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When I travel to Buenos Aires, I often encounter archival materials from various sources that
connect to these ideas, or help draw them together. This material is sometimes in unexpected
places, and sometimes it is right where I grew up. In boxes, on bookshelves. It's in my family
home that I found the magazine compilation that I’ve been working with for this exhibition.
The magazine is called Nuevo Hombre, it was a revolutionary magazine in Argentina during the
seventies. I got very much into this compilation. It provided a physical framework from which
to use historical material, especially because there are images in the compilation that have
not been circulated elsewhere.

A conversation between Aimée Zito Lema and Doreen Mende

DM: It sounds as if you develop research-specific methodologies that allow you to materialize,
visualize and narrate the blockages in time when images with social and political function
cease to circulate. By engaging with Nuevo Hombre, it seems you are working with a carefully
edited composition of images and texts. Perhaps your artistic intervention into Nuevo Hombre
is a practice of re-editing their specific reality that seems distant yet familiar to you. Would
that be a good point of entry?

DOREEN MENDE: Your recent works 214322 (2019–20) and Here is Where we Meet (2021)
suggest a research process that uses photography to conceptually and materially address
the chronopolitics of the image, through which our present is continuously transformed by
the past towards the future. In this regard, your work demonstrates methods of morphing,
overlapping, embodying, and spatializing time’s materiality. I would consider it an articulation
of transhistorical unsettling that releases a non-linearity of photographic time-space through
a non-disciplinary potentiality of artistic intelligence. Not only does history then appear to be
unfinished, but also fragmented and transformed. This profoundly challenges the concept of
history as brutally disciplined by the divisional ratio of modernity into a closed object. Your
approach suggests what could be considered as an image’s transgenerationality—a relational
(dis)continuity of visual thought that is of particular interest to me. How might we understand
the transgenerational activation of the images you are presenting?

AZL: I was drawn to images from the magazine that depict protests from this time of political
struggle in Argentina, as I feel quite connected to this moment. I began to trace all of
the bodies that I have been photographing onto these protest images, to create different
compositions that eventually become a kind of map. They are quite abstract as drawings.
When these lines are overlaid on top of the historical image and enlarged, the two really start
speaking into space, in relation to the body of the viewer. Not only as an image that you can
see, but really as a landscape object, a space that you can almost inhabit. An image that
becomes space. It's very physical.

AIMÉE ZITO LEMA: I have been thinking across generations for years, working with
photographic material from the Argentina National Archive in many of my projects. For this new
work, I wanted to connect historical photographs to images of my own intimate surroundings.
I tried to put these two worlds together: where I was coming from historically, and the daily
surroundings of my children, my home, and my living in this country. While it seems mundane,
it is intimately connected to a deeper traumatic history.

AZL: I am also interested in thinking of the boundaries of these images. I‘ve had this thought
for some time, but in this body of work at Mercer Union, I feel it’s coming out as more of
a question. What is the boundary between the historical image, and the image that is in a
family album? Or the image that I find in a box at home? What makes it into the archive?
Who decides? I think more and more, I find myself going from the national archive into the
shoebox family archive.

DM: The image itself is reality. Specifically in those societies ruptured by revolutionary
processes, the image’s capacity is to generate its own spatiality and its own temporality, yet
how do you deal with an image when the context around its own reality completely changed?1

DM: Can we come back to the magazine Nuevo Hombre? How do you relate to it with your
specific concern for its revolutionary purpose or potentiality? Can you share some names of
the photographers or writers of the magazine?
AZL: My father was in the magazine’s editorial group. He was also active as a lawyer for
political prisoners for the Partido Revolucionario de los Trabajadores (PRT) or Communist
Workers’ Revolutionary Party and other militant organizations, which led to persecution and
years of exile from the country. After the dictatorship ended and democracy returned, we
migrated back to Argentina. That's why this material—the magazine, and photographs—are
all in my family’s house. In Nuevo Hombre, many of the contributors worked anonymously
because of the danger they faced in participating in the publication. The magazine published
more than seventy issues from 1971 to 1976. Directors of the publication include Manuel
Gaggero, Rodolfo Mattarollo, and Silvio Frondizi, who was assassinated in September 1974.
Other contributors include Alicia Eguren and Enrique Jarito Walker. I have found the names
of two photographers, Pedro Luther and Jorge Aguero, who worked with the magazine. Due to
the risks associated with the publication, many contributors adopted pseudonyms or wrote
under seals of authorial secrecy.

people across continents and oceans were brought together into a single field of power.”3
Such an “incurable image” cannot reconcile the “unpayable debt,” that Denise Ferreira da
Silva proposes to us as a way to consider the aftermaths of political injustice, slavery, for
which words and images are not sufficient.4 Each of these writers demands we find a means
to articulate the unspeakable-yet-present in the archive: what the image might have captured,
but cannot be rationalized by grammar. With this in mind, I’ll return to our beginning through
a writing of yours that I came across when preparing for our conversation, where you describe
your understanding of “history as a raw material.” I like this a lot. Would it be appropriate to
approach your work, too, as a form of storytelling by means of images?
AZL: I can feel uncomfortable when things are straightforward. I feel compelled to disrupt
constantly. But maybe this disrupting of the image is another way of narrating, almost never
wanting it to be fixed. Through this layering of the images, layering of time and generations, I’m
trying to create a new narrative. It’s not a narrative in words but through images, recreating
images that allow a new experience or understanding of history.

1

DM: I consider this kind of lived experience, and politics of the biographical, a crucial
condition for research shifting the grounds of the politics of knowledge.

2

3

AZL: I cannot think of a moment in which I have not been surrounded by this material.
Especially photographs. But I have not always engaged with them, or included them in my
artistic practice. At a certain point, it became clear that I had to. A path started from looking
at them to re-photographing them, to reprinting them, to putting them on top of my body,
to now adding a new generation to the image: my children and the traces of their existence,
their bodies on top of the old images. In a way, tracing my own existence. Where you come
from, where you stand, and why you stand where you do. I live here in Europe as a direct
consequence of political acts. I am very conscious of this.
DM: Through this, I see your work taking up Tarek Elhaik’s concept of the “incurable image,”
a way to address the coloniality of the image, specifically in the South American context.2
Here, it’s not possible to cure what has been inscribed in land, language, minds, and bodies
through genocidal violence—killing millions of lives, displacing families across generations,
expropriating history and land—to install a New World View. Sylvia Wynter analyzes 1492—
the year of Columbus’ “discovery” or colonization of the Americas—as a moment “in which
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