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An article published in the magazine La Maga in 
June 1993 reported that, thanks to the intervention 
of critic Carlos Basualdo, forty artists from Buenos 
Aires and twenty from Rosario had come together to 
finance a trip to Buenos Aires by Bill Arning, curator 
of White Columns gallery in New York. The article 
explained that the artists made the investment 
hoping that, after seeing their works, Arning would 
offer them a show in the “Big Apple.” It stated that 
Arning had been “cautious”: “he needed to see what 
the artists were up to in six months’ time… [if the 
direction of their work] proved of interest.” In any 
case, he did commit to “sending a show of gay North 
American artists to the Centro Cultural Rojas”.1  
 
Arning undoubtedly made that one promise while in 
Buenos Aires due to the affinity between his career as 
a curator and the artistic production and curatorial 
work of Jorge Gumier Maier, one of the people that 
had paid for Arning’s visit. Gumier Maier was not 
only an artist, but also the director of the Galería del 
Rojas, the Centro Cultural Ricardo Rojas’s exhibition 
venue. Arning, who called himself a “gay curator”,2 
had been an advocate of the work of a number of gay-
identified creators, artists whose production 
addressed different aspects of gayness, some of them 
active in the artists’ group ACT-UP (AIDS Coalition 
to Unleash Power). ACT-UP was an organization that 
emerged in the mid-eighties in the United States in 
order to make visible the HIV-AIDS issue during the 
years when it was devastating society in general and 
the gay community in particular.3 Gumier Maier, like 
many artists associated with the venue he ran –
creators like Marcelo Pombo, Alfredo Londaibere, 
Feliciano Centurión, and Omar Schiliro– not only 
publicly acknowledged their homosexuality,4 but also 
believed that insofar as their work was enmeshed in 
their personal lives, it shaped a “sort of gay 
aesthetic.” That aesthetic was evident in “inclination 

for decoration [and in the use of] certain materials, 
certain colors, [and] certain procedures”.5 The 
affinity between the two curators in relation to art 
and to sexual orientation –as well as, quite possibly, 
Arning’s need to come up with a more or less 
concrete proposal before heading home– was, then, 
what led to the project for the show of North 
American artists at the Galería del Rojas.  
 
In May 1995, Arning returned to Buenos Aires for the 
opening of Maricas (Faggots), as the show promised 
two years earlier was called. In the catalogue text, the 
curator explained that the show featured the 
production of “thirty-seven gay artists who live in the 
United States” and whose works constituted 
“explicitly gay art,” which was a “sub-class of what 
has come to be called political art”.6 He also 
explained that the title chosen for the show was a 
“reclaiming of homophobic vocabulary,” a “defiant 
attitude in the spirit of the works”.7 He stated that 
the exhibition “did not set out to be a handbook for 
how gay and lesbian artists from Argentina should 
address their sexuality in art,” but rather an attempt 
to share “the experience in the last ten years of a 
unique phenomenon in art history: the ability [of 
both Arning and the artists in the show] to speak 
openly about… [their] sexuality, and the fact that 
works of this sort were valued”.8 After establishing 
the aim of the event, Arning described the newness of 
the phenomenon:  
 

Only ten years ago, I could not have written 
a text in which I call myself a gay curator 
without being marginalized as a gay 
extremist or separatist, thus invalidating all 
my curatorial work and writing that does not 
address sexuality and its politics […] 
Likewise, the artists in this show would not 
have been able to produce these works 
without being relegated to a peripheral art 
[…]  
The critical acclaim of Robert Mapplethorpe 
and of David Hockney in the seventies was 
the first sign that one could be explicitly gay 
as an artist […] But fear still swayed artists 
[…] a fear often the result of the market. 
Most major collectors were married 
heterosexual couples. Galleries thought that 
[…] collectors would never buy [art of this 
sort]. And the fact that those collectors sat 
on museums’ acquisition committees… [led 
to the idea that] works like these [would 
never come to] form part of major 
collections. [Furthermore,] Christian 
fundamentalists made us the scapegoat for… 
society’s [evils], and many conservative 
voters adhered to that preaching, defeating 
laws that protected gay rights. The victories 
[of the gay liberation movement] faded [...] 
[But, in the eighties], a generation of gay 
men was radicalized through activism in the 

261



♯11    second semester 2017: 261-269        

 

   

 
Faggots in Buenos Aires. Tensions between Artistic Models and Models of Homosexuality / Natalia Pineau 
 
 

fight against AIDS, creating ACT-UP; artists 
were among the most committed [as they 
saw] that many of us, or many of our lovers 
and companions, were dying. AIDS would be 
a milestone for our generation. The art world 
responded [with] memorable images like 
“SILENCE= DEATH” and by [organizing] 
groups like GRAN FURY [some of whose 
members form part of] this exhibition: John 
Lindell, Donald Moffett, and Anthony Vitti. 
[So], the attitude changed from [one that 
said] “I’m an artist who just happens to be 
gay” to “I suck cock, fuck with men, and that 
affects everything I do, and if you don’t like 
it, you know it […] so don’t even look at my 
work” […]  
[At that juncture], the phenomenon of 
“gaymania” emerged, and a number of the 
artists in this show began to become 
successful […] Artists were working with 
their identity.9  

 
After that historical overview, and without 
mentioning the names of the thirty-four artists who, 
in addition to Lindell, Moffett, and Vitti, took part in 
the exhibition,10 Arning described the works:  
 

Gay imaginary and icons constitute a very 
powerful language. The butch macho man 
and the sissy faggot, the porn star and the 
queen […] appear and reappear in this show, 
as does our marginal or pariah status, our 
status as people attacked on the street, as 
victims of fanatics inflamed by religion or by 
ignorance, our internalization of that hate 
and the damage it inflicts, as well as our 
hopeful and resounding rejection of it. These 
artists are also registering for the ages the 
love, suffering, loss, wrath, and heroism that 
we as gay men experience [in] living with 
AIDS […] And they are also celebrating our 
world, our desires, our sex, and our 
friendships and loves.11  

 
Insofar as description of Maricas (Faggots) –the 
first and only international show held at the Galería 
del Rojas during Gumier Maier’s tenure (1989-1997), 
if not ever–Arning’s catalogue text is extremely 
pertinent. Since it has been impossible to reach the 
North American curator, that text is the only 
documentary register of the exhibition currently 
available. No figure on the local art scene seems to 
have taken photographs of it –not Gumier Maier,12 
not Cecilia Felgueras (director of the cultural center 
at the time),13 not Alberto Goldenstein (photographer 
and curator of that institution’s photo gallery),14 and 
not Gustavo Bruzzone (collector and outstanding 
documentarian of the period).15 Attempts to review 
the material on the show possibly kept by the cultural 
center have proven fruitless. The event received little 
coverage in the press and what there is provides no 
further information than that found in the catalogue; 

all Página/12 –the newspaper that usually covered 
the exhibitions at the gallery– published on the show 
was an information box on the opening16 and an 
article with a transcription of Arning’s catalogue 
text.17  
 
The lack of visual documentation of Maricas 
(Faggots) and the virtual nonexistence of critical 
coverage of it may be due to the fact that the show 
was taken down a few days after the opening. 
According to Gumier Maier, he made that decision 
himself because workers at the cultural center, on 
strike at the time, began to engage in homophobic 
vandalism against the gallery’s walls and the works 
themselves. When asked to describe the works, and 
what it was about them that might have led to that 
reaction on the part of the employees, the curator 
explains that most dealt with AIDS, including 
photographs of people with AIDS.18 He also states 
that the works were small –Arning had brought them 
all in his suitcase.19 According to María Moreno– 
writer, literary and art critic, and close friend of 
Gumier Maier– though, the show mostly consisted of 
images of “pretty boys and bulging genitals.” There 
were also, she admits, “painted t-shirts,” “comics,” 
“shots taken with Polaroid camera,” “collages made 
with hammer blows,” and a good many testimonial 
works about the “coming out ritual.” The show was, 
she goes on, a “saga that went from the image of a fat 
boy with checkered shirt holding a beer to a queen 
decked out in feathers at a Honolulu carnival”.20  
 
On the basis of the catalogue text and Gumier Maier 
and Moreno’s descriptions of the works in Maricas 
(Faggots), it is easy to imagine that the cultural 
center employees’ annoyance was mostly directed at 
pieces akin, one way or another, to the aesthetic of 
the album Macho Man (1978) by the Village People21 
and to the homoerotic drawings of Tom of Finland,22 
as well as works like Silence = Death (Gran Fury, 
1988),23 Read My Lips (Gran Fury, 1988),24 Sexism 
Rears Its Unprotected Head (Gran Fury, 1988),25 
Tom Moran. Boston (Nicholas Nixon, 1987),26 Tony 
Mastrorilli. Mansfield, Massachusetts (Nicholas 
Nixon, 1988),27 and Homo Sense (Donald Moffett, 
1989).28  
 
Gumier Maier’s account of the employees’ 
homophobia and the subsequent closing of the 
exhibition gives rise to some questions, though. 
Considering how prevalent things related to all 
imaginable forms of sexual dissent –gays, “faggots,” 
transvestites, and many others– were not only at the 
cultural center’s gallery, but at the institution as a 
whole, is it really conceivable that Maricas (Fagotts) 
upset employees so much that they would vandalize 
the works in the show? After all, the Centro Cultural 
Ricardo Rojas theater housed over-the-top shows by 
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Batato Barea –self-named “clown-transvestite-man 
of letters”– with and without fellow transvestites 
from carnival troupes, and Alejandro Urdapilleta and 
Humberto Tortonese –two openly homosexual 
actors;29 it was the venue for a performance where, 
according to a number of people on the cultural 
scene at the time, transvestite “Claudia with a K” did 
a total striptease while Sandra Mianovich’s30 song 
Soy lo que soy [I Am What I Am] played.31 The 
cultural center housed events organized by the 
Comunidad Homosexual Argentina (CHA),32 and a 
number of the professors at the institution –among 
them Daniel Molina, the head of the literature 
program– were homosexual. Similarly, the HIV-
AIDS issue, which Gumier Maier describes as the 
focus of the show, was not unfamiliar to the workers 
at the university-run cultural center. It had already 
taken the lives of Batato Barea (1961-1991), Omar 
Schiliro (1962-1994), and would soon do the same to 
Feliciano Centurión (1962-1996) and Leopoldo Sosa 
Pujato, director of “El Rojas” from 1986 to 1995.  
 
In any case, even if the workers’ “tolerance” for the 
cultural center’s “deviant” scene could not, for some 
reason, be extended to the works in Maricas 
(Faggots), even if the “power of the images” was so 
great that the workers’ ability to “accept” 
homosexuality and the abject had been challenged to 
the breaking point, why wasn’t Gumier Maier able to 
bring the aggressions to a halt? After all, he had the 
support not only of the authorities at “el Rojas,” but 
also of a number of major figures in the larger 
Buenos Aires cultural field. And, furthermore, why 
didn’t he make those acts of aggression known 
publicly? Oscar Schuberoff, the dean of the 
Universidad de Buenos Aires at the time, had 
celebrated the show,33 and the gallery was a 
privileged venue on the local art scene insofar as 
considered the breeding ground of “art of the 
nineties” and the place where the most recent 
Argentine art “avant-garde” had taken shape.34 
Indeed, Gumier Maier was one of the key players in 
the publication, in 1999, of a book in which the 
Fondo Nacional de las Artes named the most 
emblematic figures of the nineties.35  
 
One possible answer to those questions is that the 
paradigm of the homosexual question presented in 
Maricas (Faggots), like the show’s artistic vision, 
clashed with the one upheld by Gumier Maier. While 
Arning and the curator of the Galería del Rojas may 
both have advocated the figure of the homosexual in 
the visual arts, their conceptions of it differed, as did 
their ways of conveying it in art. Thus, once Gumier 
Maier’s enthusiasm about housing an international 
show had worn out, once he had seen his space full of 
work that contradicted the position on 
homosexuality and art he upheld, he found no reason 

to defend the show in the face of the workers’ 
aggressions. 
 
Insofar as Arning, in the catalogue text, reclaims gay 
identity, calling himself a gay curator and the artists 
in the show gay artists and underscoring the fact that 
the artists “work with their identity” –that is, show 
their “world,” their bodies, experiences, practices, 
desires, loves, etc.– it could be argued that the show’s 
framework was identity politics. Indeed, that was the 
political-discursive model embraced by the gay 
movement in the United States in the seventies and 
eights; in the struggle to gain social recognition and 
rights, the movement reclaimed and affirmed its 
status, the status of the gay community, as a 
collective with distinct identity.36 As David Córdoba 
García argues, identity politics rests on “a 
multiculturalist proposal in which society must 
assimilate and integrate all collectives and groups 
defined by their respective differences”.37 From that 
perspective, the gay movement set out to construct 
its own history, past, genealogy, lifestyle, way of 
“being,” and spaces –that is, its own culture.38  
 
The model of identity upheld by the gay movement of 
the time eschewed the image of the effeminate gay 
man in favor of a virile and butch figure, a 
displacement that meant the marginalization of 
“queens,” “faggots,” and trans individuals because 
difficult to assimilate into society at large.39 It would 
seem that the show Maricas (Faggots) did not easily 
fit into that paradigm. Arning explained that the 
“sissy faggot” formed part of the show’s iconographic 
register; he even chose that character for its title. 
Notwithstanding, Moreno states that the exhibition 
was characterized by so many images of “pretty boys 
and bulging genitals,” that is, by the butch gay 
prototype. Given the curator’s insistence on gay 
identity and Moreno’s description, on the one hand, 
and the presence, albeit secondary, of the “faggot” 
figure in the show, on the other, Maricas (faggosts) 
might be seen as embodying the tensions that began 
to make themselves felt in the gay movement in the 
United States in the nineties as queer politics 
emerged. In other words, it was a proposal that, 
though still grounded in the identity paradigm, 
registered some of criticism that that paradigm was 
receiving at the time regarding, for instance, the 
masculine norm.  
 
The identity model privileged in Maricas (Faggots) 
was not unfamiliar to the curator of the Galería del 
Rojas. In fact, Gumier Maier was one of the voices 
that opposed how in the eighties, in the fervor of the 
restoration of democracy, the homosexual movement 
in Argentina was being reorganized according to an 
assimilationist strategy. He was a member of Grupo 
de Acción Gay (G.A.G), founded in 1982,40 and, in 

263



♯11    second semester 2017: 261-269        

 

   

 
Faggots in Buenos Aires. Tensions between Artistic Models and Models of Homosexuality / Natalia Pineau 
 
 

addition to his work in the art field and other areas, 
Gumier Maier wrote a column on issues of gender 
and sexuality for the magazine El Porteño. In the 
September 1984 issue, he asked a question informed 
by G.A.G.’s study groups’ readings of French post-
structuralism: “What is a gay good for? What is his 
social function?” He answered: 
 

[Gays] exist SO THAT heterosexuals can 
exist. Catherine Millot suggests, “The subject 
cannot be conceived without an Other; it 
takes shape only in the constitution of that 
otherness. That lies at the basis of any logic 
and system of meaning: the existence of one 
term supposes the existence of at least one 
other” […] The defense of a supposed gay 
identity (THE GAY) affirms the dominant 
and oppressive identity as Subject. It 
reproduces the Manichean conception of two 
separate, exclusive, and natural identities.41  

 
In other words, for Gumier Maier, the configuration 
of a gay identity by the homosexual movement only 
served to reinforce dominant heterosexual identity 
and to further its supremacy. That position is voiced 
again in “La homosexualidad no existe,” another 
article he wrote for the same magazine. In that 
second article, he is more explicit about the cultural 
(constructed) nature of both identities.  
 

Homosexuality and heterosexuality […] are 
the product of the social organization of 
sexuality, as well as the fields in which they 
are constituted […] Homosexuals are not 
created by a family that “fails” […] but by 
society through […] its institutions. Any 
system needs to guarantee that a majority 
complies with the NORM in order to 
reinforce and reproduce itself. Ours is based 
on the monogamous nuclear family. To 
produce appropriate males and females […] 
each person’s potential to engage in 
homosexual practices must be repressed. 
And to keep it from wreaking havoc, the 
repressed must find OUTLETS […] conducts, 
clothing, specific ways of behaving (power, 
after all, sets not only the norm but also 
exceptions to it).42  

 
If, in El Porteño, the future curator of “el Rojas” did 
not take the trouble to describe the “homonorm” that 
“gay identity” imposed, he did do so in a number of 
ways in the first issue of Sodoma, G.A.G.’s 
publication. The dialogue bubble next to a drawing of 
a body builder made by Gumier Maier himself reads: 
“I used to be a hundred-pound weakling. Thanks to 
weightlifting, I am now a happy and well-adjusted 
gay man”. Thus, in opposition to the masculine 
model of homosexuality, G.A.G. upheld the figure of 
the “queen” / “faggot” that that model marginalized. 
The inclination for that second figure is spelled out in 

“De cómo ser una verdadera loca,” a text in the same 
issue of Sodoma also by Gumier Maier:  
  

What [the sissy faggot] does is evidence the 
radical artificiality of sexual roles and their 
models […] since his essence is a 
SIMULATION that never falls into the grips 
of obedience, conformity […] Any conduct, 
any image, is “affected.” The affectation 
chosen might be butch, it might be the 
affectation of the female object, and so forth. 
Insofar as it underscores certain supposedly 
virile traits, the butch affectation comes 
from […] rejection of one’s own homosexual 
tendencies. That affectation in gays […] 
speaks simply of the extent to which 
repression of homosexuality has been 
incorporated, of how much guilt it 
occasions.43  

 
And, in favor of the “faggot” option, the text 
concludes:  
 

If we cannot help but take on affectations –
after all, nothing, most likely, is natural and 
everything image– then let us take on the 
ones we find most pleasing and amusing, 
which are undoubtedly the most repulsive. 
Or let us play around and take on many: 
blond wig and cigarette holder now, overalls 
later in the afternoon, and belly dancer or 
pretty and dimwitted stewardess tomorrow… 
or perhaps the firm and intelligent air of 
liberated women.44  

 
For Gumier Maier, the “queen” embodied what Gilles 
Deleuze would call a “becoming minoritarian,” a 
“deterritorialization,” a body-subjectivity 
“nomadism” insofar as subject capable of going 
beyond the codifications of power.45 This sort of 
meandering was endorsed by Gumier Maier not only 
in the narrative register, but also in the many pen 
names he used to sign the text: “Jorge Wildemer, or 
Mirna de Palomar, or Raquel Gutriman, PhD”.46 
 
As explained above, the difference between Arning 
and Gumier Maier was not limited to the homosexual 
question –to Arning’s adherence to the identity 
paradigm and Gumier Maier’s to what might be 
called a “nomad-faggot” conception– but entailed as 
well their distinct relationships to art. As the North 
American curator himself put it, the works in 
Maricas (Faggots) could be categorized as “political 
art” because “explicitly gay art.” In other words, they 
depicted typical gay characters, the aggression and 
abuse experienced by gay people, their afflictions, 
sufferings, loves, desires, and so forth. In that sense, 
the political was bound to the testimonial, a register 
that in some pieces –like the ones related to ACT-
UP– was tied to the idea of denouncement. Indeed, 
the original aim of those neo-conceptual images had 
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been to raise public awareness of the HIV-AIDS 
pandemic.47  
 
Gumier Maier, meanwhile, had not only never 
exhibited “political art” at “Rojas, but had made it 
into his nemesis”48  in a discursive construction that 
began with the very founding of the venue in mid-
1989. At that point, the curator published a text 
entitled “Avatares del arte” in La hoja del Rojas, the 
cultural center’s monthly bulletin. In it, the political 
was seen as the privileged theme of the neo-
expressionist painting dominant in the eighties. 
Regarding art of that sort, Gumier Maier wrote: 
 

It gathers followers of gut-ism. It is made by 
those who, after much fretting, nostalgically 
pine for the solid and placid dogma of an 
efficacious art, painting that delivers a blow 
straight to the gut as soon as we see it. They 
usually depict or evoke social situations or 
images of marginality, for which they resort 
to the gesture and heavy use of material. 
They are sloppy, rebellious, and make 
flagrant use of the ugly. Everything is geared 
to maximize impact […] Also called visceral 
painting, it agrees with the old idea that it is 
fair and feasible to disturb and change 
others, and even to attempt to do so by 
showing them a few paintings […] For people 
of that sort, people of the other sort are 
numb or stupefied –they must be shaken up 
and brought back to the life and 
consciousness that they enjoy.49  

 
The distance between Arning and Maier could not 
have been greater. The very traits and artistic 
proposals that the former valorized the latter 
deplored. If, for the North American, showing the 
“gay universe,” bodies with HIV-AIDS, and all the 
vexations that afflicted homosexual people might 
have an impact on society and its awareness and, 
hence, help usher in a new attitude towards the 
homosexual minority, for the Argentine all of that 
was naïve at best. 
 
In a sense, Gumier Maier’s understanding of 
“political art” is akin to Jacques Rancière’s. For that 
French thinker, what is often called “political art” 
rests on the supposition that there is  
 

[…] a continuity between the palpable forms 
of artistic production and the palpable forms 
by which the thoughts and feelings of those 
who receive that production are altered […] 
This logic posits that what the viewer sees –
on a stage no less than in a photographic 
exhibition or an installation– is a set of signs 
formed according to an artist's intention. By 
recognizing these signs the spectator is 
supposedly induced into a specific reading of 
the world around us, leading, in turn, to the 

feeling of a certain proximity or distance, 
and ultimately to the spectator's intervening 
into the situation staged by the author […] 
Let us call this the pedagogical model of the 
efficacy of art.50  

 
In 1998 –when neo-expressionist painting formed 
part of a more distant past and neo-conceptualism, 
with its innate intellectuality, was hegemonic 
internationally– Gumier Maier would, in speaking of 
his own artworks, voice his position in much more 
direct and far-reaching terms. His works “[were] not 
a reflection on anything at all,” but rather a 
“suspension of reflection.” He went on, “I believe that 
art is completely inept at exercising real criticism of 
social and political injustice. That’s what journalism 
is for. Art is always critical in a broader sense, 
right?”.51  
 

 
 

Fig. 1. Omar Schiliro, Untitled, 1991, plastic and glass 
elements with ligth, 112 x 58 cm. 

 
Regarding the homosexual question in art, the 
criticism in a “broader sense” of which the curator 
speaks does not rest, arguably, on the “figurative,” on 
“the represented visible”,52 on the “what” or “theme” 
of the work; it rests, rather, on “the figural,” on the 
“visual,” on the work’s “how,” its “procedures and 
materials.” In other words, it is not a question of 
representing the homosexual subject in iconographic 
terms, but rather in terms of “ways of making.” The 
masculine heterosexual character innate to art’s 
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forms and expressions (its “butch affectation”) would 
be combated by “feminine affectations” of the sort, 
for Gumier Maier, enacted by the figure of the “sissy 
faggot”. Hence, Schiliro cross-dressed the “body” of 
sculpture with materials from the (feminine) 
“domestic universe” (wash basins and dishware) and 
with decorative elements (accessories) like acrylic 
and glass beads; (Fig. 1) Marcelo Pombo “beautified” 
object trouvés and readymades, and subverted the 
expansive, gestural, and potent (masculine) nature of 
the expressionist drip painting by means of his own, 
measured, delicate, and “cosmetic” drip; (Fig. 2)53 
Gumier Maier replaced the scientificism of the 
constructivist avant-garde’s colors and cut 
rectangular frames with random tonal combinations 
(logic and reason replaced by irrational “taste”) and 
with frames with curved and swirl-shaped moldings 
(the ornamental); (Fig. 3) and Feliciano Centurión 
replaced professional painting’s canvas-stretcher 
support and themes with the intimate, homey, and 
emotional canvas-blanket and with “banal” floral 
iconography (Fig. 4).54  
 

 
Fig. 2. Marcelo Pombo, Cepita, 1994, acetate ribbons and 
acrylic on juice pack, 19,5 x 9,5 x 6 cm. 

 
 
Fig. 3. Jorge Gumier Maier, Untitled, 1992, acrylic on 
hardboard with inclusions, 140 x 192 cm.  

 

 
 
Fig. 4 Feliciano Centurión, Daisies, 1994, Paint on blanket 
with crochet inclusions, 250 x 200 cm.  

 
Maricas (Faggots) clearly contradicted the curatorial 
agenda that Gumier Maier had constructed over the 
course of six years. His position on the homosexual 
question and on art was displaced, if not 
undermined, by that show. If, in 1993, it was possible 
for Gumier Maier to overlook his differences with 
Arning out of his enthusiasm about holding an 
international show and his hope to make contact 
with the North American art field, those differences 
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must, by 1995, have been glaring enough to cause 
considerable discomfort. It would seem, then, that 
the homophobic reactions to the works in Maricas 
(Faggots) by the employees at the cultural center 
provided an “elegant” excuse to take down the show 
and, thus, safeguard the identity of the Galería del 
Rojas.  
 
Traducción: Jane Brodie 
 

Notas 
                                                 
* This essay is a revised version of “Maricas en Buenos 
Aires. Tensiones entre el campo artístico y el campo 
sociocultural” presented at Exhibir y narrar el arte 
Latinoamericano / Latino- Grounds for Comparison: 
Neo-Vanguards and Latin American/U.S. Latino Art, 
1960-90, a project organized by Dr. Andrea Giunta and Dr. 
George Flaherty at the Center for Latin American Visual 
Studies (CLAVIS)-University of Texas at Austin, with the 
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