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periédicamente a la pintura en blanco y negro y realizé esta serie de
veiniidés pinturas a lo largo de casi cincuenia afios. Esia secuencic—
que se expone en su lolalidad por primera vez con ocasidn de esia
muesiiac—revela la clara inteligencia de la pintura abstracta de
Carmen Herrera y dfirma la elegancia espirival de su arie.
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de esta serie se destacara la obra de arfistas de origen latino-
americano quienes han hecho una coniribucién importante pero
cuya obra no ha recibido el merecido reconocimiento en los
Estados Unidos. A la vez que fomenta el estudio de la produccion
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NOTES
FOR AN
EXHIBITION

Carmen Herrera's art is characterized by radiant planes
of color counterposed in sharp, simple, and sophisticat-

=

ed geometric compositions. This exhibition, however,

comprises only her black-and-white paintings, executed
in short sequences of two or three examples from the transitional
slages between one chromatic series and the next. Working in
black-and-white allows the artist to deiach herself from the
demands and seduction of color, and so o concentrate on the
constructive elements of the image. Each sequence would be fin-
ished when she "felf the need for color arising anew."! Executed
between 1951 and 1989, these works reflect the development of
her visual thinking and represent the ascetic and spiritual essence
of her vocabulary.

Carmen Herrera's arfisfic lineage is extensive. The classical feeling
of her painting situates her work within a geometric fradition that
runs from the vanguard artists of the beginning of the century, such
as Piet Mondrian, Kasimir Malevich, Theo van Doesburg, and
Max Bill, to Barnett Newman, Ad Reinhardt, Ellsworth Kelly and
Frank Stella. Her work also falls within the geometric currents that
arose by 1934 with the Universalismo Constructivo of Joaguin
Torres-Garcia in Uruguay, and in 1945 and 1946, respectively,
with the Asociacion Arte Concretarinvencién and the Grupo Mad,
in Argentina, seminal movemenis for the consfructivist legacy in
Latin America which developed fully at the continental level in the
1950s with such arfists as Alejandro Otero (Venezuela), lygia
Clark (Brazil), Mathias Goeritz {Mexico), and Eduardo Ramirez
Villamizar (Colombia). Despite the extensive affiliation of Carmen
Herrera’s work, she distinguishes herself through a particular sensi-
bility, as Hilton Kramer indicated in a 1965 review in the The
New York Times:

Within the limits of the geometric and hard-edge modes, a
painter’s success often depends on a correct gauging of what
personal innovations are possible within the impersonal con-
ventions of these styles. Miss Herrera shows a canny under-

THE
BLACK-AND-WHITE
PAINTINGS OF
CARMEN HERRERA

standing of this problem, and is thus able to confer something
distinctly her own on a pictorial realm now widely and expertly
practiced.?

Three cultural worlds—Paris, New York, and Havana—interiwine in
Carmen Herrera's personal life and, in various forms, in the evolu-
fion of her work. She was born inio a family of intellectuals in
Havana, Cuba in 1915. Her father was the publisher of £ Mundbo,
a newspaper in Havana, her mother, a journalist. As a young gi,
she took private art lessons from J. F Edelman, direcior of the
Academia de San Alejandro in Havana, where Amelia Peldez
[1896-1967), an early figure of modem painting in Cuba, stud-
ied. Because of the close friendship between the Peldez and
Herrera families, Amelia was a constant presence in Carmen's life.
Though there is no formal connection between their painfing, their
paths frequently cross; both women developed as artists in Paris of
the early 1930s and were close to the avantgarde of the period;
both had a brief sojourn at the Art Students Lleague in New York
(with no discernable impact on their work). Both females and Lafin
Americans, they shifted culiural milieus with the fluid, cosmopolitan
spirit of modernism. Nonetheless, the difference between their pic-
torial styles reveals an important distinction: whereas Peléez incor-
porated vernacular elements into her work, Herrera maintained the
nonreferential parameters of concrete art.

In the early 1930s, Carmen Herrera completed her studies in painting
and art history at Marymount College in Paris. That was an imporiant
period for concrete art, following intemational pioneering efforts such
as the Cercle ef Carré, founded in Paris in 1929 by Michel Seuphor
and Joaquin Torres-Garcia, joining soon after with Abstraction-
Création (1931-1936). Of different generations but similar ariistic
inclinations, Torres-Garcia, Amelia Peléez, and Carmen Herrera
were in Paris logether at the beginning of the decade. The influences,
direct and indirect, and the course upon which each was soon fo
embark, are a melaphor for the complex artisic genedlogies that
came info being among the European and American avantgardes.
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On her return to Cuba around 1935, Carmen Herrera entered the
University of Havana School of Architecture. Alihough the socidal
upheaval in Havana inhibited her ability to practice, the experi-
ence had a marked impact on the subsequent development of her
work. The harmony, the siudy of proportion, the conception of
space, and the abstract thought intrinsic fo the discipline were con-
cerns that evolved rapidly in her painting. In her architectural inter-
est she coincides once again with Amelia Peléez and again the
differences stand out: In Peléez’s work, Havana architeciure has an
intimate, decorative, volupiuous presence while in Herrera's it is
confrolled, consfructivist, and spare.

In the mid-1930s, Carmen Herrera participated in Havana’s vigor-

ous cultural life as a member of an informal group of painters, poets,
and wiiters like Alfredo lozano and Cundo Bermidez, who were
organizing recitals, soirées, and exhibitions in the city. When she
was twentythree, she married Jesse Lloewenthal with whom she went
io New York in 1939. There she iook classes for two or three years
with the painter John Corvino at the Art Siudenis League. Except for
her admiration of the work of Georgia O'Keeffe and Stuart Davis,
this first phase in New York did not live up 1o her expectations of find-
ing a provocative ambiance of modermist art. It was not uniil her
return to Paris, where she lived from 1948 o 1954 that she found
one that was artistically stimulating for her {curiously, Ellsworth Kelly
who, like Carmen Herrera, painted his first hardedge canvas in
1951, lived in Paris during that same period).

Paris remained the main center of European art dfter the war;
though abstraction did not receive official recognition—which was
partial toward the figuration of Picasso, Matisse, and Balthus—it
did obtain the backing of a small group of galleries and crifics.
With the Art Concret exhibition, organized by the Galerie René
Diouin in 1945, the domain of the consiructivist mode was
sirengthened; such artists as Piet Mondrian, Theo van Doesburg,
Wassily Kandinsky, Sophie TaiberArp, Jean Arp, and Antoine
Pevsner were participants. This position was sustained by the
Salon des Réalités Nouvelles? organized annually by Fredo Sides
(beginning in 1946) with the aim of showing abstract, concrete,
constructivisi, and nonrepresentational currents banned as “deca-
dent” by the Nazi regime during the German occupation. Carmen
Herrera showed at this historic salon each year from 1949 fo
1952. The international thrust of this event—bringing together
artists from as many as eighteen countries—encouraged her io ven-
ture beyond the “romantic absiraction” that she feels predominated
in her work of that period.4 She sef out to achieve a purer mode,
closer to the canons of concrete art:

We are inaugurating the period of pure painting by constructing
the spirit form: the period of concretization of the creative spirit.
Concrete painting, not abstract, because there is nothing more
concrete . . . than a line, a color, or a surface.5

The purpose was to eliminate all referential aspects, in the hope of
foregrounding the autonomy of pictorial elements as redlity itself.

Carmen Herrera's first black-and-white works—Diagonal, Verticals,
and Untitled—were painted between 1951 and 1952 in Paris. In
them, the contrast between planes virtually separated by a divid
ing line composed of opposing black and white stripes constitutes
the basis of the painting’s surface organization. In these early
works, Carmen Herrera brings the frontiers of line, form, and
space info an ambiguous relation between negative and positive.
The pictorial elements produce an optical rhythm that is a sec
ondary, uninfentional substratum. Her fundamental concem is to
achieve a high degree of complexity through economy of
resources. The precision of these paintings, the simplicity of their
geometric structure, and the austere use of color prefigure not only
the more simplified solutions of her subsequent work, but also antic-
ipate optical and kinefic art and minimalist hard-edge painting
which was in vogue in New York in the 1960s with such artists as
Ellsworth Kelly, Frank Stella, Kenneth Noland, and Leon Polk Smith.

In 1954, Carmen Herrera moved to New York when Abstract
Expressionism was at its peak. Her new works modulated space
on a basis of ambivalent relations of harmony and tension in which
color plays a dominani role. Pictorial space is constructed upon
two chromatic planes, opiically divided by a subfle geometric pat
tern that combines symmeiry and asymmetry, as in the case of Red
on Red (1959). The color in her paintings is flat and solid in con-
iradistinction to Barnett Newman's or Mark Rothko's modulated sur-
faces but, like theirs, conceives art as a meditated act in which a
sense of order reigns:

The initial point of depariure in my work is a process of organiza-
tion that follows the dictates of reason. The visual execution is con-
tained within the lafitude allowed by the order so esiablished. It is
a process that must choose, among innumerable possibilities, the
one that balances reason and visual execution.®

As in the case of many modernist painters, geomelry evokes a spir
itual dimension in Herrera’s work. While not sharing the interests of
the Absiract Expressionists in the ritual will of primitive thought, her
work displays a unity that developed over time like a personal
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meditation.” It is a process of reflection that constantly revisits sub-
fle problems of form, siructure, surface, color, and harmony.
Although some of her works derive from personal experiences, the
references are not explicit, as in Yesterday {1987), prompled by
grief for two dead friends, or Fscorial (197 4), inspired by both the
minimalist design for the Royal Palace of the Escorial in Madrid
and the forlure gridiron of Saint lawrence. There is a dramatic
affinity belween the starkness and precision of these paintings and
Zurbaran's chiaroscuro, as well as the symbols of the seventeenth-
century Spanish Catholic church. In this sense, despite the appar-
ently impersonal aspect, color in her painting—including the black-
and-white works—suggesis emotional conient.

In contrast with the more cosmopolitan experience of arfistic life in
Paris, Carmen Herrera found herself confronted on her return to
New York by the disadvantages of being a woman arfist and a
Latin American. Although her work was favorably received by crit-
ics like Dore Ashton, Hillon Kramer, and Emily Genaver, she exhib-
ited only sporadically. She had no more than four one-person
shows between 1956 and 1985, the year in which the Allernative
Museum of New York gave her a selected refrospective. Despite
her intellectual offinity with close friends like Leon Polk Smith and
Benjomin Bennot—a painter of Russian descent who was very
influential on her—the benign neglect of women artists prior fo the
ascension of the feminist movement caused her o work in solifude.
"All artists live in exile of one kind or another,” she says.8

Carmen Herrera’s personal exile caused her 1o occupy an
ambivalent place in the coniext of both North American and latin
American art. She belongs, from various cultural and personal
standpoinis, fo an infernational tradifion. Yet at the same lime, she
remains isolated, faithful to a modernist mode which, in her indi-
vidual case, went from being a shared cosmopolitan adventure to
that of a vocation pursued in an infimate manner.

Balancing reason and harmony, Carmen Herrera raises her paint-
ings to a zenith of asceficism and precision. In this sense, the
black-and-white series speaks eloquently of the purily, subllety, and
control exercised by her vision throughout her career.

CAROLINA PONCE DE LEON
Curator
E Museo del Barrio
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1 Carmen Herrera, interview by the author, 1997.

2 Quoted in Carmen Herrera: A Relrospective 1051-1984 [New York: The
Alternalive Museum, 1985), p. 6.

¥ Moszynska, Anna, Abstract Art [london: Thames & Hudson, 1990), p. 120.
4 Camen Herrera, interview by the author, 1997.

3 Wassily Kandinsky and Jean Arp, quoted in Kristine Siiles, “Geometric
Abstraction” in Stiles, Kristine and Peler Selz, ed., Theories and Documents of
Conlemporary Art: A Sourcebook of Artists’ Whilings (Berkeley: University of
Cdlifornia Press, 1996), p. 63.

® Quoled in Carmen Herrera: A Relrospective 1951-1984 (New York: The
Allemnative Museum, 1985}, p. 4.

7 Hesse, Thomas, Bamett Newman [New York: The Museum of Modem A, 1971} p. 61.

8 Interview in Ariists in Exile: Carmen Herrera, prod. and dir. Ray Blanco, 30 min.,
Cutting Edge Entertainment, Inc., Plainfield, N.J., 1994,
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NOTAS
PARA UNA

EXPOSICION

la obra picidrica de Carmen Herrera, redlizada a lo
largo de cincuenia afos de vida arfisfica, se caracieriza
por sus radiantes planos de color contrapuesios en com-
posiciones geomélricas, claras, sencillas y sofisticadas.

Esta exposicion, sin embargo, solo redne sus pinturas en blanco y
negro, pintadas en breves secuencias de dos o tres cuadros en las
etapas de transicion enire una serie cromdtica v ofra. Para la
arfisia, frabajar en blanco y negro le permite distanciarse tanto de
las exigencias como de la seduccién del color para concentrarse
en los elemenios consiructivos de la imagen. Concluio cada
secuencia cuando “senfia nuevamente la necesidad del color'!
Realizadas enire 1951 y 1989, esias obras reflejan ef desarrollo
de su pensamiento visual y representan la esencia ascéfica v espi-
ritval de su vocabulario.

El linaje arfistico de Carmen Herrera es amplio. El senfido clasico
de su pintura sitda su obra dentro de una tradicidon geométrica que
incluye desde artistas de las vanguardias de comienzos de siglo
como Piet Mondrian, Kasimir Malevich, Theo van Doesburg vy
Max Bill hasta Barmett Newman, Ad Reinhard, Ellsworth Kelly v
Frank Stefla. Su obra también se inscribe dentro de las corrientes
geoméfricas que surgen a partir de 1934 con el Universalismo
Constructivo de Joaquin Torres Garcia en el Uruguay, y en 1945
y 1946, respectivamente, con la Asociacion Arte Concreto-
Invencion y el Grupo Madi en Argentina, movimientos seminales
para el legado consiructivista en América latina, que se desarrolla
plenamente a nivel continental en los afios 50 con artistas como
Alejandro Otero (Venezuela), lygia Clark (Brasil), Mathias Goeritz
[México), y Eduardo Ramirez Villamizar (Colombia). Pese a la
extensa dfiliacion de la obra de Carmen Herrera, ésia se distingue
por su sensibilidad particular, como lo ancta Hilton Kramer en una
resefia en el New York Times en 1965:

Deniro de los limites de las modalidades geoméiricas y "hard-
edge”, el éxilo de un pintor con frecuencia depende de una va-
loracién correcia de cudles innovaciones personales son posibles
deniro de las convenciones impersonales de estos estilos. Carmen

LAS

PINTURAS EN

BLANCO Y NEGRO

DE CARMEN HERRERA

Herrera muesira una comprensién aguda de este probleme, y por
lo tanto es capaz de conferir algo distinciivamente propio en un
~ I h

campo picidrico praciicado amplicmente v con excelencia.?

Tres mundos culturales—Paris, Nueva York y la Habana—se enire-
lazan a través de la vida personal de Carmen Herrera y marcan,
en diversas formas, el desarrollo de su obra. Neacié en la Habeana,
Cuba, en 1915, en el seno de una familic de inteleciuales. Su
padre era el direcior del periddico £l Mundo de la Habana v su
madre, periodisia. Siendo nifia, recibié clases de arfe privadas
como discipula de |. F Edelman, el recior de la Academic de
San Alejandro de
(n. Cubo, 18906-1967), precursora de la pintura moderna en
Cuba. Por vinculos de amistad enire sus familias, Amelia Peldez,

la Habana, donde esiudic Amelic Pelaez

diecinueve afos mayor, liene una presencia consianie en la vide
de Carmen Herrera. Aunque no exisie un nexo formal enire sus
obras, sus caminos coinciden frecuentemenie; ambas se forman
arfisticamente en Parfs a comienzos de lo década del treinia vy
conocen de cerca la aventura de las vanguardias de la époce:
ambas hacen una coria estadia en el At Students league de
Nueva York {sin el mayer impacic en sus obras). Ambas son artis-
tas, mujeres v latinoamericanas que cambian de escenario cultural
con la fluidez del espiritu cosmopolita del modernismo. la diferen-
cia enire sus estilos picidricos revela, sin embarge, una imporfante
distincion  artistico: mienfras  que Peléez incorpora elemenios
vernaculos a su obra; la de Carmen Herrera se mantiene dentro de
los parémetros no-referenciales del arfe concreto.

A comienzos de la décado del treinia, Carmen Herrera concluye
estudios de pintura ¢ historia del arte en el Marymount College en
Paris. s una época importante para el arte concreto a raiz de ini-
ciativas internacionales como Cercle et Carré, fundado en 1929
en Paris por Michel Seuphor y Joaquin Torres-Garcia, que se une
lvego a Abstraction-Création (1931-1936). Aunque de genero-
ciones distintas pero de inlereses artisticos ofines, Torres-Garcioa,
Amelia Pelaez y Carmen Herrera coinciden en Paris o comienzos
de la década. las influencias, directas o indirecias, vy los rumbos
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que cada uno toma luego, son una metdfora de las complejas
genedlogias artisticas que se formulan enfre las vanguardias
europeas y americanas.

A su regreso a Cuba, c. 1935, Carmen Herrera se inscribe en la
Escuela de Arquitectura de la Universidad de la Habana. Aunque
no ejercio la profesién debido al tumulio social que afeciaba a la
Habana, estos estudios ejercen una notable influencia en el desa-
rrollo posterior de su obra. la armonia, el estudio de las propor-
ciones, la concepcion del espacio y el razonamiento abstracto
inherentes a la disciplina, son infereses que se desenvuelven luego
en su pintura. Su interés en la arquitectura coincide de nuevo con
Amelia Peléez y nuevamente se distinguen las diferencias: en la
obra de Pelaez la arquitectura habanera fiene una presencia
intimista, decorada, voluptuosa; en la de Carmen Herrera, es con-
frolada, constructiva y escueta.

A mediados de los afios 30, Carmen Herrera participa en la gran
actividad cultural de la Habana como parte de un grupo informal
de pinfores, poefas y escritores, como Alfredo lozano y Cundo
Bermidez, quienes organizan recitales, tertulias y exposiciones en
la ciudad. A los veintiirés afios, contrae matimonio con Jesse
loewenthal con quien vigja a Nueva York en 1939. Asiste por
unos dos o tres afios al Art Students league siguiendo las clases
del pintor John Corvino. Salvo su admiracion por las obras de
Georgia O'Keeffe y Stuart Davis, esta primera efapa en Nueva
York no cumple con sus expectativas por enconirar una atmésfera
estimulante en el arfe modemo. No fue sino hasta su regreso a
Paris, donde vive de 1948 a 1954, cuando encuenira un am-
biente arlistico alentador para ella {curiosamente, Ellsworth Kelly,
quien como Carmen Herrera pint6 su primer cuadro "hard-edge”
en 1951, reside en Paris en esos mismos aios.)

Después de la guerra, Paris sigue siendo el centro més importante
para el arte evropeo. El arfe abstracio recibe—si no el apoyo ofi-
cial, mas inclinado hacia las figuraciones de Picasso, Matisse y
Balthus— si el respaldo de un pequeiio grupo de galeristas y criti
cos. la corriente geométrica consolida su dominio con la exposi-
cién Art Concret, organizada por la Galerie René Drouin en
1945. En ella participan artistas tales como Piet Mondrian, Theo
van Doesburg, Wassily Kandinsky, Sophie TaiiberArp, Jean Ay
Antoine Pevsner. Esta iniciativa fue prolongada por el Salon des
Réalités Nouvelles,3 organizada anualmente por Fredo Sidés a
partir de 1946, con el propésito de exhibir arte abstracto, con-
creto, constructivista y noepresentacional, tendencias proscritas
por “decadentes” por el régimen nazi durante la ocupacion ale-
mana. Carmen Herrera participa sucesivamente de 1949 a
1952 en este salén histérico. La ambicién internacional de este

evento—alcanza a reunir a artisias de més de dieciocho paises
—la anima a ir més alla de la “abstraccién romdntica” que ella
siente que predomina en su trabajo de enfonces. Se propone lle-
gar a una modalidad mds pura y cercana a los postulados del
arfe concrefo:

Inauguramos el periodo de la pintura pura constuyendo la forma
espiritu: la concretizacién del espiritu creativo. La pintura concre-
ta, no la abstracta, porque no hay nada mds concrefo. . . que

una linea, un color o una superficie.5

El proposito es eliminar todos los aspecios referenciales, en aras
de dfianzar la autonomia de los elementos pictéricos como reali-
dad misma.

las primeras obras en blanco y negro de Carmen Herrera—
Diagonal, Verticals y Sin fitlo—fueron piniadas entre 1951 y
1952 durante este periodo parisino. En ellas, la superficie del
cvadro esid organizada con base al conlraste entre planos sepa-
rados virtualmente por una linea compuesia por la oposicion de
franjas de negro y blanco. En estas obras tempranas, Carmen
Herrera lleva los limites entre linea, forma y espacio a una
ambigua relacion entre el negativo y el positivo. Los elementos pic-
foricos producen un ritmo éptico que es un substrato secundario y
no infencional. Su interés primordial es alcanzar un alio grado de
complejidad mediante la economia de recursos. la puntualidad
de estas pinturas, la simpleza de su estruciura geométrica y la aus-
teridad en el uso del color no solo prefiguran las soluciones ain
mas simplificadas de su obra posterior, mds imporiante adn: anti-
cipan el arte dptico, cinéfico y la pintura minimalisia "hard-edge”
que fuvo un auge en Nueva York en los afios 60 con artistas como

Elisworth Kelly, Frank Stella, Kenneth Noland y Leon Polk Smith.

En 1954, Carmen Herrera se trasladd a Nueva York en pleno
apogeo del expresionismo abstracto. Sus nuevas obras modulan
el espacio con base a relaciones ambivalentes de armonia y de
tension en las que el color juega un rol preponderante. El espacio
pictérico se construye sobre dos planos cromdticos, divididos opti-
camenfe por un dibujo geométrico suiil que combina simetria y
asimefia, como en el caso de Red on Red [Rojo sobre rojo]
(1959). El color en sus pinturas es plano y sélido a diferencia de
las superficies moduladas de Bamett Newman o Mark Rothko
pero, como ellos, concibe el arte como un acto meditado en el
que prima una nocién de orden:

El punto de partida inicial en mi rabajo es un proceso de orga-
nizacién que sigue los dictados de la razén. la ejecucion visual
se contiene dentro de la latitud que permite el orden establecido.
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YESTERDAY
AYER

1987

acrylic on canvas

acrilico sobre lienzo

48 x 60 in.

THE HOUR
LA HORA
1987
aciylic on canvas

aciilico sobre lienzo

42 x 42 in.
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Es un proceso en el cual uno
debe escoger, dentro de las innv-
merables opciones posibles, una
que equilibra la razén y la ejecu-
cién visual @

Al'igual que para muchos pintores
modernistas, la geometric con-
fiere una dimension espiritual en
la obra de Herrera. Aunque no
comparte los intereses de los
expresionistas abstractos por la
voluntad ritval del  pensamiento
primilivo,” su obra es una unidad
que se desarrolla en el tiempo
como una mediiacién personal.
Es un proceso de reflexion que
reforna sobre

sutiles problemas de forma, estruc-

tura, superficie, color y armonia.

Aunque algunas de sus obras parten de experiencias personales,
las referencias no son explicitas, como Yesterday [Ayer](1987),
tras la cual procesa el duelo por dos amigos fallecidos, o Escorial
(1974), inspirado en el disefio minimalisia del Palacio Real del
Escorial en Madrid y en la parilla del martiio de San lorenzo.
Por la austeridad y la precision de estas pinturas, se percibe un
dramatismo afin al claroscuro de Zurbarén y a los simbolos de la
iglesia catélica espaiiola del siglo XVII. En este sentido, a pesar
de la apariencia impersonal, el color en su pintura—incluso en las
obras en blanco y negro—sugiere un contenido emocional.

perpetuamente

En contraste con la experiencia mas cosmopolita de la vida artis-
tica parisina, Carmen Herrera se ve confroniada a su regreso a
Nueva York por las limitaciones de ser arfista mujer y latinoameri-
cana. Aunque su pintura fue recibida favorablemente por crificos
como Dore Ashion, Hilion Kramer y Emily Genaver, la artista
expone esporddicamente. Sélo realiza cuatio exposiciones indi-
viduales entre 1956 y 1985, aiic en que se lleva a cabo una
muestra retrospectiva en el Alternative Museum de Nueva York. A
pesar de su dfinidad intelectual con amistadas cercanas como
Leon Polk Smith y Benjamin Bennot—un pinfor de origen ruso muy
influyente en su obra—el “benign neglect” profesado hacia las
mujeres artistas en épocas anteriores al movimiento feminisia, la

1 UNTITLED

1660

8 ccrylic on canvas

sleo v acrilico scbre lienze
B 18x28in

12

lleva a trabajar en soledad.
. . .

Todos los artistas viven una
forma u ofra de exilio”8, dice.

£l exilio personal de Carmen
Herrera la lleva a ocupar un lugar
ambivalente tanto en el contexto
del arte norfeamericano como en
el latinoamericano. Desde dife-
rentes perspectivas culturales 'y
personoles pertenece a una tradi-
cién infernacional. Pero a la vez,
se manfiene aislada, leal a un
proyecfo modemisia que, en su
caso individual, pasd de ser una
aventura cosmopolita compartida
a ser una vocacién ejercida
de manera intima. Balanceando
razén y armonia, Carmen Herrera
lleva sus pinturas a un grado
méximo de ascefismo y precision. En este sentido, la serie de pin-
juras en blanco y negro habla elocuentemente de la pureza, sufileza
y control que ejerce su vision a lo largo de su trayecioria.

CAROLINA PONCE DE LEON
Curadora
El Museo del Barrio

NOTAS
1 Carmen Herrera, enirevisia con la autera, Nueva York, 1997.

2 Citado en Carmen Herrera: A Relrospective 1951-1984 (Nueva York: The
Alternative Museum, 1985}, p.6.

3 Anna Moszynska, Abstract Art, (londres: Thames and Hudson tid., 1990}, p.120.
4 Carmen Herrera, entrevisia con la aufora, Nueva York, 1997.

5 Wassily Kandinsky v Jean Arp, citado en Krisfine Stiles, “Geomefric Abstraction”
en Stiles, Kristine and Peter Selz, ed., Theories and Documents of Contemporary
Art: A Source Book of Artists Wiitings {Berkeley: University of California Press,
1996), p. 63.

6 Citado en Carmen Herrera: A Relrospective 1951 - 1984 [Nueva York: The
Allernative Museum, 1985) , p. 4.

7 Themas Hesse, Bameit Newman , (Nuava York: The Museum of Modem A, 1971}, p. 61.

& Entrevisla en Arists in Exile: Carmen Herrera, prod. y dir. Ray Blanco, 30mn.,
Cuiting £dge Enteriainment, Inc., Plainfield, NJ., 1994.




HITE AND BLACK
BLANCO Y NEGRO

|

1961

acrylic on canvas
acilico sobre lienzo
48 x 48 in.
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UNTITLED
SIN TITULO
1971

acrylic on canvas

acrilico sobre lienzo

50 x 22 in.
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CARMEN

IN THE CONTEXT

OF

MODER

HERRERA

N

PAINTING

IN CUBA

Modemist painting arrived in Cuba in February of 1927,

when Victor Manuel Garcia (1897-1969) exhibited his

canvases at the Asociacién de Pinfores y Escultores in

Havana.! He had been in Paris since 1925. Garcia's can-

vases, which shocked his Cuban audience in 1927, today
seem tame, fraditional pictures of girls and landscapes, bearing the
influence of Gauguin and Modigliani. Between 1927 and 1938,
all of the leading painters and sculpiors associated with modernism
returned fo Cuba (Fidelio Ponce being the exception—he never lefi
the island), and exhibited their work.2 This group included the
painters Eduardo Abela {1889-1965), Amelia Peléez (1896—
1968), Fidelio Ponce (1895-1949), Carlos Enriquez (1900~
1957), and Marcelo Pogolotti {1902-1988). Abela’s work of the
late 1920s and 1930s dealt with typical Cuban genre subjecis:
the life of the guaiiro [peasant] in the couniryside, and various
aspects of AfroCuban cullure. Stylistically he moved from o poetic
expressionism that owed much to Pascin, to a flat and linear visual
vocabulary straight out of the lialian Primitives. Abela’s content was
always idyllic; he reserved his crifique of Cuban reality for his polit
ical cartoon El Bobo. Fidelio Ponce, the one artist of this generation
that never went overseas, was a homegrown expressionist. An
admirer of El Greco (whose work he knew through reproductions),
he painted images with fonal, impastoed compositions in which the
figures, be these tuberculosis victims, saints, or children, seem
frapped in an environment of melancholy and desolation. Carlos
Enriquez brought to Cuban painting the formal influences of both
the ltalian Futurists and French Surrealism, although filtered through
a personal temperament obsessed with what the artist termed a
“romancero criollo” creole ballads). In his “romancero” the Cuban
countryside, its inhabitants, and its folklore come together or apart
in a violent, erotic embrace. 3

Without a doubt, Amelia Pelaez received the most thorough and
varied arlistic training among the early modem painters in Cuba.
Peléez finished the traditional course of study at the Academia San
Alejandro.4 At the Academy Peldez became a prolegée of the

AR OSSR TIREAT S T e e e
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painter leopoldo Romariach {1862-1951). Romaiiach painted in
a slyle reminiscent of Impressionism, particularly its ltalian version
as found in the Macchidioli painters. What was important about
Romafiach’s pedagogy was his open mind and his encourage-
ment of his students to investigate new art forms, even when these
were incomprehensible to him.3

Alter graduating from San Alejandro, Peléez attended the Art Students
league of New York for six months, and in 1927 she departed for
Paris, where she stayed unfil 1934 when she retumed io Cuba. In
Paris, Peléez not only encountered modem painting firsthand—from
Cézanne to Picasso—but she also studied privately with the Russian
Constructivist painter and stage designer, Alexandra Exter.6

Alter Pelaez relumed to Cuba, she developed a unique painfing
slyle that adapted the Synthetic Cubist reconstruction of space to
a more fluid organization of forms within the canvas. Peldez
absorbed both the coloristic lessons of Matisse and the use of
impastoed textures from expressionisis such as Chaim Soutine. Her
reencounter with the environment of her childhood and youth: nec-
colonial architeciure, with its stained glass fanlights and iron grill
work, her mother’s kitchen with its iropical fruits and vegetables, the
family garden with its exofic flowers, all of this concrele, material
experience helped crystallize her art. Pelaez’s silllifes are abstrac-
fions where color and shapes are engaged in a formal dance
charged with symbolic overtones.

Marcelo Pogolotti was active as a painter until 1938, when he
became blind. His limited output was produced from 1928 to
1937. like Peldez, Pogolotti studied at the Art Students league of
New York, and lived and worked in both lialy and France. As
early as 1928 he was experimenting with geometric abstraction,
followed by Surrealist experiments. By the early 1930s he had
encountered Marxism and was reflecting social concerns in his
drawings and paintings. Although he was involved with the lialian
Fulurists until 1934, that year he joined the leftwing Association




es Ecrivains et Arlistes Révolutionaires in Paris. Pogolotti's mature
paintings {1934-1937) adapted the aesthetic of Fernand Léger,

with its emphasis on the machine. Marxism coniinued fo be ihe
foundation of his work. Pogolotii's concept of absiraction has much
in common with Trotsky's, as expressed in Manifesio: Towards o
Free Revolutionary Art of 1938-—ihai revolutionary consciousness,
and the revolution itself, needs an art of the most revolutionary of
forms: namely, abstraction.”

A figure of importance in the general discussion of modern painiing
in Cuba is Wifredo Lam {1902-1982). Although this ariist never
practiced abstraction in the most radical of forms, he was a member
of the Surredlist movement, providing an infernational context for his
art, as well as cosmopolitan coniacis beyond the island.

A peripheral figure who fits between the firsi and second genera-
fions of modern painters in Cuba was Enrique Riverdn (b. 1902).
Riverén was known in latin America from the 1920s through
1950 as a caricaturist and illusirator. However, as early as 1921
he started io exhibit his serious efforts in painiing. Starting in the
late 1930s, Riveron was the first painter in Cuba to take up non-
objective art. For the next two decades he produced small scale
paintings, col]oges, and drowings that expiored the relc'rionship of
color and forms without any reference to reality. Alihough his pic-
torial vision was not consistent, he was the first recognized absiract
painter within the contexi of Cuban modern painiing.

Carmen Herrera belongs to what is generally defined as the sec-
ond generation of modern ariists in Cuba; these are artists born in
the decade of the 1910s. Some of them have been classified as
the Escuela de la Habana by ciitics such as José Gémez Sicre
and Guy Pérez Cisneros. Members of this generation included
arfists René Porfocarrero (1912-19806), Mariano Rodriguez
(1912-1988), Alfredo lozano {1913-1997), and Daniel Serra
Badué {1914-1996). From this generation only three are alive at
the writing of this essay: Cundo Bermidez (b. 1914), Mario
Carreno |b. 1914}, and Carmen Herrera {b. 1915).

The maijority of these artisis” works stayed within figurative parame-
ters. Carreiio painted in a geomeiric slyle during the 1950s, and
lozano's sculpture became abstract around 1954, remaining so until
his death. This places Herrera in a unique position within Cuban art;
she was the first artist to develop and sustain a pure, abstract siyle.

Most important for an ariist like Carmen Herrera was the example of

Amelia Pelaez. Peléez gave up marriage and children af a fime when

these defined the ideniity of @ woman, parficularly in a Latin American
couniry, deveting herself enfirely 1o her art. The centrality of color within
Peléez's painting was dlso important in Herrera's own use of color in
her work. She was a powerful example for charting one’s own course.

In 1939 Carmen Herrera seitled in New York. Through her hus-
band, Herrera became a good friend of the Absiract Expressionist
painter Barnett Newman. In the 1940s Newman was going
through a dry period in his own work, yet conversing with him was
always stimulating: “We spoke about the nature of abstraction, its
very essence. Barney felt strongly that absiraction needed a mytho-
logical or religious basis; I, on the other hand, wanted something
clearer, less romantic and dark.”8 It was also in New York that she
befriended the painter leon Polk Smith: “We did similar work, and
had embarked on a similar exploration regarding the siructure and
color of painting, and we always had a lot to talk about.”® Even
though she continued 1o travel to Cuba, mainiaining friendships
with artists like Cundo Bermidez, Alfredo lozano, and José
Mijares, the development of Herrera's art afier 1939 would be
closely tied to the city of New York.

By the early 1940s Herrera abandoned sculpture—she had done
a lot of wood carving in Cuba—and focused entirely on painting.
After World War |l Herrera lived in Paris again, and was there ai
the time of the Salon des Réaliiés Nouvelles exhibition. This exhi-
bition was a revelation for the arfist:

The exhibition was a response io the Nazi's anfirmodern siance, and
here you had the many voices that the Third Reich iried io silence; it
was powerful. Everyihing that was in the exhibition was abshact,
geometric, even pre-minimal. Albers’ painiings touched me. | was
able to see more work by the Bauhaus. [ felt that this was the kind of
painting ihai | wanted 1o do. 1 had found my path as a painier.?©

By 1954 Herrera had cemented her visual vocabulary: a rigorous
synthesis of geometric and coloristic concerns, one that is ioo sen-
sual to be minimal, and a color that, for all iis intensity, is never
allowed to overtake the classical siruciure of her pictures:

Color is the essence of my painting. What starls o happen fo it as
you reduce its numbers and come down fo two colors, then there
is a subtlety, an intensity in the way two colors relaie to each oiher.
Yet | am not interested in optical effects as these are simplisiic fo
my mind. For a number of years | have also been interesied in the
form of the painting, working not just with square and rectangular
canvases, but also oblong and oiher shapes.!!
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AVILA

1974
acrylic on canvas
aciilico sobre fienzo

45 x 60 in.

Since the 1950s Herrera has produced a series of painfing only
with black and white: “For me, black and white are colors. | do
not see them as anything but colors. These painfings are about
rigor, about sefting up a challenge for myself as a painfer.”12

s Herrera a minimalist painter? An abstractionist born in Cuba?
Herrera sees herself as a Cuban who is a painter, but regarding the
nature of her painting, the issue is more complicated: “My painiings
somefimes are very bold and filled with risk; other times they are sub-
fle. | see my paintings at a crossroads, they have much in common
with geometry, with minimalism, yet they are neither. To me they are
good paintings that do not fit info easy categories.” 13

Carmen Herrera's work cannot be easily placed within a catego-
ry. Her painfings are oo minimal fo be simply geomeiric, and her
infense use of color is not minimal. Since the early 1950s Carmen
Herrera has been producing a body of paintings that, in its purity
of color and rigor of construction, has few equals in the art of
Cuba and Latin America.

ALEJANDRO ANREUS, PH.D.
Curator
Jersey Cily Museum

NOTES

1 Navarrete, José Anlonio and Ramén Vazquez Diaz, la Vanguardia. Surgimienio
del arte moderno en Cuba (la Habana: Museo Nacional, 1988}, n. pg. This and
all other Iranslations from the Spanish are by the author.

2 |bid.

3 Marlinez, Juan A., Cuban Art & National Identity {Gainesville: University Press of
Florida, 1994}, p. 153.

4 Founded in 1818 by JeanBapliste Vermay, o former student of Jacquesiouis
David, the academy was uniil the 1930s the only siructured art school in the island.
lis program of study was very iraditional, based both on the French {Ecole des
Beaux Aris) and Spanish {Academia de San Ferando] models. Women were
admitted 1o the Academy at the end of the nineteenth cenlury, and by 1920 they
were allowed to draw from nude models.

5 Blanc, Givlio V., Amelia Peldez 1896-1968. A Relrospective {Miami: Cuban
Museum of Art and Culture, 1988), p. 20.

olbid. pp. 24-26.
7 Martinez, p. 161.
8 Telephone interview with Carmen Herrera by the author, January 27, 1998.

9 FuentesPérez, lleana, Ouiside Cuba [New Brunswick: Rutgers Universily Press,
1989), pp. 104-109. Telephone interview with Carmen Herrera by author,
January 27, 1998.

10 Telephone interview wilh Carmen Herrera by the author, January 27, 1998.
1 ibid.
12 |bid.
13 |bid.
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CARMEN
HERRERA

la piniura modernisia llegé a Cuba en febrere de 1927,

cuando Victor Manuel Garcia (1897- 1969} expuso sus  recordana el imprasionismo. sobrs Zmdo
Eecul

cuadros en la Asociacion dv Pintores y res de la s piniores Macchicicli. lo importan

Habana.! Garcia habia

lienzos, que escandalizaren al pit

parecen hoy en dia imdgenss tradicionaies

y paisajes, con influencic de Gauguin v "/‘(‘d iglia

Ponce, quien nunca viajo fuerc del pais. fodos |
“

fores mas imoorton a5 asociados con &l moderaismc en Cuba

regresaron a la isla enire 1927 y

Este grupc incluic o los pintores [a‘uordc Abelc— (1 889-1965;,
Amelia Peldez (1896- IQC)83 05-19491,
Cearlos tnflq\JQL (1900-1957} v /\orwv Pogclom {1902~ orsiructivisic fuso,
1988;. Ei rabajo de Abela niG fraicbo

femas tipicos de género cubario: la vide de
y aspecios de la cultura afrecu 'r:c . En cuanic o Gnice

~ v i Palder desarmlid on 2sii
G G LUDG, raigez Gesarenc Jih 250l
i
i

exprasionismo podiico que le debia mucho ¢ PuSCH‘. S un voCo-

bularic visual planc y finsal tomade direciomente de los piniores

primifivos italiancs. &l confenido de las piniuras de A:
pre idilico, él reservabo su criica de la realidad cubana para sus  texiuras emposiadas de exprasiorisias come Chaim Soutine. Su
caricaturas ooliticas £ Bobo. Fidelic Ponce era un expresionisic L o arquitec
casero. Admirador del Greco (cuva obra corocié a iravés de ic v enrejados

reproducciones), reclizaba composiciones empasiadas y toncles ierro, la cocine de su madre con sus fruios y verduras fropi-
f

donde las figuras viclimas de iuberculosis

ninos—parecen estar airapadas en un ambienie de melancolia
s de Peiéez son Gbs:;o::,or.es

y desolacion. Carlos Enriquez aporid a la pirivra cubana fas in-

d
fluencios formales tanic de los futurisias iialianos como del su- ipan en un baile formal cargade de alu-

rrealismo francés, aunque filiradas o través de un femparamenio
personal obsesionado por lo que &l llamaba el * il

o
l

En su romancero. el campo cubano, sus habii

anc duranie el cu

unen o se separan en un abrazo erdiico v violen

o8

Sin lugar o dudes, Amelia Pelaez recibic

ia ensenanza arii
,

mas compleia y variada de los primeros pintores moderncs an

Cuba. Peldez cursé esiudios complefos

Alejandro, donde s= volvis discipula del cintor teopclde
| ] 1
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ALTERNATIVE BLACK AND WHITE
ALTERNATIVA EN NEGRO Y BLANCO

974

acehe o canvas
acrlico sobre benze
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paciones sociales. Aunque estaba involucrado con los fuluristas
iialianos hasia 1934, ese mismc afio se unié a la organizacion
|4qu1erd|sro Associction des Ecrivains et Artisies Révolutionaires
(Union de escritores vy arlisias revolucionarios; en Paris. los
cuadros maduros de Pogolofii {1934-1937} adaptoron la esté
ca de Fermond léger, cor su énfasis en la maquina. & marxismo
continué siendo la base de su obra. Ei concepto de abstraccion
ogolohl tiene mucho en comin con el de Trotsky, expresado
en el Manifesio: Towards a Free Rev olulionary Arf \/\/\onmasfo
Hacia un Arte Revolucionario Libre] de 1938—segun &l cual la
conciencia revolucionaria y la revolucion requieren de una forma

de arte mas revolucionario: es decir, la absiraccion.”

en la discusion general de la pintira
1982).

este arlisic nunca praciicd la absiraccion en sy forma més rodi-

Uno figuro imporionte

derna en Cuba es V A pesar de que

rede lam [1902-

cal, fue miembro del movimienic surrsaiisio, cor lo tanio su arte

fenia un contexic iniernacional. ademas de vinculos cos mopoliics

maés afla de la isia.

y Cincuenia como caricciurisic
embargs, comenzd a exponsr su Obra picidric
finales de los afcs ireinic. Riverdn se volvié
Cuba en interssarse por hocer arie ncob
guientes dos décadas produ,o pinturas de pegueno formailo,

collages v dibujes que explorctan lo relacién de colores

. . [ )
Sin NQUNG rererencic a l" T""‘lld

no era consistente, se le

to de o pintura moderna

Carmen

generacién de arfistas modernos .

dos enire 1210 y 1920. Algunw e elid han s

como la rsmﬂﬂo de la Habana" por criiicos como Joss Gomez
Sicre v Guy Pérez Cisnercs. Miembros de
incluian a René Portocarrere (1912-1986), Mariano Rodriguez
(1912-1988), Al lozanc {EQIBfIQQ/; y
Badug {1914-1996
ensayo: Cundo , Maric Carren
Inacido en 1914}, v Cormen Herrer ucodo en 1915,

esia generacion

Danial Serrc

escribir  esis

Sélo tres esian vivos al

cincuenta, v las esculluras de lozanc se volvieron absiracias
Y

acic 1954, Esio sitta ¢ Herrera en una posifién nico denirc
del arte cubano; es la primera artisia que descrrollé y maniuve un

stilo absiracic puro.

mc artisic fue imporianie
Peléez renuncié al matri-
s definion o lo

ener hijos en un momenfo cuando esio

icularmente en un pois latinoameri-

la centralidad del

cldez también fue importanie pora

dad de una mujer, part
completamente a su arte.

Herrera en sy ropic— uso del color. Fue un ejemplo poderoso en

cuanic al e i camine.

Carmen

En 193G

Esiodos

maGs

.or, mencs romar-

lezorc v Jo

Herrere esiuv

A principios cuarenic, Herrero obandond ia esculiura—

habia esc en maderc en v se dedico entero-

merie o la pintura. Después de la segunda guerra mundicl, Herrera

volvié Paris y esiuvo olli pora el Salon des Réaliiés

. Esic exposicién fus una revelacion para la artisia:
H

la exposicion era una respuesia @ la posivra ani-modema Nezi,

aqui ienias a los je el Tercer I?c:d‘ traid de silenciar, fue muy

.y i <jr o A
clo Gue esicbe en la exposicion era absiracio, geométri-

co, hasta preminimalisia. las pinturas de Albers me conmovieron.

0o i - i !
Pude ver mas irabajo d ”’ﬂ | Bauhaus. Senti que éste era €l tipo de pin-

tuia que yo queria hacer. Enconiré mi cemino como piniore. <

Para 1954, Herrero habia encontrado su vocabulario visual: unc

sinfesis rigurose de geomeiria v color, & cual es demasiads sen-
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sual para considerarse minimalisia vy, sin embarge, por muy
infenso que sea, el color nunca sobrecoje a la estructura cldsica
de sus cuadros:

£l color es la esencia de mi pintura. lo que empiezo o sucederle
al reducir su némero hasta llegar a dos colores. Entonces hay una
sulileza, una infensidad en la forma en que los dos colores se rela-
cionan entre ellos. Sin embargo no estoy interesada en efecios
dpticos, estos, a mis ojos, son simplisiicos. Durante varios afos
lambién he esiado interesada en la forma de la pintura, frabajan-
do no solo con lienzos cuadrados y reciangulares, sino iambién
oblongos y ofras formas. 1

Desde los afios cincuenta, Herrera ha producido una serie de pin-
turas con solo blanco y negro: "Para mi el blanco v el negro son
colores, no los veo como ofra cosa més que colores. Esias pinturas
son sobre &l rigor, sobre el crearme un reio como pintora.” 2

afs Herrero una pintora minimalisic? 3Es una pintora absiractc

NOTES
Navarrete, josé Anicnio y Vazquez Diaz.Romén., Lo Vanguardio. Surgimisnio det
arfe moderno en Cubo. {la Habona. Museo Nacional 1938). n Pg.

Z fbid.

* Marlinez, Juan A.. Cuban Ari & National Identity. (Gainsville: Unive
Florida, 1994), p. 153

* lo Acodemio fue fundads en 1818 por Jean Baptisie Vernay un oniiguo ¢
onie de Jacqueslouis David. Hasta los afios tieinta era o Gnica escuslo de arle
esiructurada en la isla. Su programa de estudio ero muy izadicional besade en las
Ecoles des Beoux Aris de Froncia y Espafio {Academia de Son Fernando). Se
empezaron a acepiar mujeres o finales del siglo XIX. y para 1920 se les parmutio
dibujar o partir de modelos desnudos

Z Bianc, Giulic V.. Amelia Peléez 1896-1968 A Reirospective. {fiami: Cuban
Nwseum of At and Culture 1988} p 20

nacida en Cuba? Herrerc se ve como una cubana que es piniora,
pero en cuanio a lo naturaleza de su obra, el asunio es mas com-
plicado: “Mis pinturas son a veces muy afrevidas y llenas de
riesgos, ofras veces son sutiles. Veo mis piniuras como en una encru-
cijada, fienen mucho que ver con la geometia, con &l minimalis-
mo, pero sin embargo no son ni el uno, ni el oiro. Yo sienfo que
son buenas piniuras que no caben denfro de categorias faciles.” 2

la obra de Carmen Herrera no se puede categorizar fécilmenie.
Es demasiada minimalisia para considerarse simplemente geo-
métfrica, pero su inlenso uso del color no s minimalisia. Desde los
principios de los afios cincuenia, Carmen Herrera ha estado pro-
duciendo una obra cuya pureza de color y rigor constructivo,
fienen pocos equivalenies en el arfe de Cuba y América lating.

ALEJANDRO ANREUS, P=.D.
Curador

lersey City Museum

tlbd. pp 24-26.
7 Marlinez, p. 161

* Enirewssia telefonica o Carmen Herrera por el avior, enerc 27 de 1998

rez lleana. Outside Cuba. (New Brunswick Rulgers Unwversity Press

1G89) pp 104-109 Entievisia por ieléfone con Carmer Harrero v 2l cutor 27

"~ Enlreviste teleionica o Carmen Hewrera y el outor, enere 27 de 1998
lbid
"2 lbid
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BLACK AND WHITE
BLANCO Y NEGRO
1987

acrylic on canvas
acrilico sobre lienzo
B 72 % 60 n

27
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NEGRO Y BLANCO
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1. UNTITLED

SIN TITULO

1951

acrylic on canvas
acrilico sobre lienzo

48 x 48 in.

2. DIAGONAL

1987, after work from 1952
acrylic on canvas

acrilico sobre lienzo

48 x 48 in.

3. UNTITLED

SIN TITULO

1952

acrylic on canvas,

with painted wooden frame
acrilico sobre lienzo, con
marco de madera pintado
26 x 61.5 in.

Private Collection, New York

4, VERTICALS

VERTICALES

1952

acrylic on canvas

acrilico sobre lienzo

28 x 47 in.

Private Collection, New York

5. EQUATION

ECUACION

1958

acrylic on canvas

acrilico sobre lienzo

24 x 42 in.

Private Collection, New York

EXHIBITION CHECKLIST

LISTA DE OBRAS

6. UNTITLED

SIN TITULO

1960

oil & acrylic on canvas
bleo y acrilico sobre lienzo

48 x 48 in.

7. BLANCO Y NEGRO
WHITE AND BLACK
1961

acrylic on canvas
acrilico sobre lienzo

48 x 48 in.

8. UNTITLED

SIN TITULO

1970

acrylic on canvas
aciilico sobre lienzo

48 x 48 in.

9. UNTITLED

SIN TITULO

1971

acrylic on canvas
acrilico sobre lienzo

50 x 22 in.

10. RISING
ASCENSO

1971

acrylic on canvas
acrilico sobre lienzo

72 x 30 in.

11. UNTITLED

SIN TITULO

1973

acrylic on canvas
acrilico sobre lienzo

35 x 60 in.

12. UNTITLED

SIN TITULO

1974

acrylic on canvas
acrilico sobre lienzo

60 x 37 in.

13. AVILA

1974

acrylic on canvas
acrilico sobre lienzo

45 x 60 in.

14, ALTERNATIVE IN
BLACK AND WHITE
ALTERNATIVA EN NEGRO
Y BLANCO

1974

acrylic on canvas

acrilico sobre lienzo

50 x 30 in.

15. ALMAGRO
1974

acrylic on canvas
acrilico sobre lienzo

40 x 60 in.

16. ESCORIAL
1974

acrylic on canvas
acrilico sobre lienzo

60 x 42 in.

17. BLANCO Y NEGRO
WHITE AND BLACK
1983

acrylic on canvas
acrilico sobre lienzo

30 x 66 in.

31

18. YESTERDAY
AYER

1987

acrylic on canvas
acrilico sobre lienzo

48 x 60 in.

19. LA HORA

THE HOUR

1987

acrylic on canvas
acrilico sobre lienzo

42 x 42 in.

20. BLACK AND WHITE
NEGRO Y BLANCO
1987

acrylic on canvas
acrilico sobre lienzo

72 x 60 in.

21. VERTICAL #2
1989

acrylic on canvas
acrilico sobre lienzo

42 x 42 in.

22. FURTHER

MAS ALLA

1989

acrylic on canvas
acrilico sobre lienzo

42 x 42 in.

All works courtesy
of the artist, unless noted.

Todas las obras pertenecen a
la coleccion de la artisia,
menos cuando estd

indicado lo contrario.

S enTme T Sy

i

D S




MISSION

El Museo del Barrio, founded in 1969, is dedicaied
fo collecting, preserving and interpreiing the artistic
heritage of latin America. El Museo's mission is reflect-
ed in its permanent collection of 8,000 objects and in
iis varied programming of contemporary and historical
exhibitions, public programs, publications, education-
al aciiviiies and special evenis.

El Museo del Barrio, fundado en 1969, colecciona,
conserva, exhibe, inferpreta y promueve el legado
arfisico de América Laiina. la misién del Museo se
iefleja en su Coleccion Permanente de 8000 obras y
en la organizacion de exposiciones histéricas y con-
tempordneas, programas educaiivos, publicaciones y
evenlos especiales.

The FOCOS series presenis solo exhibitions which
highlight leading latino and latin American artists,
advancing scholarship on their work, and inserfing
them within a larger arthistorical dialogue.

FOCOS es una serie de exposiciones individuales de
artisios destacados de América latina o de descen-
dencia lafinoamericana. la serie busca desarrollar
estudio de su obra e inscribir su rabajo dentro de un
conlexto arfistico amplio.

EL MUSEO DEL BARRIO

Is located at 1230 Fifth Avenue at 104th Street
New York, NY 10029

For further information,

Please call: {212) 831 7272

Fax: (212) 831 7927

Email: elmuseo@aol.com

Website: www.elmuseo.org

EL MUSEO DEL BARRIO

Esia situado en el 1230 de la Quinia Avenida
con calle 104

Nueva York, NY 10029

Para més informacion,

Por favor llamar al: {212) 831 7272

Fax: (212 )831 7927

Email: elmuseo@aol.com

Website: www.elmuseo.org

El Museo del Barrio gratefully acknowledges the
generous support of /El Museo del Barrio agradece
el apoyo generoso de:

New York State Council on the Arls
Lindner Family

Tony Bechara

Stanley Stairs

and iwo private donors.

Library of Congress Card Catalog Number:
98066188

ISBN 1-882454-07-3
© 1998 El Museo del Barrio
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Nolas para una exposicion:

las pinturas en blanco y negro de Carmen Herrera
By/Por Carolina Ponce de Ledn
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