this article, Lozza 

referred to the musical experiments of one of the members of the Asociación, the 

composer Matilde Werbin, and defined the characteristics of her music as parallel to 

those proposed by inventionist art.405 

 Lozza explained that in inventionist music, the only valid musical element was 

sound, and that the only relations among individual sounds that inventionist music 

exploited were duration and intensity. With this approach, explained Lozza, inventionist 

music intended to leave behind all the music of the past. He stated that: “The new 

relations of sounds based on the valorization and objective perception of time and of 

sound vibrations bring as a consequence the invalidation of the musical phrase and the 

rejection of all problems related with chords.”406 Chords and musical phrases had 

characterized all the music of the past and of the present but, according to Lozza, neither 

in chords nor in musical phrases did the real unit of music–sound–emerge. He believed 

that even the advanced compositions of the present (“abstract athematism”), which no 

longer used traditional scales, continued to combine sounds to evoke expression. 

Inventionist composers, on the other hand,  
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understand musical creation as a motion of sound relations and not as a 
subdivision of musical phrases with their classic development. Inventionist music 
cannot be divided in parts by the musical phrase, for the latter will impose as a 
condition the priority of certain sounds. We are against the underestimation of a 
sound or a group of sounds and we advocate an elementarist parallelism. Every 
unraveling of a musical phrase imposes the acceptance of parts [of the 
composition] which are independent, and of parts which are derived. The 
structure of inventionist music will be based on a succession of sounds of parallel 
value. This new relationship, which is established only when the sonorous 
element is considered in its true value, has been the vital bone of the concrete 
musical invention.407 
 

 Lozza assumed that when sound, with its qualities of duration and intensity, 

became the single compositional element, each and every sound in a composition would 

become equally audible. An inventionist composition would be nothing but a given 

summation of sounds heard through time. Even silence, i.e., the absence of sound, was 

proscribed from inventionist music, since pauses between sounds led to subdivisions 

within a single composition, and thus, to the formation of audible phrases. In inventionist 

music, then, all sounds were equal–what Lozza called “elementarist parallelism.”408 

Inventionist music, then, went against the idea that certain sounds or scales were superior 

to others, and that certain parts of a composition were more important than others. In 

inventionist music, the composer only aimed at producing and hearing individual sounds. 

 It is significant that Lozza published this article just as the Concrete artists were 

developing the concept and form of the coplanal, i.e., a kind of painting in which several 

separate, irregularly-shaped, colored planes were held together by connecting rods. In 

another article published in the same Revista Arte Concreto, Maldonado explained that 

the coplanal had been conceived in order to do away with the pictorial illusionism that 

continued to exist in the cut-out frames.409 One of the illustrations of Maldonado’s article, 
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in fact, was a drawing depicting an untitled coplanal by Lozza, from ca. 1946 (Fig. 108). 

Besides separating the planes to avoid the formation of illusory pictorial planes, Lozza’s 

drawing intuitively sought to nullify any sort of illusionism on the basis of a relationship 

between the intensity of color, the size of the colored surface, and the direction of the 

predominant lines of the cut-out planes. This coplanal consisted of three irregular shapes: 

a very large one placed in the middle, a relatively smaller triangular shape placed on the 

right, and a smaller polygon placed on the left. While the reproduction printed in Revista 

de Arte Concreto is monochrome, it is possible to perceive that the larger irregular shape 

in the coplanal bears a less intense hue, while the value of the two smaller shapes is 

darker and more saturated. According to his supporter Abraham Haber, in this coplanal 

from 1946 Lozza had intuitively sought to create a completely flat surface by 

counterbalancing the effects of color, size, and direction of the planes.410 With a less 

saturated color, then, corresponded a larger surface, whereas a smaller surface would be 

counterbalanced with a more intense hue. Lozza believed that, with this method, it would 

be possible to leave behind pictorial illusion, since a surface in which all tensions had 

been suspended could not, in his view, suggest the illusion of three dimensions. 

 Considering that Matilde Werbin was developing the characteristics of 

inventionist music at the same time that Concrete artists such as Maldonado, Lozza, and 

Molenberg were defining the Concrete coplanal, it would not be surprising that there 

existed resonances between the pictorial and the musical forms. In his article about 

Werbin’s music, Lozza explained that all sounds were conceived as equal, and that 

duration in time and intensity determined the structure of her compositions. In turn, 
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Lozza’s own coplanals were structured according to a relationship of two variables: color 

intensity and size. While the shapes varied in size and the colors varied in intensity, 

Lozza believed that the summation of all shapes and all colors generated a surface 

without alterations: a flat surface. Pictorial flatness, thus, could be an analogy of sound 

equality, because, according to Lozza, for a pictorial surface to be flat, all elements 

needed to nullify, i.e., equalize one another. 

 Concrete coplanals, then, proposed equilibrium among the elements of the plane, 

and this equilibrium intended to have the visual effect of nullifying illusionism. 

Meanwhile, inventionist music regarded all sounds as equal, as it intended to nullify all 

categorization among the sounds. This analogy between the equilibrium among the parts 

of the plane and the equality of sounds, in turn, had its social resonance in the political 

ideals of the Concrete artists, who advocated the imminent arrival of a Communist 

revolution that would bring social equality and liberation. 

 

Irregular vibrations: Eitler’s music, Madí drawing, and the cut-out frame 

 During the 1940s, the Madí group found an active collaborator in the musician 

Esteban Eitler. Born in 1913 in Bozen, Tirol (then part of the Austro-Hungarian Empire), 

Eitler had studied in Budapest and had been flutist at the city’s symphonic orchestra. In 

1936, he moved to Buenos Aires, fleeing from the climate of Nazi persecution that 

reigned in Hungary. In Buenos Aires, he participated in various local orchestras and in 

1941, he began to compose and organize concerts of avant-garde music and other 

activities with his colleague, the Argentine musician Juan Carlos Paz. These concerts 
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usually took place at the Teatro del Pueblo, founded by Leónidas Barletta.411 Eitler was 

also a member of the Madí group. He took part in the concert at the legendary 1945 

exhibition at Grete Stern’s house in Ramos Mejía; he played in the concert included in 

the first Madí exhibition at the Instituto Francés de Estudios Superiores in 1946, where 

the Madí manifesto was read; and he participated in the concert at the Teatro del Pueblo 

in 1948.412 He also contributed musical scores to the first three issues of Arte Madí 

Universal, published between 1947 and 1949.413 Upon moving to Santiago, Chile, in 

1950, Eitler joined the composer Free Fock in founding the important group Tonus–an 

endeavor which would be central to the promotion and development of twentieth-century 

music in Chile.414 From this country, Eitler kept in touch with Kosice and continued to 

make contributions to Arte Madí Universal. Each journal issue from 1951 until 1954 

included news about Eitler’s musical activities in Chile and Brazil, as well as 

reproductions of his “Madí drawings.”415 

 It is significant that Eitler’s first drawing to appear in Arte Madí Universal shared 

the same page with one of his musical compositions–Preludio de las cuatro bagatelas, 

for violin, cello, and piano (illustrated separately in Fig. 109 and Fig. 110).416 This score 

was dated June 14th, 1947, and the untitled drawing would have dated to ca. 1948. The 

temporal proximity in the creation of the pieces, as well as their physical proximity on the 

journal page, suggests that they may be related and, indeed, a close analysis of both 

works–the score and the drawing–easily reveals many analogies. Preludio de las cuatro 

bagatelas displays an intentional dismissal of traditional musical structure, as it is not 

symmetrically organized. Instead, a single phrase provides a climax towards the end of 
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the piece, with the same melody played simultaneously in the violin and the cello. This 

work, furthermore, conspicuously boasts the rejection of Baroque and Classic music 

principles, as it lacks a tonal center. It is also played at a slow pace, thus avoiding the 

regularity of a strongly marked rhythm, and evoking disjunction. The musical texture is 

very thin: for most of the prelude’s duration, only one instrument is heard while the other 

two remain silent or provide accompaniment with one occasional note. The work also 

rejects past musical traditions by avoiding a significant amount of counterpoint–i.e., 

music in which one hears two or more distinct musical lines at the same time: the work, 

in fact, moves through non-repetitive clusters of sound and avoids flowing melodies. 

Finally, Preludio de las cuatro bagatelas uses dissonance. A cluster of simultaneous 

dissonant sounds, with intervals of a seventh in notes C to B above, is played on the 

piano in measures 11 and 12. Insistently played three consecutive times, these sounds 

remain incomplete and unresolved.417 The work, thus, impresses as missing a consistent 

structure, and it displays dissonance and irregularity. 

 Eitler’s 1948 untitled drawing (Fig. 110) gives the same impression of 

incompleteness and disjunction. The drawing seemingly contains three adjacent planes, 

but the contours of these planes are not defined by real lines. The internal lines stop 

abruptly defining a fictitious line. The three virtual planes, in turn, contain intersecting 

and parallel straight lines, but none of these lines form closed shapes such as triangles, 

rectangles, squares, or polygons. Though a few lines meet at an angle, most lines only 

suggest fictitious angles as their ends approach. The general impression of the drawing, 

then, is one of interruption, disjunction, and absence. The drawing also evokes musical 
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concepts in other ways. Most of the parallel lines are thin, but they reinforce their visual 

impact by appearing close together. This recalls how musical sounds are organized. 

Musical notes are individual units that achieve auditory prominence by ‘piling up’, i.e., 

by sounding simultaneously. In Eitler’s drawing, indeed, lines also ‘pile up’ since the 

parallels are arranged very close together. This results in the formation of line clusters 

even though each line maintains its singularity. Piled up, the thin parallel lines also 

suggest vibration, and the interruptions in the flow of the lines also suggest changes in 

musical texture. Furthermore, these interruptions evoke dissonance, since figures cannot 

be completed, just as dissonant sounds do not find their completion in consonance. In 

some areas of the drawing, however, Eitler also evokes the effects of continuous sound 

vibrations, as displayed in his prelude. In the drawing, the traces of a few lines begin very 

close to where other parallel lines end. This suggests the musical effect of a sound that 

does not stop vibrating until another sound has begun to vibrate. Within the clusters of 

parallels, then, Eitler evokes the notion that a sound may have an extended duration. 

 Just as the organization of Eitler’s untitled drawing from ca. 1948 has analogies 

with the organization of his music, as analyzed in Preludio de las cuatro bagatelas, the 

drawing’s appearance also presents a striking similarity to many of the cut-out frames 

painted by other Madí artists. As shown in the 1948 photograph of the Madí exhibit at the 

Parisian Salón de Realités Nouvelles (Fig. 111), Madí artists constructed cut-out frames 

that followed various different structures and compositional techniques. Some artists, for 

example, applied paint inside the irregular canvas and framed their works within a thick 

black or white line. Other artists painted patterns on the irregular frame itself and left a 
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void of real space inside the frame. Yet regardless of where they actually applied paint, 

all artists used clashing hues and values. The lack of harmony in the colors and values 

used, and the fact that there was hardly any repetition of shapes within any single work, 

made it difficult for the viewer to recognize shapes that resembled forms of the natural 

world. The works, thus, were perceived only as irregular designs. 

 Unlike the Madí cut-out frames, Eitler 1948 untitled drawing did not use color or 

closed shapes. (This drawing, indeed, strictly followed the precept established in the 

Madí manifesto of 1946, that “Madí drawing is an arrangement of points and lines on a 

surface.”418) Nevertheless, Eitler’s drawing was capable of evoking, just with lines on a 

surface, the effects of Madí paintings. Without the effects of contrasting colors, the lines 

in his drawing generate virtual irregular shapes even though the lines do not meet: thus, 

just as the colors clash in the cut-out framed paintings, so do the lines in Eitler’s drawing. 

Furthermore, the parallel clusters of lines seemingly mimic colors of higher and lower 

saturation: the areas of the drawing where lines are closer together appear as more intense 

and vibrant, while the areas where lines are spaced out appear as less intense. Finally, the 

awkward relationship between Eitler’s drawing and its support recalls the uneasy relation 

of cut-out framed paintings and their surroundings. Observed collectively and in situ as in 

the display at the Salon de Realités Nouvelles, the works have an ambivalent relationship 

with the rectangular wall. Because their shapes are not quadrangular, the cut-out frames 

do not echo the shape of the wall and thus do not fulfill the viewer’s expectations of how 

a painting looks. Yet they do not function as three-dimensional objects either, precisely 

because they are hung against the wall. This ambivalent relationship with the wall is of 
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course fully purposeful, since it contributes to call into question the role of paintings as 

representations. Eitler’s drawing, in turn, also has an ambivalent relationship with its 

support: the drawing vaguely lays on the blank page, below the music score, and it 

appears to be neither fully separated from the blank expanse of the paper nor truly 

integrated with it. Merely with incomplete lines, then, Eitler’s drawing evoked the 

ambiguous effects of the cut-out frames. 

 According to this reading, then, Eitler’s untitled drawing from ca. 1948 

simultaneously took part in two independent discourses: Eitler’s own music, and the 

principles of the Madí cut-out frame. This is not at all surprising, since Madí artists 

regarded their creations as singular manifestations that, though constructed in 

independent media–painting, sculpture, poetry, music, architecture, and others–

embodied, each in its own particular manner, the overarching Madí belief that all artistic 

forms needed to be absolute inventions. No Madí painting, musical piece, or drawing 

could be imitative of either nature or of the art of the past. And, by the same token, 

irregularity–an irregular frame, an irregular and incomplete drawing, and an irregularly-

organized musical piece–could simultaneously evoke the artists’ escape from both visual 

naturalism and past musical traditions. 

 

Order as liberation: Koellreuter’s “pan-intervallar scale” and Madí painting in the 

1950s 

 Around 1949, Kosice established a contact with a second avant-garde musician, 

Hans- Joachim Koellreutter, who then lived in Brazil and was visiting Buenos Aires. As a 
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student in Berlin in 1935, Koellreutter had been introduced to atonalism, to twelve-tone 

music, and to other music currents of that time, by the director Hermann Scherchen. At 

this time, he became a well-known flutist and began making tours throughout Europe. In 

1937, one tour took him to Brazil, where the outbreak of the Second World War surprised 

him in 1939. Refusing to enlist, he became a deserter and his German citizenship was 

soon revoked. In Brazil, he lived alternatively in São Paulo and Río de Janeiro and, in 

1939 he created the movement and journal Música Viva, which performed compositions 

by Igor Stravinsky, Arnold Schönberg, Bela Bartok, and others, for the first time in that 

country.419 

 Kosice’s relationship with Koellreutter appears to have started in the course of a 

series of lectures that the musician gave in Buenos Aires in 1949 or 1950: one at the 

Teatro del Pueblo, another at the auditorium of architect Raúl Birabén, and a third at the 

Instituto de Arte Moderno.420 On the occasion of Koellreutter’s visit, Kosice seemingly 

voiced his concerns about recent musical developments. In an article entitled “Carta 

Abierta” [“Open Letter”] and published in Arte Madí Universal in 1950, Koellreutter 

referred to Kosice’s 

severe and implacable criticism to our music, twelve-tone music, which [Kosice] 
wishes liberated from any old form of conception and composition, reintegrated to 
its function of autonomous and humanizing art, since invention is the most 
important quality inherent to man. What your audacious and heroic group 
idealizes and intends to realize in its works, the INTEGRAL INVENTION of the 
work of art: this is what I also think is the basis for a new reality in art. 
Since the majority of twelve-tone composers, with the excuse of “consolidation” 
and “tradition,” tried to return music to forms and norms that characterize the art 
of the past, and thus assumed an attitude of negative reaction against the 
Schönbergerian revolution, I became seriously worried about this problem.421 
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 Kosice, then, had seemingly attacked musicians who, in his view, were corrupting 

Arnold Schönberg’s musical revolution. In 1924, this German composer had invented a 

system of composition that replaced tonality, the system which had dominated musical 

composition since the 1600s. Tonality was a system to which virtually all composers 

subscribed in the 18th and 19th century, despite their differences in style. The central 

elements of a tonality were, first, a fundamental tone (the key); second, the major and 

minor scales based on that key; and, finally, the consonant and dissonant chords built 

upon the same key. The major and minor scales, as well as the consonant and dissonant 

chords, constituted accepted and established ways of organizing sounds. While all 

composers deviated from these established conventions to some extent, the fundamental 

principles of tonality went unchallenged. Yet in the early 1920s, Schönberg’s 

compositions substituted tonality with a system that employed all twelve half-tones of the 

chromatic scale (all major and minor keys). His melodies first stated a row of twelve 

tones (the prime row in the composition) and then proceeded to present systematically 

organized variations of this row: retrograde, inversion, retrograde inversion, and the same 

variations of these four rows. With his twelve-tone system, Schönberg demonstrated, 

first, that tonality was not the only system to organize musical compositions and, 

secondly, he did away with the notion that certain organizations of sounds were superior 

to others.422 Nevertheless, as music historian Bryan Simms explains, many musicians who 

composed with Schönberg’s twelve-tone method still refrained from exploring the most 

daring possibilities that this method allowed. This was indeed possible for the following 

reason: though Schönberg’s method guaranteed that all sounds in a row of twelve tones 
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were heard, it specified no rules about how the intervals between these sounds would be 

structured. Therefore, when composing with twelve sounds only, composers could still 

generate intervals and even whole sequences of sounds which recalled the traditional 

scales.423 This would have caused listeners to recognize known whole sequences of 

sounds within the twelve-tone rows, instead of leading them to the constant awareness of 

original combinations of sounds. Thus, while these new compositions used the twelve-

tone method, they would still sound more traditional and familiar to listeners. 

 To a large extent, this process was equivalent to the mixture of representation and 

abstraction in painting, as practiced by many artists, who continued to represent scenes of 

the visible world even though these scenes were geometricized and reinvented. Even 

though the Concrete and Madí artists acknowledged that in the early twentieth century 

Cubism, Futurism, Abstraction, and Surrealism had questioned the assumptions of 

naturalistic representation and objective vision, they despised the hundreds of 

contemporary artists who continued to work in these manners both in Argentina and 

abroad. In a review of an exhibition of the painter Gina Ionescu, for example, Arte Madí 

Universal commented that “her inventive force, her joyous color, were in part diluted by 

willingly uncontrolled stylistic interferences. The mingling of a Neo-Cubism and of an 

“abstracted” representation took away unity from her show.”424 For Kosice, a supporter of 

new realities beyond any imitative purpose, this aspect of Ionescu’s work was 

inadmissible. His critique of artists who mixed tradition and innovation would have 

extended to any musical form that operated on equivalent principles. 
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 Upon Kosice’s complaints, Koellreutter seemingly took up the challenge to 

invent, for music, the equivalent of Kosice’s words: “we don’t seek a resemblance with 

anything.”425 He thus proposed that, in addition to the twelve sounds of Schönberg’s row, 

the eleven intervals that could occur between those sounds needed to be controlled. He 

experimented with a “pan-intervallar” scale, i.e., a scale in which every interval was 

different from the others and did not repeat. Koellreuter even consulted a Brazilian 

mathematician, Omar Catunda, who came up with a mathematical equation to calculate 

all the possible rows.426 If musicians used a pan-intervallar scale, Koellreutter explained, 

music would have achieved the point which Kosice demanded for the visual arts: “a free 

art as an expression of order and law.”427 In other words, for Koellreutter, music would be 

free and fully independent from tradition only if new rules were created ad hoc and 

consistently used: following these rules, indeed, would monitor that the new music 

remained free from tradition. 

   Koellreutter’s development of the pan-intervallar scale, which implied a set of 

strict rules to govern the creation of music, operated on similar premises as strategies that 

Kosice explored in some of his paintings of the 1950s–strategies which led him to 

organize Madí paintings according to certain rules. Two such paintings, Planos y Color 

Liberados [Liberated Planes and Color], from ca. 1950 (Fig. 112) and Ecuación de Tres 

Planos Blancos [Ecuation of Three White Planes], from ca. 1951 (Fig.113) were 

respectively illustrated in the fourth and fifth issues of Arte Madí Universal and exhibited 

in group shows during this period.428 Both paintings consisted of independent planes 

attached to each other by curved, thin, metal rods. These 1950s works were relatives of 
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the Madí cut-out frames, coplanals, and articulated paintings, yet they departed from the 

latter forms in one significant way: the rods that linked the irregular planes were no 

longer conceived as functional parts of the objects. Instead, the rods in Planos y Color 

Liberados and Ecuación de Tres Planos Blancos followed the predominant forms 

displayed in the paintings (curves). This approach differed significantly from that 

displayed in the Concrete coplanals and in the Madí articulated paintings. In the Concrete 

coplanal (e.g. Fig. 51), the rods simply were fixed, straight sticks. These rods had the 

purpose of maintaining the independent portions of the coplanal physically attached, yet 

visually apart: in this way, the Concrete artists meant to avoid the visual formation of 

representational figures. In the Madí articulated paintings (e.g., Fig. 20), the rods not only 

connected the physically separate pictorial planes: they also allowed these planes to be 

moved. By way of these articulating rods, the viewer could change the position of the 

planes that made up the work. Yet the articulated paintings would have presented a new 

problem: because the rods allowed the planes to be moved, they also allowed the viewer 

to induce representational figures into the work. That these paintings could be articulated, 

then, had a double edge: on the one hand, the possibility of movement disrupted the 

planes’ stability and legibility; on the other hand, the possibility of moving the planes 

could potentially provoke new representations. In the hands of an artist or viewer less 

radical than Kosice, then, articulated paintings could potentially lead back to fantasy, 

dream, and representation. 

 Since Kosice was adamant about creating an “essential” art429–i.e., an art fully and 

completely divorced from any degree of representation–it is not surprising that in Planos 
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y Color Liberados and Ecuación de Tres Planos Blancos, the connecting rods are solidly 

attached and did not allow movement. The paintings, thus, always kept the same 

appearance–the appearance originally dictated by the artist–, and this allowed him to 

fully control their non-representational look. More importantly, in these 1950s works, the 

shape of the connecting rods followed the general curved shape of the works. These 

paintings, thus, entirely followed their own ad hoc rules–those rules dictated by their own 

design–and these rules contributed to avoid any possibility of them becoming 

representations. With Planos y Color Liberados and Ecuación de Tres Planos Blancos, 

then, Kosice seemingly relinquished the notion that allowing freedom to the spectator 

would contribute to avoid representation. In these paintings, he would achieve 

“liberation” from naturalistic representation by structuring and ordering form. 

 The artist’s attitude towards painting resonates with the problem that seemingly 

troubled him regarding the development of modern music. Upon Kosice’s complaints, 

Koellreutter designed the pan-intervallar system to regulate the creation of music, 

believing that these regulations would maintain modern musical creations ‘free’ from 

tradition. Simultaneously, Kosice also created Planos y Color Liberados and Ecuación de 

Tres Planos Blancos, with the provision that the fixed connecting rods would 

systematically follow the general shape of the work, thus systematically liberating the 

planes from representation. 
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Ode to the new: new sounds and Madí sculpture 

 Two years after his first contribution to Arte Madí Universal, Koellreutter 

published a new article in the journal, entitled “Un nuevo mundo sonoro: carta a un jóven 

músico” [“A new world of sounds: letter to a young musician”].430 Here, he explained his 

fascination with the new sounds and instruments he had seen and heard while visiting 

Europe in the early 1950s. In this text, he also celebrated the notion of invention and 

novelty in art, and made direct connections between the new sound revolution and an art 

of total invention. Thus, he claimed that: 

Creating implies inventing something that did not exist before. A work of art, 
besides being valuable, must present something new, be of its own kind, and 
possess a style that will distinguish it from the creations of the past. Mainly, it 
must indicate the road to the future. This is the only criterion in the arts, which 
must be above the concepts of beauty and ugliness, concepts that are relative and 
somewhat debatable. 
Art, dear friend, just like all social life, evolves and renews itself constantly and 
never goes back. Figurative art definitely belongs to the past and it does not 
advance the war for atonalism, twelve-tone music, or non-thematic music.431 
 

 Koellreutter continued to describe, with great excitement, exactly what he had just 

seen in Europe. He especially referred to new instruments which could produce sounds 

that had never been heard before, and other electronic devices which could, by means of 

recording and reproduction, turn familiar noises into unfamiliar musical sounds. He 

explained that: 

In 1948, thanks to the open-minded vision of French Radio Broadcast 
[Radiodiffusion-Télévision Française (RTF)], [the musician Pierre] Schaeffer and 
a group of collaborators carried out a series of manipulations with recorded 
sound, and they were able to obtain musical elements from this noise. Meanwhile, 
at the University of Bonn in Germany, the scientist Dr. Meyer-Epple achieved 
similar results improving electronic instruments. The “Concert of Noises” in Paris 
in the same year, made history. Then came the first compositions: “Suite 14,” 
“Symphony for a lonely man” [“Symphonie pour un homme seul”], “Concert of 
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ambiguities,” “Music without title” by Henry Schaeffer; “Studies about a sound,” 
by Pierre Henry and others. Using every imaginable sound effect and musical 
instruments such as Trautonium, Ondes Martenot, Vodcek and others, these 
composers combine the usual expressive methods with new methods–shredding, 
filtering, ultrahigh, ultralow, and others. 
It is hard to describe what I felt as I witnessed these experiences that will 
revolutionize the musical world. Everything that surrounds us–noises, words, 
sounds, sound effects of all kinds produced by new electronic instruments, is 
useful in the synthetic construction of musical works.432 

 Indeed, since the 1930s and through the 1940s, new musical instruments and 

electronic devices had opened up a whole new repertoire of sounds which broadened 

those provided by traditional musical instruments. On the one hand, these electronic 

instruments had made musicians wholly aware of the existence of sounds prevalent in the 

music of other cultures. The Trautonium and the Ondes Martenot mentioned by 

Koellreutter, for example, were invented in the late 1920s and were designed to 

reproduce the microtonal sounds found in Hindu music–sounds to which Western music 

had been largely unreceptive until then. Furthermore, in the 1940s, composers such as 

Pierre Schaeffer and Pierre Henry started experimenting with recording devices, and 

these experiences made them aware that any sound could be recorded in its raw form and 

then manipulated to create musical compositions. Recording noises, altering them, and 

organizing them into compositions became the trend known as Musique Concrète. These 

new developments in electronic music, then, led to experimentation and invention.433 

 Already in 1951, Kosice had expressed his support for Koellreutter’s active 

interest in the newest musical instruments. In the section “Aquí Madí,” published in issue 

no. 5 of Arte Madí Universal, the artist commended the “incalculable interest” of the 

music that Koellreutter was being exposed to during his European visit.434 In the same 

journal issue, Kosice published a photograph of a sculpture which may dialogue with 
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both artist and musician’s fascination with new discoveries–both musical and visual. 

Estudio para una profundidad en perforación [Study about depth by perforation], from 

ca. 1951 (Fig. 114) consisted of a bent metal sheet in the shape of a Moebius strip: a 

metaphor of endlessness and scientific discovery. Kosice would have been familiar with 

the shape of the Moebius strip and its connotations through Max Bill’s famous sculpture, 

Tripartite Unity, from 1947-48 (Fig. 115), which had won the First Prize for Sculpture at 

the I São Paulo Biennial in 1951. Though Kosice did not attend the Biennial, an entry in 

the 1951 issue of Arte Madí Universal states that he had received the “catalog of Max 

Bill’s latest exhibition” at the Museum of Modern Art in São Paulo.435 Bill and Kosice, in 

fact, had known about each other since 1949 at least, when they exchanged a series of 

personal letters and even discussed the possibility of organizing an international congress 

of non-figurative artists in South America.436 

 Kosice’s version of the Moebius strip, in any case, not only connoted scientific 

discovery but also suggested musical and visual transformations. The work used a 

sonorous material for a sculpture: a perforated metal sheet that could potentially generate 

sound vibrations. The sheet could be bounced against a surface, and its shattering 

movements would produce sounds. The vibrations produced by the metal sheet, however, 

would have been mere noises until Kosice interpreted them as sounds–just like the new 

musicians mentioned by Koellreutter paid attention to ordinary noises and, by recording 

them electronically, turned them into sounds. Estudio para una profundidad en 

perforación, furthermore, conjured a visual metaphor. This title of the work and the 

multiple views of “depth” it allowed, indeed, would have challenged the notion that a 
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single point of view must structure the vision of depth. Just like the new sounds which 

Koellreutter discussed in his article opened up unexpected musical possibilities, the 

multiple and simultaneous views of spatial depth generated by Kosice’s sculpture could 

open up unexpected visual possibilities: new, multiple, and simultaneous visions of deep 

space. Estudio sobre una profundidad en perforación, then, intertwined the musical and 

visual transformations of the 1950s. Kosice’s exchanges with Koellreutter would have 

been a fruitful breeding ground for the experiments and discoveries of both artist and 

musician. 

 

Challenging conventions: Non-thematic and microtonal music, and Concrete art 

 Just as Arte Madí Universal documented a fruitful discussion between Kosice and 

the musician Hans-Joachim Koellreutter in the early 1950s, the journal Nueva Visión also 

recorded exchanges between Tomás Maldonado and the Argentine musician Juan Carlos 

Paz. A composer, music teacher, critic, and writer, Paz had introduced Arnold 

Schönberg’s twelve-tone music to Argentina in 1934. In 1937, he founded “Conciertos de 

la Nueva Música” [“Concerts of the New Music”]. These concerts provided an anthology 

of musical works by Schönberg, Anton Webern, Alban Berg, Ernst Krenek, Henry 

Cowell, Karlheinz Stockhausen, Luigi Nono, Bruno Maderna, Luciano Berio, and Pierre 

Boulez. Around this time, Paz also began publishing extended articles on twentieth-

century music in cultural journals such as Sur, Cabalgata, and Contrapunto.437 In 1950, 

the Concerts of the New Music grew into the Agrupación Nueva Música, a formal 

institution devoted to promoting the most advanced musical trends.438 To the journal 
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Nueva Visión, which Maldonado directed, Paz contributed important articles: the 

polemical text “Qué es nueva música?” [“What is new music?”] published in December 

1951, and the more analytical “Música atemática y música microtonal” [“Non-thematic 

and microtonal music”] in issue 2/3 from January 1953.439 Furthermore, according to 

Nueva Visión’s former secretary, Carlos Mendes Mosquera, Paz and other musicians 

from the Agrupación Nueva Música frequently gave concerts for the Concrete artists and 

architecture students at Maldonado’s studio, located at Cerrito 1371 in Buenos Aires.440 

 Undoubtedly, then, in the early 1950s Paz would have been discussing “the new 

music” with the proponents of “the new vision.” In “Música atemática y música 

microtonal,” published in Nueva Visión in January 1953, Paz explained how non-

thematic music, as developed by Czech composer Alois Haba, was one of the logical 

consequences of Schönberg’s twelve-tone music. The term “non-thematic,” explained 

Paz, “originates with and challenges the old definition of thematic work, where the 

theme, motif, or exposed melodic phase reappears in the course of a composition.”441 

Conversely, “Non-thematic” meant a style that lacked “reprises, sequences, 

correspondences, and any sort of thematic and melodic repetition.”442 Paz noted, however, 

that while Haba’s style did away with melodic sequences, he continued to use rhythmic 

sequences, which became the structure of his compositions.443 Another of Haba’s 

achievements, Paz explained, was “microtonal music.” This music used sounds which 

composers produced by dividing the semitone into its intermediary sounds: fourths, 

sixths, eighths, tenths of tone, and so forth. These divisions were “the point of departure 
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of an unknown universe of sounds” since they implied the extension of what is known as 

“the natural scale.” Paz commented that: 

We all know that this scale, which is the basis of all of our [Western] educated 
music and most of our popular music from the Renaissance to now, is as 
conventional as any musical value....The only thing that justifies this scale is that 
it is based on the auditory perception of those who established it and of those who 
then accepted it and grew used to it.444 

 
This so-called natural scale, Paz contended, “does not exclude the possibility of 

new scales...”445 In sum, the “natural scale” was not natural but a mere convention. 

 One work by Maldonado which may have been in dialogue with Paz’s ideas was 

Desarrollo de 14 temas [Development of 14 themes] (Fig. 116), painted around 1951-52, 

and reproduced in issue Nueva Visión in 1953. The work was also included in the 

exhibition “La Pintura y Escultura Argentina de este Siglo” and at the group show of 

Artistas Modernos de la Argentina in Galería Viau in 1952.446 Together with all of the 

Argentine Concrete works of the early 1950s, this painting is generally perceived as a 

simple visual expression of the artists’ admiration for the European representatives of 

Concrete Art, especially Max Bill.447 Maldonado had met Bill during his first European 

visit in 1948 and had found his principle of “the good form” extremely compelling. 

Furthermore, the artist probably knew Bill’s series Fifteen Variations on the Same 

Theme, painted between 1935 and 1938. In his 1955 book on Max Bill, Maldonado stated 

that in this series, Bill explored the concept of variation, not as limited change within a 

pattern but as an “infinite multiplicity of possibilities” given by a limited repertoire of 

forms. Therefore, it is likely that Desarrollo de 14 temas dialogues with Bill’s aesthetic 

principles. 
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On the other hand, Paz’s ideas also provide likely parameters for interpreting this 

work, since Maldonado may have found in the concept of non-thematic music a 

stimulating source to reformulate his central preoccupation since the 1940s: how to avoid 

representation.448 While in the irregular frames and coplanals of the 1940s, the Concrete 

artists had sought to avoid representation by disrupting the shape of the pictorial plane, in 

Development of 14 themes Maldonado avoided representation by disrupting the legibility 

of the work as a coherent unit. To become a representation, an image must not only evoke 

the natural world: it must also be legible as a structure, as a composition. Painting and 

music both achieve legibility through the repetition of forms, i.e., through symmetry, 

balance, and consistent variation. If all compositional patterns are suppressed, legibility is 

not possible, and neither is representation. Thus, just as non-thematic music could avoid 

“a theme” by lacking “reprises, sequences, correspondences, and any sort of thematic and 

melodic repetition,” so could Concrete art avoid representation by not repeating clusters 

of pictorial elements—“themes”—within a single work. Desarrollo de 14 temas, in fact, 

avoided repetition by depicting irregular polygons instead of rectangles or squares, and 

diagonal lines instead of horizontal or vertical lines. The internal angles that these 

polygonal planes and diagonal lines create are all unequal, and the overall arrangement of 

the lines and planes within the pictorial frame is asymmetrical. The lines and planes, 

then, neither generate repetitive relations throughout the composition nor echo the 

rectangular shape of the frame. While Maldonado sustains a minimal degree of rhythm by 

using a limited repertoire of forms (straight lines and quadrangular planes), he reduces 

the work’s legibility by avoiding repetitive combinations of these elements throughout 
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the canvas. Thus, he avoids representation by disrupting the possibility of an ordered 

reading of the painting. 

 The idea that a natural musical scale is a mere convention, and that this 

convention can be challenged by splitting known sounds may also have sparked pictorial 

strategies in Desarrollo de 14 temas. The painting, in fact, questions the conventional 

role of lines in two-dimensional media. Traditionally, lines serve to define figures. In 

drawing, they are purposefully visible elements that separate the figures from the 

background. In painting, they are imaginary barriers that separate extensions of color. In 

Desarrollo de 14 temas, however, the lines perform none of these functions. Rather than 

forming closed figures, several lines meet and explicitly describe wide angles, while 

others merely suggest angles. Maldonado also places lines around the edges of the 

polygonal planes, but these lines do not coincide with the edges of the planes that they 

seem to define. Maldonado, then, highlights the fact that outlined figures are illusory 

conventions and, therefore, that representation is merely a visual fabrication. 

 Both Maldonado and Paz sought to avoid representation—either musical or 

pictorial—by disturbing the principle of repetition and the conventions of visual and 

auditory perception. In each of their respective fields, they found analogous concepts to 

represent their antagonism to traditional artistic forms. Perhaps the most suggestive 

aspect of Maldonado’s dialogue with Paz is his title for this painting: Desarrollo de 14 

temas. The fourteen themes are probably different combinations of pictorial elements that 

do not consistently repeat each other and thus, ironically, do not emerge coherently as “a 

theme”—evoking the process behind non-thematic music. The term “development” gives 
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the title a temporal quality that parallels the constant change of non-thematic music—

what Paz calls “a perpetual development of musical discourse.”449 With its non-repetitive 

disposition of lines and planes, Desarrollo de 14 temas evokes constant change. 

 The concepts of non-thematic and microtonal music provide an alternative 

conceptual framework for the interpretation of Desarrollo de 14 temas, and this 

framework adds an intriguing extra-artistic connection to the history of Argentine 

Concrete art. Perhaps more importantly, it also undermines the prevailing notion that, 

beginning in 1948, the Argentine Concrete artists turned to simply imitating the 

production of Swiss Concrete art.450 In the early 1950s, in fact, Paz’s musical tenets 

provided another source of inventive ideas that energized the artistic production of the 

Concrete artists. 

 

Epilogue 

 Throughout the 1940s and the 1950s, the Concrete and the Madí artists 

established significant contacts with a handful of musicians living and working in 

Argentina and Brazil. Therefore, the musical ideas that Lozza, Kosice, Maldonado, 

Rothfuss, and many other artists discussed with Werbin, Eitler, Paz, and Koellreutter can 

be used as an interpretative key for Concrete and Madí works of art. Interpreting 

Concrete and Madí art in relation to these musical ideas demonstrates, in the first place, 

that these artists did not operate in a theoretical void: their ideas took part in a larger, 

historically-documented cultural event that called into question established values–be 

these musical or artistic. Secondly, the musical ideas brought about by Werbin, Eitler, 
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Paz, and Koellreutter help restate and further clarify the original intention of Concrete 

and Madí works: to challenge traditional and established systems of representation, to 

prove that these established systems constitute mere visual conventions, and to expand 

artistic expression through the inventive use of materials and designs. 
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SOME CONCLUSIONS 

In my discussion of Concrete and Madí art, I address various different events 

taking place in Argentina in the 1940s and 50s: musical performances, the rise of 

Peronism, reactions to the Allied victory at the end of World War II, the impact of 

Spanish emigres in the country, publications by Argentine writers, Peronist architecture, 

mass propaganda, and other local events. While the variety of subjects which I have 

developed is considerable, there are a number of issues which appear consistently 

throughout the study. In these conclusive comments, I discuss a few returning themes and 

consider their importance for our understanding of Concrete and Madí art.  

One returning issue concerns the dialogue between Concrete and Madí art and 

texts or events produced within the circle of the journal Sur. In chapter 2, I link Arturo’s 

ideas with ideas published by two Spanish emigres who were part of Sur’s group—

Guillermo de Torre and Ramón Gómez de la Serna. I also discuss the possibility that 

Arturo’s ideas may have been dialoguing with texts published or sponsored by Editorial 

Sur—Bioy Casares’s La invención de Morel and Borges’s “Tlön, Uqbar, Orbis Tertius.” 

In chapter 3, Sur and its liberal editor, Victoria Ocampo, appear affiliated with the 

democratic front which included the Arturo artists. In chapter 4, I discussed how the 

circles of Sur and Ver y Estimar were both anti-Peronist, and how these anti-Peronist 

leanings put them in the same front as the Concrete and Madí artists. Chapters 5 and 6 

traced Maldonado’s contacts with Jorge Romero Brest and Juan Carlos Paz, both of 

whom were also contributors to Sur. 
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These links between the members of the circle of Sur and the Concrete and Madí 

artists have several implications. First, they provide a specific ground for the generalized 

perception that the Concrete and the Madí artists promoted a cosmopolitan and 

international vision of culture, and that they were largely indifferent (if not opposed) to 

interpretations of Argentine culture which defended a more nationalist or regionalist 

approach. As Gradowczyk and Perazzo have put it: 

Beyond the proclamations, artistic purposes, and uncompromising ideology of 
Arturo, the most surprising thing about all the texts published in the magazine was 
the absence of key words such as “America,” “Latin America,” “Argentina,” 
“Uruguay,” “homeland,” or “belonging.” The cosmopolitan makeup of the Río de 
la Plata artists of the generation of 1940, many of whom came from a European 
immigrant background, made it difficult for them to identify with pre-Columbian 
cultures—as suggested by Torres-García—or with criollo romanticism.451 
  
Previous interpretations of Concrete and Madí art, furthermore, have suggested 

that it is not surprising that these artistic forms emerged in Argentina because this country 

was—more than other countries in Latin America—modern, cosmopolitan, and in touch 

with international culture. It has been argued, for example, that in the 1940s Buenos 

Aires was a more modern city than other cities in Latin America and other cities in 

Europe. Together with the presence of immigrants in the country, the tendency to favor a 

cosmopolitan and international culture is seen as a factor which favored the development 

of Concrete and Madí art—especially because some of the artists were immigrants 

themselves.452 Scholars, therefore, have tended to make a broad correlation between a 

general situation—the modern outlook of the city, the presence of immigrants—and a 

very specific (and very marginal) event: the appearance of non-figurative forms of art in 

Argentina. By bringing up a dialogue between the Concrete and Madí artists and Sur’s 
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circle, this dissertation’s objective was to anchor the notion that Concrete and Madí art 

were part of a larger situation taking place in Argentina. The connections with Sur, in 

other words, provide a concrete link with the cosmopolitan and international cultural 

outlook which is generally associated with Concrete and Madí art. 

The connection with Sur also helps to link Concrete and Madí art with artistic 

debates and events of the past. Some of the writers and contributors which later joined the 

ranks of Sur—especially Borges, de la Serna, and de Torre—had been part of what has 

been called “the avant-garde of the 1920s.” This “avant-garde” had gathered around the 

journals Proa (1924-1929) and Martín Fierro (1924-1927), in which these authors had 

been lively participants together with other writers: Oliverio Girondo, Pablo Rojas Paz, 

Macedonio Fernández, Raúl González Tuñón, and the painters Emilio Pettoruti and Xul 

Solar. Appearing on May 15th, 1924, the Martín Fierro manifesto advocated “a new 

sensibility” and claimed that it “opened unexpected landscapes and new means and forms 

of expression.” The magazine was written in a sardonic tone, attacking the modernist and 

symbolist writings of Leopoldo Lugones and his status as an icon of the Argentine 

literary scene. The writers associated with Martin Fierro are sometimes identified as the 

“Florida group” for the elegant street on which they met and the avant-garde literature 

they promoted—for example, the greguerías by Ramón Gómez de la Serna and 

Surrealism in general. The Florida group, in turn, maintained quarrels with the leftist 

group of writers known as “Boedo,” for the working class neighborhood where they met, 

because the Boedo artists advocated socially and politically-oriented forms of figurative 

art and narrative literature. Among the Boedo writers was Leónidas Barletta, who later 
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inaugurated the Teatro del Pueblo. The models of the Boedo writers were primarily Henri 

Barbusse and Fedor Dostoievsky, and all the writers promoted an art that would 

denounce social injustice. The fact that some of the writers who later joined Sur had been 

associated with the avant-garde of the 1920s may have been a significant factor for the 

Arturo artists, since the Florida group had also attacked academic and nostalgic forms of 

art and literature. On the other hand, as Pérez-Barreiro has noticed, the Concrete and 

Madí artists were far more radical than the Florida group had been, in that they regarded 

their avant-garde production as ultimately conducive to political revolution. 

Incidentally, the dialogues which I have suggested between Sur and the Concrete 

and Madí artists do not immediately imply that the artists shared the same political views 

as those of the journal’s editor, Victoria Ocampo, or some of the writers, such as Borges 

or Bioy Casares. Being anti-nazi or anti-Peronist did not necessarily imply being 

conservative. Indeed, many of the Concrete and Madí artists were Communists or favored 

a Communist ideology. Yet in the mid-1940s, the tense political climate demanded strong 

and definitive expressions regarding which side writers and intellectuals stood on. In this 

situation, Concrete and Madí artists, and Sur’s contributors, stood on the same side, if 

only for a few years. 

A second theme that consistently reappears through the dissertation is the notion 

of opposition and polarity. This notion prevails in my reading of Arturo as a journal in 

which the most forceful notion is “invention against automatism.” Reading Arturo in this 

way, in turn, geared my search for possible sources for Arturo outside of the usual 

network of Torres-García, Grete Stern, Fontana, and Huidobro. This polarized reading 
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also structured my contextualization of Arturo within political debates as an insertion 

within larger debates of the period—Nazism against democracy, and civilization against 

barbarism. Finally, I also describe the artists’ reaction to Peronist images as an 

opposition, since in my reading, Concrete and Madí production appears as a 

confrontational reaction to Peronist propaganda and Peronist architecture. These 

oppositions serve as an analytical tool on the one hand, but they are also suggested by the 

historical information. As I argued in chapter 3, the literary journals linked with Arturo 

perceived the conflict at the end of World War II as an opposition between irrational 

forces and a democratic future. They also perceived the popularization of Rosas as a 

direct opposition to Sarmiento’s ideas—a topic which has been thoroughly documented 

by political and cultural historians of this period.453 The anti-democratic actions of the 

military government, in turn, were perceived as opposed to Sarmiento’s ideas, and Perón 

himself perceived non-figurative art as removed and even opposed to the feelings that 

Peronism was supposed to evoke. The oppositions which have framed my analysis of 

Concrete and Madí art, therefore, are not arbitrary but further insert the artists and their 

production in the debates that were intensely contemporary to them. 

One issue which I have not discussed concerns the impact of Concrete and Madí 

art in later Latin American art and later Argentine art. With the probable exception of the 

relationship between Argentine Concrete and Madí art and Brazilian Concrete art—a 

subject which is still under study by María Amalia García—there is no evidence 

indicating that Concrete and Madí art made a significant impact in artistic scenes in the 

rest of Latin America, neither in the 1940s or 50s, or afterwards. Within the Argentine art 
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world, geometrical forms of art became popular in the 1960s and 70s—such as Arte 

Generativo and Op Art—but the concerns of the artists who practiced them were 

removed from those of the Concrete and Madí artists of the 1940s and 50s. In the works 

of Ary Brizzi (Fig. 117), Miguel Angel Vidal (Fig. 118), and Eduardo McEntyre, the 

major objective was to create a visually animated surface which would engage the 

viewer’s perceptions of depth and of movement—an objective completely different from 

that of the Concrete and Madí artists, who, in what concerns painting, sought to 

discourage the viewer from perceiving three dimensions on a flat canvas. In sum, the 

Concrete and Madí groups were short lived and later artistic scenes neither incorporated 

nor openly rejected their ideas or their aesthetic. 

If Concrete and Madí art left no evident trace in later artistic developments, the 

next question is: what, then, was the importance of Concrete and Madí art in the history 

of Argentine art, Latin American art, or twentieth-century art as a whole? It may be 

argued that their importance resided primarily in their initial gesture of radical break-up 

with the past, i.e., in the manifestos and works produced in the period between 1944 and 

1947 or 1948, which has sometimes been called the period of “splendid isolation.”454 

While this is certainly true, I have argued here that Concrete and Madí art generated 

relevant visual and conceptual dialogues with cultural manifestations and political events 

that existed during the entire period (and place) in which they existed (between 1944 and 

1955). In this respect, I have contextualized Concrete and Madí production within three 

different moments. The first is the period between 1943 and 1945, characterized by the 

tense political climate lived during the demise of Nazism and the anti-democratic policies 
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of the local military dictatorship. During this period, most people living in Argentina took 

definite sides regarding both international and national events. A second moment is the 

first epoch of Peronism. This epoch began with the 1945-1946 presidential campaign 

disputed by Perón’s Partido Laborista and the Unión Democrática, and extended until 

around 1949, when the state-supported economy began to show signs of strain. During 

this period, the government celebrated with exhilaration the achievements of social 

justice through political propaganda that seemingly confirmed Perón’s popularity and the 

improvements he was bringing to the masses. Meanwhile, anti-Peronist groups grew 

increasingly marginalized from the sites of privileged culture, and became prone to vilify 

the government and its policies. A third moment goes from around 1950 until the 

overthrow of Perón in June 1955. This period was characterized by economic instability, 

social unrest, and increasingly more pervasive authoritarian policies on the part of the 

Peronist government. Unlike the previous period, in which political propaganda 

celebrated Perón’s love of the masses and the benefits the workers were obtaining from 

the government, the propaganda of the 1950s tended to celebrate the leaders as pervading 

presences in all instances of everyday life. Other policies, such as those connected with 

education, recreation, and architecture fostered standardization (in public housing 

projects and elementary school textbooks, for example) and an increasing regularization 

of social relations (as in the highly structured and propagandistic sports championships).  

 I have argued in this dissertation that the importance of Concrete and Madí art 

resides in its animated dialogue with various aspects of its immediate time and place, 

which were part of the historical moments described above. Together with other co-
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existing literary, theatrical, musical, and political manifestations, the artists created 

various forms of marginal disruption which attacked the dominant political regime and 

the established culture of its time. 
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Telegramas cayendo yo me opongo al nazismo 
Guitarra en bata me roba las botellas de leche 
Celebro la decisión de no usar paracaídas 
Una histérica savia subvierte la lotería 
La eternidad se ha inclinado hacia el perfil del revólver. 
Bayley, “Estreno Escurre,” Arturo (Buenos Aires) no. 1 (Summer 1944): n.p. 
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con los colores argentinos y franceses en la solapa, pregonaban la causa de su satisfacción: el 
renacimiento de Francia. Era tanta la alegría en Buenos Aires porque París ha conseguido salir de 
las sombras que la aprisionaron durante cuarenta años, que el pueblo necesitaba un río donde 
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217 Please refer to previous chapter. 
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siempre presente la convicción democrática de quienes lo alienten y colaboren en él, la fe activa 
en el porvenir triunfante de la libertad. 
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Aires) v. 1 no. 3 (Apr. 1945): 10; “¿A dónde va la pintura? Contesta Manuel Espinosa.” 
Contrapunto (Buenos Aires) v. 1 no. 5 (Aug. 1945): 11; “¿A dónde va la pintura? Contesta 
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1945): 11; “¿A dónde va la pintura? Contesta Norah Borges.” Contrapunto (Buenos Aires) v. 1 
no. 4 (Jun. 1945): 11; “¿A dónde va la pintura? Contesta Emilio Pettoruti.” Contrapunto (Buenos 
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nazifascistas que reniegan de la cordialidad humana y confiesan apoyarse en un deseo de 
estructurar el mundo sobre la hostilidad, y aquellos que, desde la derecha a la izquierda 
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de la democracia suponiendo que su condición de escritores no se restringe sino que se enriquece 
con una manifiesta posición en este sentido. 
4. A cuantos estuvieran de acuerdo con la posición de CONTRAPUNTO, se les invita a colaborar 
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. . . . 
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nuestra desgarrada ansiedad de hermanos doloridos–una vez más en el curso de su historia que 
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los principios inalienables de la razón y de la justicia son el resorte profundo de toda sociedad de 
hombres civilizados; que los cuerpos hipertrofiados de los sistemas capitalistas de presa, de los 
pueblos educados para la guerra, de la ambición imperialista caldeada en el fuego y en el hierro, 
son fenómenos antinaturales. 
. . . . 
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Quotation from 25-6. 
 
239 Domingo Faustino Sarmiento, Facundo Civilización y Barbarie (Madrid: Ediciones Cátedra, 
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newspaper El Progreso. It appeared in the section of “short novels” (folletines) from May 2nd 
until June 5th, 1845, through twenty-five issues. For citations in this study, I am using the above 
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247 Ibid., 83-89. Quotation from p. 83. 
 
248 “Acabamos de recordar a Sarmiento como apóstol de la cultura. . . .Leemos [este libro] con 
aquella emocionada admiración que guardamos por su figura, que la estulticia de los 
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Weinberg, “Descartes, Renán, y Sarmiento.” [book review] Correo Literario v. 3 no. 35 (May 1st, 
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249 “La incomprensión absoluta del espíritu de Sarmiento y de los problemas de su época; la 
admiración obsecuente y sostenida hacia Rosas. . . convierte a este libro en una fracasada 
intentona de transformar a nuestro libérrimo, generoso, jocundo, desbordante y genial periodista, 
estadista de garra, luchador incansable, líder del progreso y de la civilización europea, en un 
vulgar hombre de autoridad. . . 
[Sarmiento] constituye uno de los más seguros ejemplos de fidelidad al progreso, de desprecio 
por los nacionalismos agresivos, de simpatía por la civilización, de amor a la cultura, de desprecio 
por las riquezas personales, de odio al caudillismo y a la barbarie.” Luis Gudiño Kramer, “La 
vida de Sarmiento que firma Manuel Gálvez.” Contrapunto v. 1 no. 4 (Jun. 1945): 13-15. 
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septiembre de 1944, ya se estaba derrumbando el fascismo en el mundo y en nuestro país perdían 
posiciones sus servidores. Un hijo del escritor, el doctor Gálvez Bunge, ministro de intervención 
en esta provincia de Santa Fe, debió abandonar su cargo sin poder realizar sus ambiciones 
totalitarias, y así, otras esperanzas de los ‘nazionalistas’ criollos se derrumbaron. El libro estaba 
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ha podido menos que representar sus temores, indecisiones, búsquedas, transformados en 
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(Summer 1944): n.p. Italics in original. 
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(Summer 1944): n.p. 
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Febrero, expresó su repudio a ese acto de incultura que agravió a la sociedad argentina. Asimismo 
dispuso asociarse a la celebración del centenario de la primera edición de “Facundo”—obra que 
tiene cien años de vivencia en la mentalidad americana—. . .” Pórtico v. 4 no. 14 (Jun. 1945): 16. 
 
258 “Apareció “La Prensa” cuando nuestro país era una campaña pastoril primitiva con sus 
ciudades-aldeas, azotado frecuentemente por los vientos tórridos de los excesos de la pasión 
política y las luchas fraticidas. . . .De esta evolución [La Prensa] fue factor valioso, así como de la 
asimilación al país de la caudalosa afluencia de extranjeros, contribuyendo a aquel inconfundible 
estilo argentino de incorporarlos sin xenofobias deprimentes y dejando que en la conviviencia 
prevalecieran las fuerzas espontáneas de la simpatía humana.”  “Noticias y comentarios,” Insvla 
v. 2 no. 6 (Spring 1944): 147-148. Quotation from p. 147. 
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Ocampo, “Defensa de la inteligencia: Con Samiento,” Sur no. 47 (1938): 7-9. Quotation from p. 
8. 
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ideológicas.” “Nadie pensó en subordinar el fenómeno del arte moderno, y sus abstracciones, al 
proceso de liquidación de una nueva sociedad bajo formas socialistas de producción.” Arden 
Quin, [untitled text], Arturo (Buenos Aires) no. 1 (Summer 1944): n.p. 
 
262 “(Lenín dejó subrayada la proposición engeliana de la ‘marcha en espiral’)” Ibid. 
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[untitled text], Arturo (Buenos Aires) no. 1 (Summer 1944): n.p. 
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exchanges between the Concrete artists and the Argentine Communist Party have been explored 
by Longoni and Lucena in “De cómo el “júbilo creador” se trastocó en “desfachatez,” 117-125. 
 
265 All the interpretations of the policies of the Argentine Communist party which I have 
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izquierda en la Argentina (Buenos Aires: Editorial Claridad, 1990); Rollie Poppino, International 
Communism in Latin America (New York: The Free Press, 1967), Robert Alexander, Communism 
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267 “Ésto une al Pueblo Argentino: 
Toda la opinión pública del país se siente unida por los siguientes reclamos en torno a los cuales 
se organiza la lucha democrática y hace progresos la unión nacional: 
1. Convocatoria inmediata a elecciones generales bajo la égida de la ley Saenz Peña. 
. . . 
3. Eliminación de toda candidatura oficial. 
. . .  
5.. Libertad de todos los presos democráticos, retorno de los exiliados y amplia amnistía para 
todos los militares y civiles procesados. 
6. Libertad de acción de todos los partidos políticos, de los sindicatos obreros y de diversas 
manifestaciones del pensamiento y la actividad democrática.” 
Orientación (Buenos Aires) v. 10 (Aug. 15, 1945): 1. 
 
268 Ibid., 2. 
 
269 “Contó con unánime candor popular y democrático el gran acto de homenaje al gran 
Sanjuanino que se llevó a cabo en las horas de la tarde del día de ayer. La recordación de 
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democráticos que dieron al acto no solo un carácter unitario sino también de repudio a las fuerzas 
del obscurantismo nazi que desde dentro y fuera de los círculos palaciegos, mancharon la 
memoria del autor de Facundo. 
ADHESION COMUNISTA. 
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nota el significado que tiene para la democracia el recuerdo de Domingo Faustino Sarmiento.” 
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270 For a discussion about the use of pseudonyms and invented members in the Madí group, see 
Pérez-Barreiro, “The Argentine avant-garde,” 201-203. 
 
271 For an accurate and detailed history of the formation and artistic activities of these groups, as 
well as a discussion of the problems in dealing with the documents and the works produced by 
these artists, see Pérez-Barreiro, “The Argentine avant-garde,” 83-238. 
 
272 The literature on Peronism is abundant. For a bibliographical essay of the interpretations of 
Peronism, see Mariano Plotkin, “Perón y el Peronismo: un ensayo bibliográfico,” 
http://www.tau.ac.il/eial/II_1/plotkin.htm. 
The following sources have informed my general interpretation of the Peronist phenomenon: on 
political events and economic policies, see David Rock, “Argentina, 1930-1946,” and “Argentina 
since 1946,” The Cambridge History of Latin America. v. 8: Latin America since 1930: Spanish 
and South America, edited by Leslie Bethel (Cambridge (England); NY: Cambridge University 
Press, 1984), 3-93; Galletti, La política y los partidos; Real; 30 Años de Historia Argentina: 
acción política y experiencia histórica. On Perón and the military, see Rock, Authoritarian 
Argentina. On Perón and foreign policy, see Falcoff and Dolkart, Prologue to Perón. On Perón 
and culture, see Juan José Sebrelli and Dalmiro Sáenz. “¿Existió una cultura peronista?” La Maga 
(April 10, 2003) <http://www.lamaga.com.ar/www/area2/pg_nota.asp?i_nota=3536>; Alberto 
Ciria. Política y cultura popular: la Argentina peronista, 1946-1955 (Buenos Aires: Ediciones de 
la Flor, 1983). On Peronist ideology, see Juan José Sebrelli. Los deseos imaginarios del 



 253 

                                                                                                                                                 
Peronismo (Buenos Aires: Editorial Legasa, 1983). On the reception of Peronism by the 
Argentine population, see Félix Luna, Perón y su tiempo. Tomo 1: La Argentina era una fiesta 
(Buenos Aires: Editorial Sudamericana, 1987); Carlos Fayt, Naturaleza del Peronismo (Buenos 
Aires: Viracocha, 1967). 
 
273 Pérez-Barreiro, “The Argentine avant-garde,” 22-45. 
 
274 Perazzo, El arte concreto en la Argentina, 121. 
 
275 Andrea Giunta, Vanguardia, internacionalismo y política, chapter 1, “El arte moderno en los 
márgenes del Peronismo,” 46-83. 
 
276 I use the term “Peronist phenomenon” to suggest an all-encompassing notion, which includes 
Peronist rethoric and propaganda, the policies of the Peronist government, the actual effects of 
these policies, and the reception of Peronism by various societal groups.  
 
277 “Sabemos quienes están contra nosotros; y nos alegra. . . están, finalmente, los gordezuelos 
angustiados de la Subsecretaría de Cultura, trepadores de la culpa cristiana, que odian nuestro arte 
por jubiloso, claro y constructivo.” Tomás Maldonado, “Los artistas concretos, el “realismo” y 
“la realidad.” Revista Arte Concreto no. 1 (Buenos Aires) (Aug. 1946): 10. 
 
278 “El último envío a la Bienal de Venecia ha significado para la Argentina una rotunda negación 
a los nuevos valores. Invitamos a las autoridades competentes a detenerse en la verdadera 
corriente de la plástica actual y en los envíos que hoy nos retroceden en medio siglo.” “Aquí 
Madí,” Arte Madí Universal no. 6 (1952): n.p. 
 
279 Andrés Avellaneda, El habla de la ideología: modos de réplica literaria en la Argentina 
contemporánea (Buenos Aires: Editorial Sudamericana, 1983), 77-92. 
 
280 Avellaneda, El habla de la ideología, 40-54. 
 
281 King, Sur, 145-150. 
 
282 Andrea Giunta, “Nacionales y Populares: los salones del peronismo,” 167-168. 
 
283 Federico Neiburg, Los intelectuales y la invención del Peronismo: estudios de antropología 
social y cultural (Buenos Aires: Alianza Editorial, 1998), 162-182. Oscar Terán, “Imago Mundi: 
de la universidad de las sombras a la universidad del relevo.” Punto de Vista (Buenos Aires) no. 
33 (Sept.-Dec. 1988): 3-7. 
 
284 See Edgar Bayley, “Sobre Arte Concreto,” Orientación (Feb. 20, 1946). Reprinted in Arte 
Abstracto Argentino, 160-161. The Manifiesto Invencionista, the foundational text of the 
Asociación de Arte Concreto-Invención, also focused its attack on “representational fictions.” See 
Edgar Bayley, Antonio Caraduje, Simón Contreras, Manuel O. Espinosa, Alfredo Hlito, Enio 
Iommi, Obdulio Landi, Raúl Lozza, R. V. D. Lozza, Tomás Maldonado, Alberto Molenberg, 
Primaldo Mónaco, Oscar Núñez, Lidy Prati, Jorge Souza, Matilde Werbin, “Manifiesto 
Invencionista,” Revista Arte Concreto (Buenos Aires) (Aug. 1946): 8. 
 



 254 

                                                                                                                                                 
285 “Contra todo ello se alza Madí, confirmando el deseo fijo, absorbente del hombre de inventar 
y construir objetos dentro de los valores absolutos de lo eterno; junto a la humanidad en su lucha 
por la construcción de una nueva sociedad sin clases, que libere la energía y domine el espacio y 
el tiempo en todos sus sentidos y la materia hasta sus últimas consecuencias.” “... Del Manifiesto 
de la Escuela,” Arte Madí Universal no. 0 (1947): n.p. 
 
286 Rhod Rothfuss, “El marco: un problema de plástica actual,” n.p. 
 
287 “MIENTRAS HAYA UNA FIGURA SOBRE UN FONDO, ILUSORIAMENTE EXHIBIDA, 
HABRA REPRESENTACION.” Tomás Maldonado, “Lo abstracto y lo concreto en el arte 
moderno.” Revista Arte Concreto no. 1 (Buenos Aires) (Aug. 1946): 5-7. Quotation from p. 5. 
 
288 “La suposición de un cambio, las innumerables posibilidades de su variación estética, de su 
mutación, de sus ángulos previstos a voluntad, hacen de ella además de un ente observado, un 
instrumento lúdico como función anexa.” Gyula Kosice, “Escultura Madí.” Arte Madí Universal 
no. 0 (1947): n.p. 
 
289 Maclode: Cuesta arriba. / Declive para insinuar el suelo. 
Meril: Secuestro de centímetros llanos. / Oposición y resistencia Madícional. 
Miogue: Reseña de acontecimientos en que tuvieron participación los autores de grandes 
respuestas. 
Molois: Sitio donde se recaudan los más variados adjetivos. / Fam. Insulto. 
Musver: Se dice de la manera de enfocar en fotografía al vivísimo resplandor de un recuerdo de 
infancia. / Fijación. 
Macichud: Línea de sombra que emite un desprendimiento de haces grises. 
N 
Nandy: Arreglo para un nuevo cuño personal. 
Nem-Er: Record de instancias. 
Nigs: Abertura que se deja para que emigre el racimo de polvo encantado. 
Novoh: Batida que ejerce la autoridad ribereña para aprender el dictámen costero. 
“Suplemento para el diccionario Madí,” Arte Madí Universal no. 2 (Oct. 1948): n.p. 
 
290 Diyi Laañ, “La batalla de Inod” and “Tiagno,” Arte Madí Universal no. 2 (1947): n.p.  
 
291 For studies on Perón’s speeches, see Eliseo Verón, “La palabra adversativa: observaciones 
sobre la enunciación política,” in Eliseo Verón, et. al., El Discurso Político: lenguajes y 
acontecimientos. 1st. Edition (Buenos Aires: Hachette, 1987); Silvia Sigal and Eliseo Verón, 
Perón o muerte: los fundamentos discursivos del fenómeno peronista (Buenos Aires: Legasa, 
1986); Plotkin, Mariano. Mañana es San Perón: propaganda, rituales políticos y educación en el 
régimen peronista (1946-1955) (Buenos Aires: Ariel Historia Argentina, 1993). 
 
292 “mis queridos descamisados.” Text of Perón’s speech, delievered on October 17th, 1946, from 
the balcony of Casa Rosada. Printed in 17 de Octubre (Secretaría de Prensa y Difusión, ca. 1947), 
24-29. Quotation from p. 25. Courtesy of Instituto Nacional Juan Domingo Perón, Buenos Aires. 
 
293 “Por eso, el 17 de octubre será para todos los tiempos el Día de los Descamisados”, el día de 
los que tienen hambre y sed de justicia.” Ibid., 25. 



 255 

                                                                                                                                                 
 “Como este gobierno es de los descamisados, quiero hacerles todos los años estas tres preguntas. 
. . .” Ibid., 26. 
 
294 “Yo no quiero mandar sobre los hombres sino sobre sus corazones, porque el mío late al 
unísono con el de cada descamisado, al que interpreto y amo por sobre todas las cosas.” Ibid., 29. 
 
295 “Guardo el honroso y sagrado uniforme que me entregó la Patria para vestir la casaca de civil 
y confundirme con esa masa sufriente y sudorosa que elabora la grandeza de la Patria.” Text of 
Perón’s speech, delivered on October 17th, 1945, in Plaza de Mayo. Printed in 17 de Octubre, 17-
23. Quotation from p. 17. 
 
296 “Y doy también el primer abrazo a esta masa grandiosa. . .” Ibid. 
 
297 “Por esto, señores, quiero en esta oportunidad como simple ciudadano, mezclado en esta masa 
sudorosa, estrecharlos  profundamente contra mi corazón como lo podría hacer con mi madre.” 
Ibid. 
 
298 “Recuerden y mantengan grabado el lema: de casa al trabajo y del trabajo a casa, y con eso 
venceremos.” Text of speech delievered by Perón on October 10th, from the building of the 
Secretaría de Trabajo y Previsión. Printed in 17 de Octubre, 10-12. Quotation from p. 12. 
 
299 “En el afiche de difusión de la CNAOP, el libro y el engranaje que se exhiben como los 
atributos característicos del trabajador, refieren a los fines perseguidos por el proyecto educativo 
renovador que proponía la formación integral del obrero, prioritariamente en el campo técnico, 
pero que incluía también la instrucción política y cultural a través de un currículo que combinaba 
la historia del gremialismo con los rudimentos del derecho laboral.” Marcela Gené, Un mundo 
feliz. Imágenes de los trabajadores en el primer peronismo. 1946-1955 (Buenos Aires: Fondo de 
Cultura Económica, 2005), 89. 
 
300 For an informed analysis of the origins and meanings of “Día de la Raza” in Argentina and 
other Latin American countries, see Ilan Rachum, “Origins and Historical Significance of Día de 
la Raza,” Revista Europea de Estudios Latinoamericanos y del Caribe no. 76 (Apr. 2004): 61-81. 
 
301 For Perón’s conception of corporativism, see Juan Domingo Perón, La Comunidad 
Organizada [1949] (Buenos Aires: Adrifer Libros, 2001). 
 
302 For the policies of public housing before, during, and after Perón’s rule, see Anahí Ballent, 
“Las estéticas de la política: Arquitectura y ciudad. El peronismo en Buenos Aires 1946-1955” in 
V Jornadas de Teoría e Historia de las Artes: Arte y Poder (Buenos Aires: CAIA, 1993), 116-
125; Anahí Ballent, “Viviendas de Interés Social,” in Anahí Ballent, et. al., Materiales para la 
historia de la arquitectura, el hábitat, y la ciudad en la Argentina (La Plata: Universidad 
Nacional de la Plata, 1996), 228-230; Anahí Ballent, Las huellas de la política: vivienda, ciudad, 
peronismo en Buenos Aires, 1943-1955 (Bernal: Universidad Nacional de Quilmes, 2005), 55-95. 
 
303 For the associations and meanings of these houses, see Ballent, “Las estéticas de la política,” 
and Ballent, Las huellas de la política, 101-107. 
 



 256 

                                                                                                                                                 
304 For specific details about Perón’s use and expropriation of the mass media, see Pablo Sirvén, 
Perón y los medios de comunicación, 1943-1955 (Buenos Aires: Centro Editor de America 
Latina, 1984); Aníbal Ford, Jorge B. Rivera, and Eduardo Romano, Medios de comunicación y 
cultura popular (Buenos Aires: Editorial Legasa, 1985); Carlos Ulanovsky and Marta Melkin, 
Días de radio: historia de la radio argentina (Buenos Aires: Espasa Calpe, 1995). 
 
305 Information provided in Gené, Un mundo feliz, 38-40, 69. The information about the 
Dirección de Festejos y Ornamentaciones appears in pp. 39-40 of an earlier version of Gené’s 
book, published as www.udesa.edu.ar/files/UAHumanidades/DT/DT24%20-
%20MARCELA%20GENÉ.PDF -  
 
306 See footnote 10 in chapter 1. 
 
307 Gyula Kosice claims to have commissioned Grete Stern to do this photomontage. Kosice, 
Interview with the author (Buenos Aires) (May 2004). The work was published in Arte Madí 
Universal no. 2 (Oct. 1948): n.p. 
 
308 Bayley, “Sobre Arte Concreto,”160-61.   
 
309 “Me parece que lo interesante es hacer un Monumento que sea profundamente evocativo por la 
simple razón de que será un monumento eminentemente popular, que en sus formas y concepción 
debe ser facilmente interpretado. No debe ser algo complicado sino algo que el pueblo entienda, y 
el entiende lo que impresiona bien sus sentidos y sus sentimientos. 
El monumento debe ser simple, y en él debe estar representado el pueblo en su concepción a 
través de las distintas epocas de nuestra historia. Su figura central debe ser la del descamisado, la 
que todos conocemos y vemos en la calle, la del descamisado que vimos el 17 de octubre. 
. . . Hay que hacer un descamisado tan parecido, como sea posible, al verdadero descamisado.” 
Juan Domingo Perón, speech pronounced on July 24th, 1947. Fragments reprinted in brochure 17 
de Octubre, 32. The Monument to the Shirtless Worker, which would occupy a central 
intersection in Buenos Aires, Avenida de Mayo and 9 de julio, was eventually not raised. 
 
310 “Como es sabido, el objetivo del peronismo consiste, precisamente, en hacer ciertas 
concesiones provisorias a algunos sectores obreros, con el propósito premeditado de destruir sus 
organizaciones independientes de clase y forzarlos a entrar en los sindicatos estatales, que no son 
más que instrumentos políticos que el Estado totalitario emplea para, luego de consolidarse en el 
poder, proceder a empeorar las condiciones de vida y de trabajo del pueblo.” Victorio Codovilla, 
Batir al Nazi-Peronismo para abrir una era de libertad y progreso (Buenos Aires: Editorial 
Anteo, 1946), 130. 
 
311 “Si la revolución francesa terminó con el gobierno de las aristocracias, la revolución rusa 
termina con el gobierno de las burguesías: empieza el gobierno de las masas populares….Si 
nosotros no hacemos la revolución pacífica, el pueblo hará la revolución violenta. La solución de 
este problema hay que llevarla adelante haciendo justicia social a las masas. Ese es el remedio 
que, al suprimir la causa, suprima también el efecto. Y desde que el mundo es mundo, la obra 
social no se hace más que de una manera: quitándole al que tiene mucho para darle al que tiene 
demasiado poco. Es indudable que eso levantará la reacción y la resistencia de estos señores (el 
empresariado), que son los peores enemigos de su propia felicidad, porque por no dar un 30 por 
ciento van a perder dentro de varios años, o dentro de varios meses, todo lo que tienen, y además 



 257 

                                                                                                                                                 
las orejas.” Quoted in Pablo Giussani, Montoneros: la soberbia armada (Buenos Aires: 
Sudamericana Planeta, 1984), 176. 
 
312 “Es muy fácil, en efecto, decir que la Secretaría de Trabajo y Previsión ha conseguido tal 
mejora para tal o cual sector obrero; pero lo que interesa saber es si efectivamente se trata de un 
beneficio real y estable, o si se trata de una mejora ficticia e inestable.” Codovilla, Batir al 
Naziperonismo para abrir una era de libertad y progreso, 126. Emphasis in original. 
 
313 “Los artistas y escritores del Movimiento Arte Concreto se afilian al Partido Comunista. 
Porque el P. Comunista es una fuerza nacional al servicio del bienestar, la libertad, y el desarrollo 
cultural de nuestro pueblo; porque ha luchado y lucha a diario, abnegada e inteligentemente, 
contra las tendencias regresivas que envilecen la existencia humana y traban su desenvolvimiento 
físico y espiritual; porque el pensamiento Marxista-Leninista que el PC practica, exalta a la 
grandeza del hombre y niega las ficciones que, en todos los campos, lo humillan y lo esterilizan. . 
.” Edgar Bayley, Manuel Espinosa, Alfredo Hlito, Tomás Maldonado, Aldo Prior, “Artista [sic.] 
adhieren al Comunismo.” Orientación v. 10 no. 304 (Sep. 19th, 1945): 6. 
 
314 Marcela García Sebastiani, Los antiperonistas en la Argentina peronista: radicales y 
socialistas en la política argentina entre 1943 y 1951 (Buenos Aires: Prometeo Libros, 2005), 
63-70. 
 
315 “Los programas de política social que pretenden deslumbrar con aplicaciones urgentes y sin 
sentido práctico de la realidad son los que seducen a las masas, siempre necesitadas y ávidas de 
reformas y que despliegan los póliticos inescrupulosos para los fines proselitistas.... El programa 
que prometió el Duce... sedujo a no pocos trabajadores...le sirvió a su autor para implantar una 
rígida dictadura ejercida exclusivamente por él que se prolongó casi un cuarto de siglo. El plan de 
acción del Führer se hizo plesbicitar también por medio de un deslumbrante programa llamado de 
los 25 puntos... En nuestro país se prepara en estas horas la repetición de la desastroza 
experiencia realizada en las dos naciones mencionadas.” La Prensa (Jan. 13, 1946). Quoted in 
Marcela García Sebastiani, Los antiperonistas en la argentina Peronista, 68-69. 
 
316 Codovilla, Batir al Naziperonismo para abrir una era de libertad y progreso, 97-149. 
 
317 “1.-Todos los partidos políticos tradicionales; 
2.-La parte más conciente y más combativa del movimiento obrero y del campesinado; 
3.-Gran parte de la juventud obrera y campesina; La inmensa mayoría de la juventud 
universitaria, de los intelectuales y artistas, de los profesionales, del profesorado, de los 
empleados, de las “clases medias;” 
4.-Los sectores progresistas de la industria, del comercio, de la agricultura, de la ganadería y de la 
finanza; 
5.-La mayoría del Ejercito y de la Marina, y una parte de la Policía; 
6.-Los sectores democráticos del catolicismo; 
7.-Toda la prensa del país, a excepción de los pasquines peronistas.” 
Ibid., 77. 
 
318 “Sólo la Democracia Unida y Organizada podrá abatir al Peronismo pro-Fascista.”  
Orientación v. 30 no. 310 (Oct. 24th, 1945): 1. 
 



 258 

                                                                                                                                                 
319 The unions continued to recruit new members with official support. The 877.300 workers 
unionized in 1946 grew to 1,532,900 in 1948. In most urban sectors the rate of unionization 
climbed by 50 to 70 percent. From 1946, the retirement system was extended to employees and 
workers in industry and trade, and paid vacations and unemployment compensations were 
introduced. Another aspect of Perón’s practice of “social justice” was the granting of social 
benefits and even gifts to the poorest sectors of the population. From her office in the Ministry of 
Labor, Evita, Perón’s wife, created a network of social and health services for the urban 
subproletariat and the poorest classes in the provinces. The Eva Perón Foundation extended its 
activities to every corner of the country with shipments of sewing machines, bicycles and soccer 
balls. Another aspect of Perón’s protectionist and paternalist policies was the nationalization of 
public services (railroads, telephones, merchant marine, airlines, gasoline). The objectives of 
Perón economic policies were to expand public spending by giving the state a stronger role in 
production and distribution; the change in relative prices to encourage a more egalitarian 
distribution of national income; and the progressive accumulation of a system of incentives that 
rewarded activities oriented towards the internal market and discouraged production destined for 
international markets. These policies resulted in a progressive extension of state activity and 
caused a leap of around 30 percent in public spending. Rock, “Argentina since 1946,” in The 
Cambridge History of Latin America. v. 8: Latin America since 1930: Spanish and South 
America, 73-93. 
 
320 Luna, Félix. Perón y su tiempo. Tomo 1: La Argentina era una fiesta. 
 
321 Rock, “Argentina since 1946,” 79. 
 
322 Ibid., 73-93. 
 
323 For a discussion about the expulsion of Maldonado and other artists from the Argentine 
Communist Party in 1948, see Longoni and Lucena, “De cómo el “júbilo creador” se convirtió en 
“desfachatez,” 126-127.  
 
324 See announcement in Kosice, Arte Madí, 49. 
 
325 Brughetti, Romualdo. “Un mundo más puro y sencillo: el arte abstracto en la Argentina.” 
Cabalgata vo. 1 no. 5 (10 Dec. 1946): 6. 
 
326 For a discussion of Altamira: Escuela Libre de Artes Plásticas, see Andrea Giunta, “Crónica de 
posguerra: Lucio Fontana en Buenos Aires.” 72-87. 
 
327 “Cada profesor tendrá la más amplia libertad para la organización de la enseñanza en el taller a 
su cargo”, conviniendo sin embargo en facilitar “de toda manera posible el trabajo directo con el 
alumno”–he ahí nuestro programa común por ahora. Puesto que se trata de una experiencia, no 
podemos restringir ni limitar el impulso didáctico de cada uno.” Jorge Romero Brest, “Altamira: 
Escuela Libre de Artes Plásticas,” Saber Vivir v. 6 no. 61 (1946): 50-51. Quotation from p. 50. 
 
328 “. . .enseñar es “formar” explorando aptitudes, no imponiendo fórmulas. . .;” “. . .la maestranza 
de la mano, por esencial que sea, no puede ser sino resultante del espíritu. . .” Ibid., 51. 
 
329 “. . .libertad del espíritu. . .” Ibid. 



 259 

                                                                                                                                                 
 
330 For biographical information on Fontana, see “Cronología Biográfica,” in Lucio Fontana: 
Obras Maestras de la Fundación Lucio Fontana de Milán, 104-110; on Pettoruti, see Florencia 
Battiti and Cristina Rossi, “Biografías de los Artistas,” Arte Abstracto Argentino, 216-217; on 
Romero Brest, see Andrea Giunta, “Presentación Biográfica,” in Jorge Romero Brest, Escritos I 
(1928-1939) (Buenos Aires: Universidad Nacional de Buenos Aires, 2004), 39-41. 
 
331 For discussions about the changes in education during the Peronist period, see Adriana 
Puiggrós y Jorge Luis Bernetti. Peronismo: cultura política y educación, 1945-1955 (Buenos 
Aires: Editorial Galerna, 1993); Carlos Mangone y Jorge Warley. Universidad y peronismo 
(Buenos Aires: Centro Editor de América Latina, 1984); Daniel Cano, La educación superior en 
la Argentina (Buenos Aires: Editorial FLACSO/GEL, 1989); María Calderari y Martín Marcos. 
“Fundación y refundación de la Facultad de Arquitectura y Urbanismo (1947-1966).” Contextos. 
50 años de la FADU-UBA. Buenos Aires, FADU-UBA (Octubre de 1997): 12-18. 
 
332 Describing these acts, the second issue of Arte Madí Universal stated that on August 2nd, 1948, 
“a performance of contemporary music was organized by E. [Esteban] Eitler. Works by Bartok, 
Lopatnicoff, Schüler, Eitler, Maturana, Santoro, and Haba were played.” 
 
333 Raúl Larra comments that: “En el acta Fundaciónal donde se aclara que “por propia iniciativa, 
Barletta invita a constituir la entidad,” se establece: “realizar experiencias de teatro moderno para 
salvar al envilecido arte teatral y llevar a las masas el arte en general, con el objeto de propender a 
la elevación espiritual de nuestro pueblo.” Raúl Larra, Leónidas Barletta, El hombre de la 
campana (Buenos Aires: Ediciones Conducta, 1978), 72. 
 
334 For an account of the Teatro del Pueblo and of Barletta, see Larra, Leónidas Barletta, El 
hombre de la campana. 
 
335 “La sala de Corrientes 1530. . .en 1937 se denominó Teatro del Pueblo, transformándose, 
desde ese momento, en una auténtica Facultad de Humanidades, entrañablemente popular, sin 
exámenes de ingreso ni entrega de diplomas, pues los “cursos” que se dictaban eran abiertos y 
libres, y no concluían nunca. En ella, con capacidad para 1550 espectadores. . . no sólo se 
ofrecieron espectáculos teatrales y danza, sino también conciertos, exposiciones de variada 
índole, ciclos de conferencias y se editaron obras de teatro de autores nacionales y una revista: 
Conducta.” Luis Ordaz, “Leonidas Barletta: “hombre de teatro.” 
http://www.teatrodelpueblo.org.ar/dramaturgia/ 
ordaz003.htm 
 
336 “A pesar de todo ello (o por todo ello, más exactamente), tras la Revolución de 1943, 
funcionarios reaccionarios se hicieron cargo de la Comuna Municipal porteña y, una de sus 
primeras tareas fue desalojar a Barletta y a su gente de la sala. . . . Barletta y los suyos 
defendieron como tigres su teatro, hasta que finalmente sus puertas fueron forzadas por piquetes 
de policías y bomberos, cargándose en camiones municipales de basura, a granel, cuatro pisos de 
elementos–trajes, muebles, cuadros, focos, libros, etc–que habían sido utilizados para ofrecer arte 
y cultura. Como no podía bajar los brazos y entregarse, Barletta se cobijó con su gente en el 
subsuelo de la Diagonal Norte 943, en cuyo frente, hasta hace muy poco tiempo, había un 
pequeño cartel que anunciaba: Teatro del Pueblo.” Ibid. 
 



 260 

                                                                                                                                                 
337 See Romualdo Brughetti, “El Salón Nacional de 1946,” Saber Vivir no. 66 (1946): 24-29. 
 
338 See Alvar Nuñez, “XIII Salon de Otoño,” Saber Vivir (1946): 54. 
 
339 XXXVIII Salón Nacional de Artes Plásticas (Buenos Aires: Subsecretaría de Cultura de la 
Nación, 1948; Lía Carrea and Marta Traba, “XXXVIII Salón Nacional de Artes Plásticas,” Ver y 
Estimar v.2 no. 6 (Sep. 1948): 63-67. Another interesting document is Algunos Maestros de la 
Pintura Argentina (Buenos Aires: Publicación no. 6 de la Subsecretaría de Cutura, 1948). 
 
340 See Jorge Romero Brest, “La pintura de Emilio Pettoruti: ayer y hoy,” Ver y Estimar v. 2 no. 6 
(Sep. 1948): 11-30. 
 
341 “ficciones de las cosas.” Bayley et. al., “Manifiesto invencionista,” 8. 
 
342 “descripción subjetiva, idealista, reaccionaria.” “...Del Manifiesto de la escuela,” Arte Madí 
Universal no. 0 (1947): n.p. 
 
343 See Perazzo, El arte concreto en la Argentina, 94-107; Gradowiwczyk and Perazzo, “Abstract 
art from the Río de la Plata: Buenos Aires and Montevideo, 1933-1953,” 47-51; Maldonado, 
“Entrevista” in Escritos Preulmianos, 122-123; and Pérez-Barreiro, “The Argentine avant-garde” 
273-285. In his account of why the Concrete artists abandoned their ideas of the 1940s, Pérez-
Barreiro also discusses the artists’ disillusion with Communist ideas and with the formal 
possibilities of the “coplanal.” For a detailed account of the Concrete artists’ relations with the 
Argentine Communist Party, see Longoni and Lucena, “De cómo el ‘júbilo creador’ se trastocó 
en ‘desfachatez’,” 117-128. 
 
344 For the text of this talk, see Ernesto N. Rogers, “Ubicación del arte concreto,” Ciclo no. 1 
(Nov.-Dec. 1948): 39-52. 
 
345 See for example, “Georges Vantongerloo,” Nueva Visión no. 1 (December 1951): 19; 
“Vordemberge-Gildewart y el tema de la pureza,” Nueva Visión, no. 2/3 (January 1953): 12–18; 
and his thoroughly illustrated book Max Bill (BuenosAires: Ediciones Nueva Visión, 1954). For 
an analysis of Nueva Visión, Maria Amalia García, “La ilusión concreta: un recorrido a través de 
nueva visión. revista de cultura visual, 1951-1957,”in Leer las artes. Las Artes Plásticas en ocho 
revistas culturales argentinas - 1878-1951 (Buenos Aires: Universidad de Buenos Aires; 
Facultad de Filosofía y Letras; Instituto de Teoría e Historia del Arte “Julio E. Payró”, 2002). 
 
346 Rivera, Madí y la vanguardia argentina,65-66. 
 
347 See Gyula Kosice, “Ortogonalismo y nuevas relaciones en la composición,” Arte Madí 
Universal no. 7/8 (Jun. 1954): 33-35, and the untitled report on the II São Paulo Biennial, in Arte 
Madí Universal, 30-32. Both articles include photographs of Gropius’ plans and of Gropius 
himself.  
 
348 Alfredo Hlito, “Significado y arte concreto,” Nueva Visión no. 2/3 (Jan. 1953): 27. 
 
349 Tomás Maldonado, “Actualidad y porvenir del arte concreto,” Nueva Visión no. 1 (Dec. 1951): 
5-8, 12. In this text, Maldonado states that: “Cuanto más se medita acerca de la situación de la 



 261 

                                                                                                                                                 
cultura en el actual estado congestivo del mundo, tanto más se comprende la desconcertante 
puerilidad que implica persistir en las antiguas modalidades teóricas de la “avant-garde”, a saber, 
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de imágenes que conserve todavía alguna fuerza original merece siempre la dsconfianza de los 
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“Problemas actuales de la comunicación,” 22. 
 
369 Both versions of the Madí manifesto (Kosice’s and Arden Quin’s) mention “Madí 
architecture” but these mentions are slightly different. Kosice’s version reads “La arquitectura 
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1955.” Ph.D. Diss., (Universidad de Buenos Aires) (2003), 697. 
 
387 See “Ficha no. 11: Monoblock “General Belgrano,” in Ballent, “Las huellas de la política,” 
701. 
 
388 For accounts of Peronist architecture, see Ballent, “Las huellas de la política. Arquitectura, 
vivienda y ciudad en las propuestas del Peronismo: Buenos Aires, 1946-1955;” Anahí Ballent, 
“Viviendas de Interés Social.” In Materiales para la historia de la arquitectura, el hábitat, y la 
ciudad en la Argentina, by Anahí Ballent et. al. (La Plata: Universidad Nacional de la Plata, 
1996), 228-230; Anahí Ballent, Las huellas de la política: vivienda, ciudad, peronismo en Buenos 
Aires, 1943-1955 (Bernal: Universidad Nacional de Quilmes, 2005); Anahí Ballent, “Las estéticas 
de la política: Arquitectura y ciudad. El peronismo en Buenos Aires 1946-1955,” in V Jornadas 
de Teoría e Historia de las Artes: Arte y Poder (Buenos Aires: CAIA, 1993), 116-25. 
 
389 See “Ficha no. 14: Conjunto “17 de Octubre,” (BHN, nombre actual: “General Paz,” Ballent, 
“Las huellas de la política,” 712. 
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398 “El jurado de la Segunda Bienal del Museo de Arte Moderno de San Pablo dicernió un premio 
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Fig. 1: Lidy Prati, [untitled work], ca. 1946, oil on wood. 
Source: Arte Abstracto Argentino, cat. 72. Attributed date follows date of 

reproduction in Revista Arte Concreto (Buenos Aires) no. 1 (Aug. 1946): 9.
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Fig. 2: Attributed to Diyi Laañ, [untitled work], ca. 1948, enamel on wood. 
Source: Arte Abstracto Argentino, cat. 45. Attributed date follows date of 

reproduction in Arte Madí Universal no. 2 (Oct. 1948): n.p. 
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Fig. 3: Troiano Troiani, Promisión, 1942. 
Source: Forma no. 22 (Oct. 1942): 3. 

 
Promisión was illustrated in an article by Rodrigo Bonome, President 

of the SAAP, Sociedad Argentina de Artistas Plásticos. (“Manos que se 
extienden y manos que se esconden,” Forma no. 22 (Oct. 1942): 3-4.) 
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Fig. 4: Alfredo F. Sturla, Cadencia, 1942, plaster. 
Source: Forma no. 22 (Oct. 1942): 7. 

 
Cadencia was winner of the Premio Jockey Club de la Capital in the XXXII Salón 

Nacional de Bellas Artes in 1942. It was illustrated in Forma no. 22 and Anuario Plástica 
(1942), 14. 
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Fig. 5: Raúl Mazza, El Pintor y la Modelo, 1942, oil. 
Source: Anuario Plástica (1942): 14. 

 
El Pintor y la Modelo was winner of the Gran Premio Adquisición, the highest 

honor in the XXXII Salón Nacional de Bellas Artes. It was illustrated in the salon catalog 
and in Anuario Plástica (1942).
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Fig. 6: Rodrigo Bonome, Alrededores del Hospital Piñero, 1942, 
tempera 

Source: Anuario Plástica (1942): n.p. 
 

Alrededores del Hospital Piñero won First Prize at the Primer Salón 
de la Ciudad de Buenos Aires. 
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Fig. 7: Rodolfo Castagna, Burritos, 1942, watercolor 
Source: Anuario Plástica (1942): n.p. 

 
Burritos won the Primer Premio Comisión Nacional de Bellas Artes at 

the XXVIII Salón de Acuarelistas y Grabadores. 
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Fig. 8: Augusto Marteau, Corrientes y Libertad, 1942. 
Source: Forma no. 22 (1942): 1. 

 
Corrientes y Libertad was illustrated in the cover of Forma no. 22. Works in the 

same style by the same artist were shown at the important Galería Witcomb in 1942 in 
Buenos Aires, e.g., Caracas y Talcahuano, which was also illustrated in Anuario Plástica 

(1942): n.p. 
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Fig. 9: Pompeyo Audivert, [untitled work], 1942, woodcut 
Source: Anuario Plástica (1942): n.p. 

 
This woodcut by Pompeyo Audivert was illustrated as a whole-page plate in 

Anuario Plástica (1942). 
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Fig. 10: Top: Ramón Gómez Cornet, Figura de Niña, oil 
Bottom: Ramón Gómez Cornet, Figuras (Córdoba), oil 

Source: Anuario Plástica (1942). 
 

Figura de Niña and Figuras (Córdoba) were illustrated in the book De la Jóven 
Pintura Rioplatense, by the critic Romualdo Brughetti (Buenos Aires: Ediciones Plástica, 

1942). They were also illustrated in the review of this book, published in Anuario 
Plástica (1942). 
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 Fig. 11: Raquel Forner, El Drama, 1942, oil on canvas 
Source: 

http://www.mnba.org.ar/obras_autor.php?autor=125&obra=443&opcion=1 
 

El drama won the Primer Premio Nacional at the XXXII Salón Nacional de 
Bellas Artes in 1942. It was illustrated and commented in the multi-author review of this 

salon published in Anuario Plástica (1942): n.p.. It was also illustrated in the salon’s 
catalog, XXXII Salón Nacional de Bellas Artes, published by the Comisión Nacional de 

Cultura, n.p.  
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 Fig. 12: Emilio Pettoruti, El Timbre, 1938, oil on canvas 
Source: http://www.biddingtons.com/content/bentleybuenosaires.html 

 
El Timbre won the Premio Eduardo Sívori in the XXXI Salón Nacional de Bellas 

Artes in 1941. It was illustrated in Jorge Romero Brest’s review of the salon published in 
Anuario Plástica (1941). (Jorge Romero Brest, “El XXXI Salón Nacional de Bellas 

Artes,” Anuario Plástica (1941): 12-19. (Illustration on p. 14). 
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Fig. 13: Norah Borges, Adolescencia, 1942, oil 
Source: Romualdo Brughetti, “El Noveno Salón de Otoño y el Primer 

Salón de Buenos Aires,” Anuario Plástica (1942): n.p. 

 
Adolescencia was included in the artist-run Noveno Salón de Otoño de Buenos 

Aires of 1942. It was illustrated in this salon’s review by the critic Romualdo Brughetti, 
who praised the work, stating: “Norah Borges de Torre’s painting is defined by 

refinement of the best quality and by a sensitive and synthetic intelligence.” [“Por un 
refinamiento de la mejor ley y una inteligencia sensible y sintética se define la pintura de 

Norah Borges de Torre.”] 
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Fig. 14: Juan Battle Planas, El Destino, 1942 
Source: http://www.bapro.com.ar/museo/patrim_pinaco/battle_destino.htm 

 
Juan Battle Planas participated in the artist-run Noveno Salón de Otoño de 

Buenos Aires of 1942. His contribution was praised by critic Romualdo Brughetti in “El 
Noveno Salón de Otoño y el Primer Salón de Buenos Aires,” Anuario Plástica (1942): 

n.p.   
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Fig. 15: Juan del Prete, Cuatro Figuras en un Paisaje, 1942, oil on 
canvas 

Source: Squirru, Juan del Prete, 34. 
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Fig. 16: Antonio Berni, Lily, 1943, oil on canvas 

Source: 
http://www.mnba.org.ar/obras_autor.php?autor=25&opcion=1 

 
Lily won the Gran Premio de Honor at the XXXIII Salón Nacional de Bellas Artes 

in 1943. 
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Fig. 17: Antonio Berni, Mural in the cupola of Galerías Pacífico, Buenos Aires, 1945. 
Source: Art from Argentina, 49. 
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Fig. 18: Miguel Carlos Victorica, Cocina Bohemia, 1941. 
Source: 

http://www.mnba.org.ar/obras_autor.php?autor=371&opcion=1 
 

Cocina Bohemia won the Gran Premio Nacional in the XXXI Salón Nacional de 
Bellas Artes. It was illustrated in Jorge Romero Brest’s review of the salon published in 

Anuario Plástica (1941). (Jorge Romero Brest, “El XXXI Salón Nacional de Bellas 
Artes,” Anuario Plástica (1941): 12-19. (Illustration on p. 14). 
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Fig. 19: Views of various Madí events from 1948. 

Source: Arte Madí Universal no. 2 (1948): n.p.
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Fig. 20: Diyi Laañ, Pintura Articulada Madí, 1946, enamel on 
polished wood  

Source: Arte Abstracto Argentino, cat. 46. 
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Fig. 21: Gyula Kosice, Röyi, 1945, wood jointed with bolts and wing 
nuts. 

Source: Inverted Utopias, 160. 
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Fig. 22: Juan Melé, Marco Recortado no. 2, 1946, 

 oil on masonite 
Source: The Geometry of Hope, pl. 6. 
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Fig. 23: Raúl Lozza, Relief, 1945, casein on wood and painted metal 

Source: The Geometry of Hope, pl. 4. 
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Fig. 24: Alfredo Hlito, Ritmos Cromáticos III, 1949, oil on canvas 
Source: Hlito, Obra Pictórica, 1945-1985, 17. 
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Fig. 25: Alfredo Hlito, Espectro o Pintura II, 1959, oil on canvas 
Source: Hlito, Obra Pictórica 1945-1985, 31. 
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Fig. 26: Gyula Kosice, Mesa circular de agua móvil, 1960, plexiglas 
and water 

Source: Squirru, Kosice, 67. 
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Fig. 27: Inside cover of Arturo (Buenos Aires) no. 1 (Summer 1944). 
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Fig. 28: Tomás Maldonado, [cover of Arturo], 1944, woodcut 
Source: WEBPAGE. Attributed date follows date of reproduction in Arturo (Buenos Aires) (Summer 1944): 
cover. 
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Fig. 29: María Helena Vieira da Silva, [untitled work], ca. 1944. 
Source: Arturo (Buenos Aires) no. 1 (Summer 1944): n.p. Attributed 

date follows date of reproduction in this publication. 
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Fig. 30: Rhod Rothfuss, [untitled work], ca. 1944. 
Source: Arturo (Buenos Aires) no. 1 (Summer 1944): n.p. Attributed 

date follows date of reproduction in this publication. 
 



 303 

 

 

 

 

 
 

Fig. 31: Augusto Torres, [untitled work], ca. 1944 
Source: Arturo (Buenos Aires) no. 1 (Summer 1944): n.p. Attributed 

date follows date of reproduction in this publication. 
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Fig. 32: Lidy Prati, [untitled work], ca. 1944. 
Source: Arturo (Buenos Aires) no. 1 (Summer 1944): n.p. Attributed date 

follows date of reproduction in this publication. 
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Fig. 33: Lidy Prati, [untitled work], ca. 1944. 
Source: Arturo (Buenos Aires) no. 1 (Summer 1944): n.p. Attributed date 

follows date of reproduction in this publication. 
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Fig. 34: Lidy Prati, [untitled work], ca. 1944. 
Source: Arturo (Buenos Aires) no. 1 (Summer 1944): n.p. Attributed date 

follows date of reproduction in this publication. 
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Fig. 35: Tomás Maldonado, [untitled work], 1944. 
Source: Arturo (Buenos Aires) no. 1 (Summer 1944): n.p.  
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Fig. 36: Reproduction of a painting by Piet Mondrian, in Arturo 
(Buenos Aires) no. 1 (Summer 1944): n.p. 
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Fig. 37: Reproduction of a painting by Wassily Kandinsnky, in Arturo 

(Buenos Aires) no. 1 (Summer 1944): n.p. 
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Fig. 38: Arturo’s table of contents. 

Source: Arturo (Buenos Aires) no. 1 (Summer 1944): n.p. 
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Fig. 39: Alfredo Hlito, Construcción, 1945, oil 
Source: de Brill, “Hlito,” Pintores Argentinos del Siglo XX no. 43, 3.
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Fig. 40: Photo of Second Exhibition of the Movimiento de Arte Concreto Invención (prior to the formation of the 
Madí group) at the house of Grete Stern in Ramos Mejía. 
Source: Arte Madí, 21. 
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Fig. 41: Grete Stern, Clement Moreau, 1943, photograph 

Source: Grete Stern: Obra Fotográfica en la Argentina, 23 
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Fig. 42: Grete Stern, Mary Stewart, 1943, photograph 
Source: Grete Stern: Obra Fotográfica en la Argentina, 62.
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Fig. 43: Lucio Fontana, Scultura Astratta, 1934, iron and clay 
Source: Inverted Utopias, 164. 
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Fig. 44: Lucio Fontana, Muchacho del Paraná, 1942, bronze 
Source: Anuario Plástica (1942): 18. 
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Fig. 45: Photo of exhibition of Art Concret Invention at the house of Enrique Pichon-Rivière, Buenos 
Aires on October 8th, 1945. 
Source: Kosice, Arte Madí, 20. 
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Fig. 46: Ramón Gómez de la Serna, “Dibujo del Autor,” n.d. 

Source: Gómez de la Serna, Ismos, 17. 
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Fig. 47: Maruja Mallo, Cabeza de Mujer, 1941, oil 
Source: http://www.slideshare.net/pspain/8-de-marzo/
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Fig. 48: Photo showing demonstration that took place in Plaza 
Francia, Buenos Aires, on August 24th, 1944, to celebrate the liberation of 

Paris. 
Source: La Nación (Buenos Aires) (Aug. 25th, 1944): 1. 
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Fig. 49: Tomás Maldonado, [untitled work], ca. 1946, tempera on 
board attached to enamel on cardboard 

Source: Maldonado, Escritos Preulmnianos, plate IX. Attributed date 
follows date of reproduction in Revista Arte Concreto no. 1 (Aug. 1946): 5. 
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Fig. 50: Alfredo Hlito, [untitled work], ca. 1946 
Source: Revista Arte Concreto (Buenos Aires) no. 1 (Aug. 1946): 

back cover. Attributed date follows date of reproduction in this publication. 
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Fig. 51: Alberto Molenberg, [untitled work], ca. 1946, wood 

Source: Revista Arte Concreto no. 1 (Aug. 1946): 5. 
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Fig. 52: Manuel Espinosa, [untitled work], ca. 1946, oil on wood 
Source: Abstract Art from the Río de la Plata, 107. Attributed date 

follows date of reproduction in Revista Arte Concreto no. 1 (Aug. 1946): 
back cover. 
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Fig. 53: Rhod Rothfuss, [untitled work], ca. 1948, enamel on 
cardboard and wood 

Source: Arte Abstracto Argentino, cat. 78. Attributed date follows date 
of reproduction in Arte Madí Universal no. 2 (Oct. 1948): n.p. 
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Fig. 54: Raimundo Rasas Pet, “Pintura Articulada,” ca. 1948, 
whereabouts unknown 

Source: Arte Madí Universal no. 2 (Oct. 1948): n.p. Attributed date 
follows date of reproduction in this source. 
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Fig. 55: Gyula Kosice, “Escultura Articulada Lúdica,” ca. 1948, 
whereabouts unknown 

Source: Arte Madí Universal no. 2 (Oct. 1948): n.p. Attributed date follows 
date of reproduction in this publication. 



 328 

 
Fig. 56: “Suplemento para el Diccionario Madí,” Arte Madí Universal no. 2 

(Oct. 1948): n.p. 
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Fig. 57: “Universidad Obrera,” 1948, poster. 

Source: Gené, Un Mundo Feliz, 89. 
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Fig. 58: “Secretaría de Trabajo y Previsión: 5to aniversario de su creación,” 

1948, poster 
Source: Gené, Un Mundo Feliz, 99. 
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Fig. 59: “Día de la Raza,” 1948, poster 

Source: Gené, Un Mundo Feliz, Lamina XVI 
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       Fig. 60: Barrio Saavedra, 1948, poster. 
Source: Gutierrez and Gutman, eds., Viviendas: Ideas y Contradicciones, 117. 
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Fig. 61: Photo of demonstration that took place on October 17th, 1945, in Buenos Aires. 
Source: 17 de Octubre. Secretaría de Prensa y Difusión, n.d., n.p. Courtesy Instituto Nacional 
Juan Domingo Perón, Buenos Aires. 
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Fig. 62: Electoral Campaign, 1946, photograph 

Source: Courtesy Instituto Nacional Juan Domingo Perón, Buenos 
Aires. 
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Fig. 63: “17 de octubre: el pueblo liberó a su líder,” 1948, poster 

Source: Gené, Un Mundo Feliz, 69. 
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Fig. 64: Electoral Campaign, 1946, photograph 
Source: Courtesy Instituto Nacional Juan Domingo Perón, Buenos Aires. 
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Fig. 65: Grete Stern, Madí, ca. 1948, photomontage 
Source: Arte Madí Universal no. 2 (Oct. 1948): n.p. Attributed date 

follows date of reproduction in this source. 



 
338 

  

Fig. 66: View of Madí works at Altamira: Escuela Libre de Artes Plásticas, Buenos Aires, October 14th to 
31st, 1946 
Source: Kosice, Arte Madí, 49. Attributed date follows date of reproduction in Arte Madí Universal no. 0 
(1947), cover. 
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Fig. 67: Photos of music show and Madí exhibition at Teatro del 
Pueblo, Buenos Aires, August 2nd, 1948. 

Source: Arte Madí Universal no. 2 (Oct. 1948): n.p. 
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Fig. 68: Lidy Prati, Estructura vibracional desde un círculo, ca. 1951. 

Whereabouts unknown. 
Source: Nueva Visión no. 1 (Dec. 1951): 6. Attributed date follows 

date of reproduction in this source. 
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Fig. 69: Tomás Maldonado, Tema sobre rojo, ca. 1953, oil on canvas. 
Source: Arte Abstracto Argentino, cat. 55. Attributed date follows date 

of reproduction in Nueva Visión no. 4 (1953): 32. 
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Fig. 70: Alfredo Hlito, Sin Título, ca. 1952, oil on canvas. 
Source: Alfredo Hlito, Obra Pictórica, 1945-1985, 19. Attributed date 

follows information about this work in Nueva Visión no. 2/3 (Jan. 1953): 26. 
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Fig. 71: Photo showing Juan Domingo Perón’s entrance into Parque Eva Perón in Villa Argentina, 
Quilmes, on his visit to sanction the expropriation of the Bemberg beer factory. 
Source: Mundo Peronista no. 81 (Feb. 1955): 24. 
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Fig. 72: Cover of Mundo Peronista v. 1 no. 23 (Jun. 1952) 
Courtesy of Instituto Nacional Juan D. Perón, Buenos Aires 
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Fig. 73: Cover of Mundo Peronista v. 1 no. 24 (Jul. 1952) 
Courtesy of Instituto Nacional Juan D. Perón, Buenos Aires
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Fig. 74: Cover of Mundo Peronista v. 2 no. 26 (Aug. 1952) 
Courtesy of Instituto Nacional Juan D. Perón, Buenos Aires 
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Fig. 75: Cover of Mundo Peronista v. 2 no. 25 (Jul. 1952) 
Courtesy of Instituto Nacional Juan D. Perón, Buenos Aires 
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Fig. 76: Cover of Mundo Peronista v. 2 no. 27 (Aug. 1952) 
Courtesy of Instituto Nacional Juan D. Perón, Buenos Aires 
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Fig. 77: Cover of Mundo Peronista v. 4 no. 81 (Feb. 1955) 
Courtesy of Instituto Nacional Juan D. Perón, Buenos Aires 
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Fig. 78: Cover of Mundo Peronista v. 2 no. 32 (Dec. 1952) 
Courtesy of Instituto Nacional Juan D. Perón, Buenos Aires 
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Fig. 79: Cover of MundoPeronista v. 2 no. 33 (Nov. 1952) 
Courtesy of Instituto Nacional Juan D. Perón, Buenos Aires 
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Fig. 80: Stamps of Eva Perón printed in the early 
1950s. 
Source: Casa de la Moneda, República Argentina. 
www.camoar.org.ar 
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Fig. 81: Eva Perón, La Razón de mi Vida. Buenos Aires: Ediciones Peuser, 1951. 

Source: http://www.eneldesvan.com/images/productos/2137/01/c-
2137.jpg?PHPSESSID=954dd993a54c28fdc976370958dcc92f  
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Fig. 82: Label for school materials bearing bust portraits of Juan Domingo Perón 
and Eva Perón. 

Source: http://members.fortunecity.com/evita2/colegio.html 



 355 

 
 
Fig. 83: Eva Perón in cover of magazine Mundo Deportivo no. 172 (Jul. 31, 
1952). 

Source: http://members.fortunecity.com/evita2/5revistas.html 
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Fig. 84: Eva Perón in cover of magazine El Hogar no. 2229 (Aug. 1, 

1952) 
Source: http://members.fortunecity/evita2/5revistas.html 
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Fig. 85: Eva Perón in cover of magazine PBT (Jul. 1952) 
Source: http://members.fortunecity.com/evita2/pbt.html 
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Fig. 86: Left: Plaque awarded in competitive events sponsored by the Peronist government. Source: 
“Nuestro departamento de difusión,” Mundo Peronista v. 2 no. 34 (Dec. 1, 1952): 30. 

 
Center: Championship cup awarded in events sponsored by the Peronist government. Source: “Nuestro 
Departamento de Difusión,” Mundo Peronista v. 2 no. 34 (Dec. 1, 1952): 30. 

 
Right: Championship cup awarded in events sponsored by the Peronist government. Source: “Nuestro 
Departamento de Difusión,” Mundo Peronista v. 2 no. 33 (Nov. 15, 1952): 19. 
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Fig. 87: Photomontage by Xanti Schawinsky 
Source: T.M., “Variaciones sobre el tema de una cara,” Nueva Visión 

no. 5 (1954): 20. 
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Fig. 88: Photomontage by Xanti Schawinsky 
Source: T.M., “Variaciones sobre el tema de una cara,” Nueva Visión 

no. 5 (1954): 21. 
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Fig. 89: Photomontage by Xanti Schawinsky 
Source: T.M., “Variaciones sobre el tema de una cara,” Nueva Visión 

no. 5 (1954): 22. 
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Fig. 90: Photomontage by Xanti Schawinsky 
Source: T.M., “Variaciones sobre el tema de una cara,” Nueva Visión 

no. 5 (1954): 23. 
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Fig. 91: Tomás Maldonado, Una forma y series, ca. 1954, oil on 
canvas 

Source: Perazzo, El arte concreto en la Argentina, 145. Attributed 
date follows date of reproduction in Nueva Visión no. 5 (1954): 37. 
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Fig. 92: Gyula Kosice, Proyecto para una construcción en aeropuerto 
o avenida de Buenos Aires, ca. 1954, wood. 

Source: Squirru, Kosice, 22. Attributed date follows date of 
reproduction in Arte Madí Universal no. 7/8 (Jun. 1954): 33. 
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Fig. 93: Aerial view of Buenos Aires in the mid-1950s. 
Source: Klappenbach and Stern, Buenos Aires, n.p. 
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Fig. 94: R. Birabén and E. Lacalle, Edificio de Oficinas, Buenos 
Aires, 1930s 

Source: Liemur, Arquitectura en la Argentina del Siglo XX, 206 
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Fig. 95: Antonio Vilar, Hospital Churruca, Buenos Aires, 1930s. 
Source: Liemur, Arquitectura en la Argentina del Siglo XX, 213. 
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Fig. 96: W. Acosta and F. Bereterbide, El Hogar Obrero, Buenos 
Aires, 1930s 

Source: Liemur, Arquitectura en la Argentina del Siglo XX, 225. 
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Fig. 97: Ministerio de Obras Públicas, Buenos Aires, built in 1937. 
Source: Liemur, Arquitectura en la Argentina del Siglo XX, 194.
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Fig. 98: Pavillions on Aycote and Ambrosetti Avenues, Buenos Aires, 

1949-1952 
Source: Ballent, “Las huellas de la política,” 698. 
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Fig. 99: Monoblock General Belgrano, Buenos Aires, 1949-1952 
Source: Ballent, “Las huellas de la política,” 702. 
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Fig. 100: View of Ezeiza Airport in Buenos Aires, photograph taken 

in mid-1950s. 
Source: Klappenbach and Stern, Buenos Aires, n.p. 
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Fig. 101: View of Ezeiza Airport in Buenos Aires, photograph taken 
in mid-1950s. 

Source: Klappenbach and Stern, Buenos Aires, n.p. 
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Fig. 102: View of Barrio 17 de Octubre, located at intersection of 
General Paz Avenue and Ricchieri Avenue in Buenos Aires, photograph, 

mid-1950s. 
Source: Klappenbach and Stern, Buenos Aires, n.p. 
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Fig. 103: Sesostris Vitullo, Eva Perón, arquetipo símbolo, 1952, stone 
de gard 

Source: http://www.proa.org/exhibicion/vitullo/sala1/1.html 
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Fig. 104: Concrete works as exhibited in show La Pintura y la 
Escultura Argentina de este Siglo, held at the Museo Nacional de Bellas 

Artes, Buenos Aires, 1952 
Source: La Pintura y Escultura Argentina de Este Siglo, 55. 
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Fig. 105: Madí works as exhibited in show La Pintura y Escultura 
Argentina de este Siglo, held at the Museo Nacional de Bellas Artes, Buenos 

Aires, 1952 
Source: La Pintura y Escultura Argentina de Este Siglo, 56. 
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Fig. 106: Portraits of Perón and Eva Perón, as displayed in entrance 
hall at the Museo Nacional de Bellas Artes, in show La Pintura y Escultura 

Argentina de este Siglo, Buenos Aires, 1952 
Source: La Pintura y Escultura Argentina de Este Siglo, 8-9. 
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Fig. 107: Illustrated article reviewing shows of Grupo de Artistas 
Modernos de la Argentina. Shows took place in 1952 and 1953 in Buenos 

Aires, Rio de Janeiro, and Amsterdam. 
Source: Nueva Visión no. 2/3 (Jan. 1953): 26. 
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Fig. 108: Raúl Lozza, [untitled work], ca. 1946, whereabouts 
unknown 

Source: Revista Arte Concreto no. 1 (Aug. 1946): 7. Attributed date 
follows date of reproduction in this publication. 
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Fig. 109: Esteban Eitler, Preludio de las 4 bagatelas, 1947. 
Source: Arte Madí Universal no. 2 (Oct. 1948): n.p. 
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Fig. 110: Esteban Eitler, [untitled work], ca. 1947 

Source: Arte Madí Universal no. 2 (Oct. 1948): n.p.
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Fig. 111: Views of Madí works as displayed in the Salon de Realités 
Nouvelles, Paris, 1948 

Source: Arte Madí Universal no. 2 (1948): n.p. 
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Fig. 112: Gyula Kosice, Planos y Color Liberados, ca. 1950, wood 
Source: Arte Abstracto Argentino, cat. 44. Attributed date follows date 

of reproduction in Arte Madí Universal no. 4 (1950): n.p. 
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Fig. 113: Gyula Kosice, Ecuación de Tres Planos Blancos, ca. 1951, 
whereabouts unknown 

Source: Arte Madí Universal no. 5 (Oct. 1951): n.p. Attributed date 
follows date of reproduction in this publication. 



 386 

 
 

 
 

Fig. 114: Gyula Kosice, Estudio para una profundidad en 
perforación, ca. 1951, whereabouts unknown 

Source: Squirru, Kosice, 21. Attributed date follows date of 
reproduction in Arte Madí Universal no. 5 (Oct. 1951): n.p. 
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Fig. 115: Max Bill, Tripartite Unity, 1948, stainless steel 
Source: http://www.lacma.org/beyondgeometry/artworks1.html 
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Fig. 116: Tomás Maldonado, Desarrollo de 14 temas, ca. 1952, oil on 
canvas 

Source: Abstract Art from the Río de la Plata, 117. Attributed date follows 
date of reproduction in Nueva Visión no. 2/3 (Jan. 1953): 26. 
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Fig. 117: Ary Brizzi, Densidad 17, 1998, acrylic on canvas 
Source: http://www.artnet.com/artwork/163718/69/ary-brizzi-densidad-

17.html 
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Fig. 118: Miguel Angel Vidal, Desarrollo sobre planos, 1969, acrylic on 
canvas 
Source: 

http://www.artnet.com/Artists/LotDetailPage.aspx?lot_id=852CB4A6EB649
A39324D76C3F77829D7 
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