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This book—the first, I am honored to say, in the “Studies 
on Latin American Art” series at the University of California 
Press—is the English-language edition of El arte abstracto: Inter-
cambios culturales entre Argentina y Brasil, published in Buenos 
Aires by Siglo XXI Press in 2011. It varies slightly from the origi-
nal Spanish-language version: a few points have been clarifi ed for 
the international readership, and a few minor changes have been 
introduced in accordance with new research.

I undertook the bulk of the research for my doctoral disser-
tation, though since then new lines of inquiry have opened up. It 
was during my research on monochromes and in my analysis of 
informalism and neoconcretism (Alberto Greco and Lygia Clark) 
that I came to fully appreciate the virtues of comparative method-
ology for the study of modern art in South America. That line of 
research led me to a historiographical reexamination of compar-
ative studies and of other processes at play in the constitution of a 
regional art history, one that served to justify certain concepts and 
theories. Through my research, it became clear that the dispute 
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viii    P R E F A C E

between Argentina and Brazil over cultural hegemony in the Southern Cone was bound 
to questions of modernization in Asunción, Paraguay, at least in relation to the policies 
pursued by the embassies in both countries there. Research on the work of Lidy Prati, 
Alberto Greco, and Ignacio Pirovano was performed in the framework of museum proj-
ects. I focused on the cutout frame and its origin, connecting it to studies of materiality.

The work of a number of colleagues published before 2011 made signifi cant contribu-
tions to this book; many of them are mentioned by name. More recent work by those same 
scholars and curators and by others has also enriched my thinking. I would like to mention 
specifi cally Gonzalo Aguilar, Alexander Alberro, Mónica Amor, Ornela Barisone, Kaira 
Cabañas, Alejandro Crispiani, Ana Cândida de Avelar, Luciana Del Gizzo, Heloisa Espada, 
Andrea Giunta, Pia Gottshaler, Aleca Le Blanc, Adele Nelson, Gabriel Pérez-Barreiro, Luis 
Pérez-Oramas, Mari Carmen Ramírez, Cristina Rossi, Irene Small, and Elizabeth Varela.

Exhibitions have been an important means of disseminating knowledge about concrete 
art from Argentina and Brazil. Foundations and museums in Europe, the United States, and 
South America have exhibited little-known works and documents related to the region’s 
concrete movement. Although artists and movements in Brazil have been a focus of academic 
and curatorial research for some time, broader Latin American abstraction is fi nally receiving 
greater attention. Several institutions have added South American abstraction to their collec-
tions or have furthered their study via research, curatorial projects, and catalogs; these insti-
tutions include the Museum of Modern Art (New York), the Metropolitan Museum (New 
York), the Patricia Phelps de Cisneros Collection (New York), the Getty Center (Los Ange-
les), the Museum of Contemporary Art (Los Angeles), the Carnegie Museum of Art (Pitts-
burgh), the Museum of Fine Arts (Houston), the Museo Nacional Centro de Arte Reina Sofía 
(Madrid), the Fundación Juan March (Madrid), the Instituto Moreira Salles (São Paulo/
Rio de Janeiro), the Museu de Arte Moderna (Rio de Janeiro), the Museu de Arte Moderna 
(São Paulo), the Instituto Itaú Cultural (São Paulo), the Pinacoteca do Estado de São Paulo, 
the Instituto de Arte Contemporânea (São Paulo), the Museo de Arte Latinoamericano de 
Buenos Aires (Malba), and the Museo de Arte Moderno (Buenos Aires). They have been key 
to the growing number of studies that enrich how Latin American art is viewed and read.

•  •  •

The starting point for this book was the doctoral dissertation I defended at the Universi-
dad de Buenos Aires, Facultad de Filosofía y Letras (University of Buenos Aires, School of 
Philosophy and Letters) in 2008, which was possible thanks to a grant from the CONICET, 
Consejo Nacional de Investigaciones Científi cas y Técnicas (Argentina’s National Scientifi c 
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and Technical Research Council). Crucial to this book’s English translation was the sup-
port of the Institute for Studies on Latin American Art (ISLAA) and of its director, Ariel 
Aisiks, to whom I am extremely grateful. I would also like to thank Alexander Alberro for 
his confi dence in my work and for his support in bringing about this publication.

Many people have been essential to the journeys, some of them internal, that my 
research for this book required. First off , my doctoral adviser, Andrea Giunta. Always lucid, 
she opened up new horizons in my thinking and new questions about my objects of study. 
I would like to thank her for the confi dence she placed in my work and in my ideas. Second, 
I am grateful to the researchers, professors, and peers who provided me with excellent feed-
back on a number of the topics discussed here. Gonzalo Aguilar was a particularly careful 
and stimulating reader; I am thankful to him for his interest in my projects and for his 
insightful suggestions. I would like to thank Patricia M. Artundo for guiding me as I began 
tackling the study of periodicals and for generously sharing her knowledge of cultural rela-
tions between Argentina and Brazil. I am grateful to Jorge Schwartz for his help during my 
trips to São Paulo, and to Aracy Amaral, who steered me in the direction of important points 
of reference and took interest in my work. Gabriela Siracusano and Laura Malosetti Costa 
have been—and continue to be—insightful interlocutors. I would also like to thank Gabriel 
Pérez-Barreiro for generously sharing the materials in his archive and for his thoughtful 
advice. Marcelo E. Pacheco and Malba were key to the publication of the Spanish edition.

I am deeply grateful to a number of women colleagues, friends, and peers with whom, 
for years, I have had the privilege of discussing the aspects of art history that interest us 
all. They have been a constant source of support not only in my research but also in my 
personal and professional life. I would like to mention specifi cally Marisa Baldasarre, Sil-
via Dolinko, Mariana Marchesi, Isabel Plante, Agustina Rodríguez Romero, Teresa Ric-
cardi, Verónica Tell, and Viviana Usubiaga.

I would also like to thank Mario Cámara, Octavio Colombo, Lenora de Barros, Laura 
Escot, Heloisa Espada, Mauro Herlitzka, Adele Nelson, Cristina Rossi, Regina Teixeira de 
Barros, and Ivana Vollaro for making materials and ideas available to me. Gabriel Peluff o 
Linari, Mario Sagradini, and Martín Vecino were key to the research I did in Montevi-
deo. Without Gênese Andrade’s guidance and instruction, my research in archives in São 
Paulo would not have been possible.

A great many individuals have provided me with inestimable assistance over the 
course of this project. Carlos Méndez Mosquera, Susana Maldonado, Juan Melé, Fer-
nando Martínez (a member of the Prati family), and Sonia Hlito allowed me access to 
their personal and family archives. I am particularly grateful to Tomás Maldonado not 
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only for allowing me access to his personal correspondence from the period I studied, but 
also for encouraging this project from the beginning. I thank everyone interviewed for 
sharing their time and memories with me.

Staff ers at institutions in Argentina, Brazil, and Switzerland helped with this project. 
In Buenos Aires, I am thankful for the assistance I received at the Museo Nacional de 
Bellas Artes, at the library of the Museo de Arte Moderno de Buenos Aires, at the Museo 
Municipal de Artes Plásticas Eduardo Sívori, and at the Instituto de Teoría e Historia del 
Arte “Julio E. Payró.” Fundación Espigas and Fundación Bartolomé Hidalgo generously 
fi elded the many questions I sent their way. In Brazil, I would like to thank the vari-
ous institutions that supported my work by making countless resources available during 
my research trips there. I would like to mention specifi cally the staff  at the Fundação 
Bienal de São Paulo, the Pinacoteca do Estado de São Paulo, the library of the Museu de 
Arte Moderna de São Paulo, the library of the Museu de Arte de São Paulo, the Biblioteca 
Mário de Andrade, and the Centro de Documentação e Pesquisa at the Museu de Arte 
Moderna do Rio de Janeiro. I would like to thank the Max, Binia + Jakob Bill Founda-
tion in Zurich; Jakob and Chantal Bill extended their hospitability and provided me with 
access to Max Bill’s personal archive. My trip there was possible thanks to a grant from 
the Secretaría de Cultura de la Presidencia de la Nación. I am indebted to Regina Vogel for 
her invaluable help in my work at libraries in Zurich.

Over these years of research, new lines of inquiry have taken shape. Raúl Naón and I 
became friends thanks to an ample exchange of documents and ideas. Since 2015, Zanna 
Gilbert, Pia Gotshaller, Tom Learner, Aleca Le Blanc, Fernando Marte, Pino Monkes, Isa-
bel Plante, and I have taken part in a project on the materiality of concrete art, an initia-
tive of the Getty Conservation Institute and TAREA-Instituto de Investigaciones sobre el 
Patrimonio Cultural, Universidad Nacional de San Martín (Cultural Patrimony Research 
Institute, National University of San Martín). Working with them on that project has 
unquestionably expanded the scope of my research and added nuance to my ideas. I would 
also like to thank Victoria Noorthoorn for the support of the Museo de Arte Moderno de 
Buenos Aires as I worked there on projects on Ignacio Pirovano and Alberto Greco.

As I mentioned, this English-language edition is possible thanks to the support of 
ISLAA. I am deeply grateful to Jane Brodie for the professionalism, patience, and care 
with which she undertook the translation. I would also like to thank Guadalupe González, 
Blanca Serrano, and Mercedes Cohen for their kind help at diff erent stages of the process. 
I would like to thank Nadine Little, Jessica Moll, and Pablo Morales at the University of 
California Press for embracing this project with enthusiasm. I thank the artists and their 
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families for their authorization to reproduce the works. I would also like to thank the 
Fundación March for having facilitated access to images of works.

Without the camaraderie of my friends, this research would not have been possible. 
I would like to thank Jeannette Bourquin for helping me make sense of the texts in Ger-
man and French, and Pablo Pazos for his essential advice on the bibliography. Fernando 
Brizuela, Mariano Dal Verme, Beto de Volder, Bárbara Kaplan, and Cintia Mezza were, in 
diff erent ways, at my side over the course of this project. My dearest friends were essen-
tial throughout these many years of research, patiently putting up with my absences to 
work on this project. I would like to mention specifi cally Verónica Alonso, Marisa 
Bazzini, Alejandra García, Laura Leff , Milena Leivi, and Ianina Samolevich for their 
steadfast support, keen insight, and abiding aff ection. Roberto and Simón Londoño are 
daily companions who surround me with love, understanding, and generosity. Roberto 
off ered the guidance of a seasoned sailor while Simón, thankfully, would interrupt my 
workdays with joy—and dinosaurs. Lastly, I would like to thank my parents, Osvaldo 
García and Amalia Isola, and my brother, Santiago, for having encouraged and supported 
my projects and fantasies. Part of me believes this all began with my vivid memories of 
summers I spent in Brazil as a child. 
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