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Gomplice

Coémplice is René Francisco’s first solo exhibition in Italy and is dedicated to
the extensive body of work of the artist and educator René Francisco (1960
in Holguin, Cuba). Spanning all three floors of the Kunsthaus, the exhibition
offers an overview of Francisco’s practice, which extends over more than four
decades. At its core is the concept of complicity: a sense of deep emotional
connectedness forged through collaboration, participation and friendship,
which Francisco has experienced throughout his social and pedagogical
relationships. The exhibition brings together large-scale installations, films,
drawings, paintings and pedagogical experiments

In his work, Francisco combines conceptual art with social engagement.
He understands art not only as a means of expression, but as a tool for
actively transforming social and political realities. A key example is his
long-term engagement in Romerillo, a disadvantaged neighbourhood in
Havana, where he has renovated houses, created gardens and established
communal spaces. His projects are often conceived over extended periods
and link artistic intervention with the direct improvement of living conditions.

Francisco’s works address social and political issues such as the
depersonalisation of the individual in mass society and critiques of
consumer culture. He draws on Cuban iconography, socialist slogans and
catchphrases, which he treats with irony and often stylistically aligns with
the visual language of official propaganda. Recurring motifs include utopian
ideals and large-scale drawings with constructivist and architectural
references.

Working across media, Francisco employs painting, drawing, sculpture,
video, social interventions and documentary formats. Central to his practice
is the ongoing connection between art and life, for example through the



provision of assistance, the making of portraits for neighbours, or
participatory interventions.

Alongside his artistic practice, René Francisco has played a pioneeringrolein
art education. Starting from 1989 he implemented pedagogical experiences
into his lectures that built on the principles of the Instituto Superior de Arte
(ISA), Cuba’s largest multidisciplinary art academy, established in 1961 by
Fidel Castro and Ernesto “Che” Guevara. Based on these experiences he
founded DUPP-Desde una pragmatica pedagdgica (From A Pedagogical
Pragmatics). The collective combined critical pedagogy with social
practice and encouraged students to leave the classroom and produce art
directly within socio-political contexts. Concepts such as “repair” took on
tangible form through interventions in private homes, communal buildings
and public spaces.

In recognition of their pedagogical work, DUPP Galery and René Francisco
were awarded the UNESCO prize in Arts in recognition of the transformative
nature of their pedagogical work in 2000. Furthermore, Francisco was
awarded an honorary doctorate by the San Francisco Art Institute in California
in 2001. For his achievements in art, education and social engagement, he
received Cuba’s National Prize for Visual Arts and has participated in major
international biennials in Havana, Sao Paulo and Venice.

During the final week of the exhibition (18.-25.5.2026), René Francisco
will also carry out the participatory project Cuadros por encargo, gratis
(Commissioned Paintings, Free of Charge). Furthermore, he will collaborate
with the Festival Sonora on a musical evening held in context of the exhibition
on 12.3.2026.



Coémplice is the fourth exhibition project within the three- year program The
Invention of Europe. A Tricontinental Narrative (2024-2027), curated by
Lucrezia Cippitelli and Simone Frangi. The exhibition series reflects on the
monolithic idea of Europe and its constructed narratives.
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CGobijo
2025
Sculpture in wood, fabric, polyester resin, fibreglass and pillows

In Cobijo, René Francisco reproduces the iconic image of the Aima Mater*
and decontextualises it within the present day reality of his homeland, Cuba.
Against the backdrop of the country’s critical condition, the work articulates
a metaphor of hope, standing for thought, reason and the will to bring about
change.

With outstretched arms and dressed in a skirt made of cushions, Cobijo
welcomes visitors into the Kunsthaus Merano. Through the arrangement of
the cushions, the artist refers to the protection of artworks in public space in
war zones, such as Ukraine. The foot protruding from the cushions also has
a special meaning: symbolically, it stands for enlightenment and at the same
time refers to the tension that arises when decisions are delayed out of fear
of responsibility and possible consequences. This dual meaning draws on
the symbolism of /otus feet in Buddhism and Hinduism. In these traditions,
the feet of spiritual masters are considered sacred: those who touch them
receive spiritual insight and joy. The lotus itself, which grows out of mud yet
remains untainted, symbolises purity, enlightenment and spiritual perfection.
At the same time, the foot is charged with the symbolism of Afro-Cuban
practices that evolved in the thinking of Cuban intellectuals at the beginning
of the 20th century, moving from marginalisation and criminalisation to
becoming a fundamental component of national identity: the Syncretism.

In this way, René Francisco weaves together the physical presence of the
sculpture in Cobijo—as an expression of a longing for care, protection and
redemption—with layers of profound symbolic meaning.



*Alma Mater (Latin for “nourishing mother”) is often used in the Global North as a term for
universities, as students are metaphorically “nourished” with education and knowledge. This
usage derives from the motto Alma Mater Studiorum of the University of Bologna, regarded
as the oldest university in Europe. In context of the Alma Mater of the University of Havana
the sculpture transcends artistic representation, resistance and wisdom throughout the

revolutionary struggles and therefore functions as faithful witness to the political history of Cuba.



Dador

2026
Crayon and oil pastels on raw linen

In Dador, René Francisco attempts to graphically decipher the creative
process behind the exhibition Complice. Through diagrams, grids and
references, the artist constructs a seemingly random world that externalises
the movements of thought unfolding in his mind. The work functions not only
as a backdrop for Cobijo but also establishes direct visual connections and
structural references to the other artworks in the exhibition.



Desarrollo

No 3,No 5,No 7,No 9
2016
Crayon and acrylic on canvas

In these large-scale works, Francisco explores the idea of a “ciudad
imaginaria”, a utopian city. A vision of ideal and order that combines
political and personal themes. Derived from the Spanish word Desarrollo
(development), the four drawings in the nine-part series show fictional
development plans for this city. The artist invites us to follow his thoughts
and further develop the foundations for utopian urban development in the
interests of the common good.



Intercambio Buena Vista

2007-2009
Installation comprising film, photographs, wood and Plexiglas

A house built in 1920 in the Buena Vista neighbourhood of Havana, aimost
destroyed over decades by wind, weather and poverty, forms the starting
point for the series Intercambio Buena Vista. The floor plan consists of a
single room, with no bathroom or kitchen. Due to its condition, the home
of the brothers Emilio and José A. Trevilla, who have lived there since birth,
is no longer fit for habitation. A narrow sleeping berth, a few chairs, a small
cupboard and numerous recycled objects bear witness to the everyday life
of its inhabitants.

As part of the project Intercambio Buena Vista, the artist René Francisco
offers the renovation and repair of the house in exchange for participation.
He understands his work as a form of social art practice that mediates
between the needs and wishes of the residents and the real possibilities
of implementation. The new architectural concept envisages the use of
masonry, metal and glass, while preserving the house’s characteristic tilt
as an expression of a natural condition. For the technical planning and
realisation of the project, René Francisco assembled an interdisciplinary
team comprising a draughtsperson, architect, model-makers, site manager,
bricklayers, metalworkers and carpenters.

Intercambio Buena Vista asks how a dignified life can be shaped in the
future, both within private space and in social relationships. In doing so, the
project exemplifies the core of René Francisco’s socially engaged artistic
practice.
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Transformer

2024

Sculptures in polyurethane, sand, ceramic and wood
Video

Duration: 145”

and

Verano

2024
Pastel and oil crayon on linen

In the Transformer series, including Verano, René Francisco explores the
duality of the present between utility and threat, joy and violence, everyday
life and war. Francisco understands art as a language. For him, the most
powerful statement an artist can make lies in consistently developing
and questioning their own artistic vocabulary. Installations, paintings and
transformed objects invite viewers to see familiar things anew and to shift
their meanings. The sculptures and objects in the drawing have their visual
origin in a seemingly banal object: the screw mechanism used to anchor
a beach umbrella in the sand. Through the artistic transformation of this
everyday object, Francisco turns it into a multi-layered metaphor. The work
emerged at atime of global conflict and personal reorientation. Observations
drawn from private, everyday life are here confronted with images of war
and historical violence: “[...] during the day you are on the beach with the
children [playing with umbrellas as if they were rockets], and in the evening
you watch the news and are faced with horror.” This confrontation shapes
the central idea of Transformer: an invitation not merely to observe reality,
but to reflect on one’s own perception and responsibility within a changing
world.
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Pintame una SantaBarbara

2026
Oil on canvas

As a martyr and protective saint against lightning, fire and sudden death,
Saint Barbara is among the most widely venerated figures in Cuba. Her
cultural significance derives above all from the syncretism of Catholic belief
and the Afro- Cuban religion of Santeria.

Within this tradition, Santa Barbara is identified with one of the most powerful
deities, the Orisha Changd. Changd is the god of thunder, fire, music, dance,
masculinity and justice. Santa Barbara and Changé thus stands for strength,
passion, resistance and protection. Her presence extends far beyond the
religious sphere and is deeply embedded in everyday cultural life in Cuba.
On 4 December, her feast day, Santa Barbara and Changé is honoured with
drumming, dance, offerings and processions.

Itis particularly in the figures of Santa Barbara and San Lazaro that religion,
history, identity and daily life intertwine. Within the context of Cuba’s
colonial history, they also represent self-assertion, resilience and survival.
Both figures are not only symbols of faith, but cultural mirrors of collective
experience. In the exhibition, the portraits of Santa Barbara and San Lazaro
are not represented as works of art in the classical sense of painting. Instead,
fictional order confirmations between René Francisco and customers hang
in their place.
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Pintame unSanLazaro

2026
Oil on canvas

In Cuban popular belief, Saint Lazarus is one of the most emotionally
significant figures. He stands for suffering, vulnerability and compassion, but
above all for hope and healing. The San Lazaro venerated in Cuba is rooted
in three narratives: Saint Lazarus as a friend of Jesus and brother of Martha
and Mary Magdalene; Lazarus the beggar; and the Orisha Babalu Ayé of
Santeria, who presides over iliness, epidemics and healing.

His feast day on 17 December draws hundreds of thousands of devotees
each year to El Rincén near Havana, where pilgrims often fulfil their vows
under great physical strain. His veneration reveals how closely spirituality,
social reality and human dignity are intertwined in Cuba. He embodies
humility, compassion, patience and hope.

San Lazaro/Babalu Ayé thus represents a profound ethicaldimension:
the acknowledgement of pain as an integral part of human existence and
the hope for healing despite the most adverse circumstances. In Cuba, a
country marked by scarcity, illness and uncertainty, he becomes a symbol
of quiet strength and collective solidarity. In the exhibition, the portraits of
Santa Barbara and San Lazaro are not represented as works of art in the
classical sense of painting. Instead, fictional order confirmations between
René Francisco and customers hang in their place.
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Pintame unanaturalezamuerta

2009
Digital print and oil on canvas

and

Tiotirame unafoto

2009

Colour photography on canvas
Video, Sound

Duration: 0’19”

As early as 1989, René Francisco, in his role as a professor, encouraged
students to reflect on the concept of commissioned art and to question
whethera purely commercial procedure could be transformed into a process
of conscious artistic decision-making. His thinking was shaped both by the
conceptual art of Joseph Beuys and by the theories of Friedrich Nietzsche
and Michel Foucault, while also being guided by an autobiographically
informed understanding of what it means to be an artist.

René Francisco does not see artists merely as individuals working with
traditional artistic means, but as producers who add further layers to their
practice. They become a kind of art worker, equipped with an expanded
toolbox that includes sociology, anthropology and archaeological
exploration, and is driven by an openness oriented towards knowledge and
insight.
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In Pintame una naturaleza muerta, the artist not only fulfils his mother’s
personal wish for him to paint her a still life, but also engages, on a conceptual
level, with commissioned work as an artistic genre. In Tio tirame una foto,
René Francisco also reflects on his understanding of what it means to be
an artist and on the concept of commissioned work while answering his
nephews’ pleas to take a photo of him in his own artistic way.

Subtitles:

Uncle, Uncle, take a photo of me!

15
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cafszja.persona.beuys

2003
Coloured photography, light-box

The work ca(sz)a.persona.beuys was first exhibited at the Kathe Kollwitz
Photo/Graphics Gallery, in front of Karl and Kéathe Kollwitz’'s former
residence at KollwitzstraBe 56A in Prenzlauer Berg, Berlin. Between 1997
and December 2005, the Kéthe Kollwitz Photo/Graphic Gallery was
curated by artist Pat Binder. It consisted of a light box, as otherwise used in
advertising. For a period of three months, large-format UV screen-printed
works by artists committed to the humanistic spirit of Kathe Kollwitz’s work
were shown there.

The socalled smallest gallery in Berlin thus implemented a new possibility
for presenting art in urban space. In 2003, René Francisco exhibited a
photograph showing a bricklayer dressed as Beuys visiting Marcelina
Ochoa, known as Nin, in the Romerillo neighbourhood of Havana. Disguised
as Joseph Beuys - the visionary German artist who inextricably linked art
and life — René Francisco’s photograph unfolds an ironic and at the same
time critical examination of the art icon. It combines Beuys’ concept of an
integrative art practice with Francisco’s own approach of creating art as an
educational and participatory experience in public space. For many of the
younger Cuban artists, Joseph Beuys was an important figure and source
of inspiration.
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Triologia de Romer:illo

2003-2008

The works (A la ca(sz)a de Rosa; Patio de Nin; Agua Benita) grouped under
the title Triologia de Romerillo exemplify Francisco’s understanding of
art as a social practice. They were all created in one of Havana’s poorest
neighbourhoods Romerillo. For René these experiences inhabit the subtle
spacewhereartintersectswitheverydaylife.In hisopinion enteringthe private
sphere of someone demands sacrifices from its temporary participants, and
a shared readiness to set aside familiar comforts. The artist working directly
with people’s emotions must refrain from imposing personal preferences,
forms, or stylistic choices even though the role carries a certain authority.
Ultimately, it is the participant who determines the transformative course
of events. These two positions operate as mutual gifts: participants gain
improved living conditions, while René Francisco acquires the subject of his
work.
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AlacajszjadeRosa

2003
Video documentation
Duration: 18°23”

In A la ca(sz)a de Rosa, René Francisco worked with neighbours to restore
the completely dilapidated house of 83-year-old Rosa Estévez. The project
was based on a simple democratic survey conducted by Francisco, in
which around 50 people from the neighbourhood took part. The questions
asked in the survey were: How many years have you been living in this
neighbourhood? Who do you think is the person among your neighbours
who is most in need of help and has been most disadvantaged, and who
has not received what they are entitled to? If someone were to receive a big
gift or reward, would this be the right person? Do you think this person really
needs help and is willing to accept it?

Due to her well-known generosity and helpfulness, Rosa Estévez was
chosen by the residents of her neighbourhood for A la ca(sz)a de Rosa. The
video documents the entire process, from the survey to the completion of
the construction work.
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Subtitles:

- On my block there is a case, there are several cases, but especially one, and | have made up
my mind as to who. This woman really deserves help. During the 55 and a half years I've been living
here, and this woman has helped me since | was a child and she has taught me a lot and | have
observed how she behaves, and she is always very humble. Very, very humble in every sense of the
word. I'm telling you the truth. And if | may tell you there’s also been cases when they have abused
her. The few things she managed to have with great efforts because she has been robbed. People
just walking through her front door and those who could have helped her, her family and others, even
her children didn’t even help to put a single lock on her door, and anyone can come in and steal.
In reality, it’s like this. You can ask anyone in the neighbourhood of Romerillo, that this is true. I'm

speaking from my heart.

- In your opinion, during all the years you have been living here, who has been the most
generous person that you’ve known? The person with the biggest heart, with affection and kindness

in the neighbourhood?

- What's his name... “el chévere”.

- Who is in most need, let’s say and really deserving a gift. Who would be this person?

- Nancy Rizo.

- Nancy Rizo lives on her own though she’s got her children they don’t help her at all.

- Regardless, my father.

- For me, that person is my mother.

- It's my father.

- As you say, whose house should be renovated and that is prepared for it. The person | think

would most benefit from having her house renovated and who is ready for it is the first person

20



I mentioned, Dulce Maria who lives here on the outskirts of the neighbourhood. Her address is 9th

and 110.

Give it to me! Give it to me! I'm living here squeezed between these walls...

Personally, I'd suggest Maria, the widow of Gustavo Mon.

For me, Yoya.

Yoya us really in need.

Yoya is an old person who definitely could use some help.

A type of mini market or something like that.

I’'m not sure the whole village would agree, but for me it would be her. She is like a sister

There are people of old age that need help who at ayounger age didn’t plant their seeds well.

I don’t know, could it be a collective help within the framework of CDR?

No, the problem is that there aren’t enough funds for that.

But you could give help for social activities. And | think you could do this through the benefit

agency.

Maybe, but my interviews could show that the prize is not for one person, could be for more

than one, or for a community, could be anything, as long as I'll be able to do it.

But this person could be sent directly, we have agents and the power to send them to the

benefit agency, and this person presents herself at the benefit agency and they verify their needs,

and they will tell us, and me, myself, I'm in charge here.

Verify, | have here the letter from the National Museum.

No, | mean personally, that the people come to me personally to verify their needs, with me.

21



- I'm not sure | understand.

- Yes, yes if you want to help someone...

- Yes, but this help is coming from my own pocket, this is my project. | want to help one person,

it's not political, it’s not religious...

- So, what do you want from me?

- | wanted to ask you the same question. | have asked so many others who are prepared to

give me an answer, helping me to find out...

- Yes, yes but take the camera anyway!

- If it was in my power to help someone that would be...

- Look, for example my mother-in-law who has problems with feet, Mrs Nin, her mother. I'm

thinking of the elderly.

- That way | see it, there is one person who really would benefit from this sort of gift. She is in

the neighbourhood, Rosa.

- I'm not sure she would accept.

- Oh dear, for me it's Rosa. She has been such a loyal person. Very kind and | don’t say this for

any specific reason and without taking anyone’s part. This is true.

- Rosa.

- The person I’'m thinking of is Rosa.

- Rosa.

- | believe it’s Rosa.

- Her name is Rosa.
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- | know of Rosa, a lady who lives next to the grocery store. When IU arrived, she was already
here, and she was a founder of this neighbourhood. From what | see and from all the years I've
been living here, she’s always been a very humanitarian. She has helped whomever in need, but |
think that economically during all those years she’s been here, she didn’t have much. And without
much success, right here there’s been work dome for the micros, and one of her daughters was
killed, she’s never received any help. I'm convinced she is the one most in need. And | say that from

my heart.

- Oh Rosa, I'm sitting here remembering the song which goes “Life gives you surprises,

surprises gives your life, God bless.”

- | tell you, we talked to 40 people, and many of the people mentioned your name. There are
many who believe that you have been very dedicated to the neighbourhood, that you have always
been willing to help out and pay attention to people, that you have brought solidarity to the

neighbourhood.

- But i don’t see the situation, your mind, your idea. This interest in solving... Maybe, but | am
not going to wait for it to happen. | wait for you. | am a spiritual person, and you have the rights to. My

hope lies in you.

Seven months later.

- Rosa, what do you think needs to be done in your house?

- What do you need in order to feel more comfortable?

- A bathroom and a kitchen, the bathroom is deteriorating. It’'s necessary. Maybe you could

first do the kitchen and then the rest of the house.

- The toilet, a washbasin, standard. If | could have a toilet with flushing water, normal, standard,

and if | were able to wash my hands in a washbasin... just wash my hands.

- That’s a lot of water, both outdoors... indoors!
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- Look Rene, | must take my mother away from here. Now that the house is being repaired,

which we are very happy about, my mother is going through some difficult times.

- Rosa is leaving, but she will soon come back when the house is nice and ready.

- New toilet bowl!

- Push it a bit further, one more, a little bit more.

- | hope they give Rosa some tranquilizers before they bring her back. When she gets here,

she’ll see that civilization finally arrived.

- She’s in your hands. Walk mother, you're the queen!

- This is beautiful!

- Do you want to walk on your own?

- You wanted water to wash your hands, right?

- Yes...

- It’s right here, and with a cupboard for the toothbrush and such things. And toilet bowl here.

- Are you happy? Ah, don’t be silly...

- Smile to life.
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PatiodeNin

2004-2005
Video documentation
Duration: 14’59”

Alongside Rosa Estévez, Marcelina Ochoa (Nin) was selected for the
project by neighbours in a survey initiated by René Francisco. The aim of
the interventions carried out at her home was to provide support for her
daily needs. Due to a chronic and well-known illness, 88-year-old Nin was
severely restricted in her mobility, forcing her to retreat to her veranda, from
where she observed life in the neighbourhood. From her chair, her view was
limited to rubbish, debris and standing water — traces of time and neglect
that had left their mark on the space.

With the help of Nin’s son, René Francisco transformed her backyard into an
“enchanted garden” according to her ideas, thereby significantly improving
her quality of life. The video Patio de Nin documents the entire construction
process.
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AguaBenita

2008
Video documentation
Duration: 19’12”

Agua Benita focuses on Benita Rivera’s house. During regular visits by René
Francisco and extensive conversations, Benita shared her needs, wishes and
frustrations with him, which became the basis for the project. Since access
to water was a daily struggle in the 81-year-old woman'’s life, the artist carried
out a comprehensive series of interventions announced to Benita by an
imaginary angel: repairing the roof and removing the old structure, building
water pipes to collect rainwater, cisterns for collecting rainwater, installing
a pump to supply the kitchen and bathroom, installing a kitchen filter, and
providing a washing machine and a clothesline. The arrival of water through
Francisco’s interference changed Benita’s living conditions and shows how
socially engaged art can have a tangible impact on everyday life.
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Feliz1990

1989
Black-and-white photograph on paper

Taken by artist Ibrahim Miranda during the Pragmatica Pedagdgica
collective practice, the photograph shows artists Alexandre Arrechea and
Dagoberto Rodriguez alongside René Francisco.

Reference:

Desde una Pragmatica Pedagdégica. Academic year 1989-1990 / 1st edition,
from a Pedagogical Pragmatics. Students: Alexandre Arrechea, Tania Alina
Paredes, Dianelis Pérez, Maria del Pilar de los Reyes, Tania Rodriguez,
Dagoberto Rodriguez.
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Manifesto Occasional

1990
Vinyl letters

The following manifesto, printed here as a translation, was written by René
Francisco in 1990 in relation to his artistic practice.

René Francisco

»,AS we said yesterday, a cultural institution — like any other — always exists
within the history of what it purports to achieve. It is embodied by art and
nourished by it: by the works themselves and by the moments in which art
occurs. Itis only through the functions of the institution that these works and
moments become visible and effective. Without it — without the history of art
and its protagonists — the institution could not exist; its solemn moments
would have no history. But this statement contains an internal contradiction.

For the historical character of the institution and its temporal dimension lie
precisely in the fact that it is only realised in the concrete here and now.

The institution is a ‘target state’ within the lived experience of artists. In
this sense, it is a source: it nourishes the creators, influences them and is
at the same time influenced by them. However, as soon as the institution
abstracts itself from the artistic experience, it separates itself from art — not
the other way around. Art can then itself become a historical testimony to the
institution. But the question arises: does this enrich art? Or rather impoverish
the institution? Or even impoverish art itself?

Ifitwere an enrichment, art would consecrate those who are actually alien to it

and elevate them to a sublime sphere. If, however, it were an impoverishment,
this would mean that the institution would take possession of art establish
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itself within it and thereby deprive it of meaning. In this case, art would
become the means, the institution the end. But where would the works be
then? Where would the artists be? And where would the recipients of artistic
practice be? If art institutions became the actual purpose, the works would
be mere objects, exhausted within institutional channels. The actual viewer
of the work would then be the institution itself. The artists would become
strangers to the viewers, independent beings beyond their reach.

The programme we developed, Desde Una Pragmatica Pedagdgica, which
includes projects such as La Casa Nacional, La region de Ismael, La Fiesta
de los Ibeyis, EI Cumplealios de Zobeida, El dis-curso de carpinteria, Los
cuadros por encargo and La cena patridtica de Juan de Dios, is understood
as an artistic experience insofar as those who conceive and realise these
projects are simultaneously involved in analysing the operational conditions
of art. In La regidon de Ismael, artists and viewers merge: the aim is not for the
latter to decipher the meaning of the objects, but for them to become objects
and meaning themselves.

The entire adventure of art, its attempt to uncover objects of knowledge,
as well as all efforts to define human beings, have ultimately only served to
keep them at a distance. Art has become a sport, The gallery resembles an
arena in which gladiators compete. Art should never have been public in
today’s sense: the separation between artists and audiences is a product of
the sportification of art, of competition.

The original experience of artistic creation lay in the complicity between the
person who painted the hunter with the bison and the hunter himself. The
cave paintings of Altamira have no authors; they are anonymous — and that
is precisely where their significance lies. Signing, distinguishing, marked a
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break in this complicity. The work was nothing more than a pretext for
enabling a state of community: the hunter hunted the bison, and the bison
was joyfully and necessarily consumed by the artist and the hunter. Was this
not the real goal of this community? Was this not its true meaning?

The artwork established this community — nothing more. We call this
community the work of art. The work is experience. Objects, images, all of
these are merely pretexts. We made a mistake. We called something art that
was not art. And this error deceived us.

The history of art is the history of misinterpretation, of an ambiguous desire
for distinction. The work is experience, an organic whole. Everything that
happens through this experience is art. Artis an indivisible phenomenon. The
biological community that preceded a ritual became both image and action.
The image on the cave wall arose out of necessity: the hunter pursued the
animal, but in order to reach it, he first pursued its image. This image arose
from the complicity of warrior and artist. Were they not one at that moment?

The hunt began in the image. Then both pounced on the object they would
consume. Both hunted it, both in the image, both in the action — not one and
the other, but one in the other: ‘this was that. Both ate it, both returned to use
it again, and everything began anew. Community was a constant, as was art,
in which there were neither viewers nor senders.

The events in my programme are aimed at this community, this original
complicity.”

Havana, February 1990
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Reference:

Desde una Pragmatica Pedagdgica. Academic year 1989-1990 / 1st edition,
from a Pedagogical Pragmatics. Students:; Alexandre Arrechea, Tania Alina
Paredes, Dianelis Pérez, Maria del Pilar de los Reyes, Tania Rodriguez,
Dagoberto Rodriguez.
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LaCasaNational

1990
Video documentation
Duration: 6’

As part of the Pedagogical Pragmatics first project, La Casa Nacional marks
the beginning of René Francisco’s long standing commitment to social art
practice projects. Together with his students, Francisco worked directly with
the residents of Havana to find out what kinds of repairs and improvements
they wanted. As a result, the participating students carried out a variety of
practical and symbolic tasks, including plumbing and painting, repairing
personal items, renovating and cleaning the house, making furniture and
signage, designing murals and historical plaques, and creating works of
art such as religious images and portraits of figures such as Che Guevara.
Through these activities, the project combined everyday domestic work
with political, historical, and community representation.

Reference:

Desde una Pragmatica Pedagdégica. Academic year 1989-1990 / 1st edition,
from a Pedagogical Pragmatics. Students: Alexandre Arrechea, Tania Alina
Paredes, Dianelis Pérez, Maria del Pilar de los Reyes, Tania Rodriguez,
Dagoberto Rodriguez

Subtitles:

Sunday, 28th.

We are all gathered in the room upstairs.

The neighbours helped us a lot that Sunday.
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The works are almost finished but we still have some problems with Chino’s things..

We are not yet sure what colour the doors should be.

The unity of Living an Experience can only be grasped during the process of exploration.

- What we have proposed is that the art we create does not originate from the artist as such.
Instead, there should be a kind of reciprocity, so that you contribute as much to our work as we do to
yours, and in the end, a unique work is created. You give us the idea...

..what you would like to have in your home, what makes you happy.

- In fact, | understand that in this case, you would be the artist.

- We are kind of mediator.

- I would like you to explain to me how you will approach the work, what you expect from us.
- Well, a small altar to display the saints, a few steps, a small table. Then a large painting, rural,
ariver, flowers outside the river and behind it La Caridad del Cobre, because she is very attached to

La Caridad. A large painting to hang in the living room.
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Classpool

2010
Colour photography on paper

and

Classpool

2010
Video documentation
Duration: 2’17

Taken by artist Adolfo Izquierdo during the fourth edition of Pragmatica
Pedagdgica, he photograph not only shows René Francisco being thrown
into a pool by his students, but also visualises the reversal of the power
structures embedded in the teacher-student relationship. This reversal was
a declared goal of the pedagogical program. La 4ta Pragmatica (The 4rth
Pragmatic) was also documented on video. The video documentation is
shown on the screen next to the photograph.

Reference:

Desde una Pragmaética Pedagdgica: Academic Year 2010—-2013 / 4th Edition,
from a Pedagogical Pragmatics. Students: Alejandra Oliva, Anabel A Zenea,
Dania Gonzalez, Dayana Trigo, Fidel Yordan Castro, Guillermo Cardenas,
Jenny Feal, Jorge Pablo Lima, Karlos Pérez, Nelson Barrera, Ruth Mariet
Trueba, Victor Piverno, Yamisleisy (Yami) Socarras, Yoxi Velazquez.

34



Ciudad Generosa

2012
Video documentation
Duration: 15’38”

According to René Francisco, urban spaces and their surroundings are
often perceived by communities as alien or fundamentally unsuitable. This
perception arises when people experience the hostility of certain urban
spaces and the dismissive dynamics of social relationships that exist within
them. It also results from the recurring discrepancy between individual
perceptions and what the urban environment can or wants to offer from an
urban planning perspective.

In Ciudad Generosa, René Francisco attempted to respond to such
tensions by giving shape to the fundamental desires of residents of all
generations: parks, open play areas and paths for walking. In doing so,
the artist also addressed the perception of street art in public spaces
and designed a new approach to art in urban spaces. In the context of a
park, René Francisco and his disciples created a hypothetical city based
on altruism and the relationships of solidarity that can coexist between
neighbours. Each member, from their own individuality, contributes their
“house model”, which in turn builds a model of a utopian neighbourhood
or city where creative life is established and shared with the rest of society.

Reference:

Desde una Pragmatica Pedagdgica: Academic Year 2010—2013 / 4th Edition,
From A Pedagogical Pragmatics. Students: Alejandra Oliva, Anabel A Zenea,
Dania Gonzélez, Dayana Trigo, Fidel Yordan Castro, Guillermo Céardenas,
Jenny Feal, Jorge Pablo Lima, Karlos Pérez, Nelson Barrera, Ruth Mariet
Trueba, Victor Piverno, Yamisleisy (Yami) Socarras, Yoxi Velazquez.
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PlanGalle

2010
Video documentation
Duration: 2’21

and

PlanGalle

2010
Colour photography on paper

As part of the 4ta Pragmatica Pedagdgica classes, the Plan Calle project
was initiated as an intervention at 74 street between 9na and 11, Playa,
Havana. There was only one requirement: the project had to incorporate
several potholes along the route. Each participating artist developed an
individual artistic solution and transformed the potholes into their own
universe. The project was documented photographically by Suri Vazquez
and JC Borjas. The photograph La clase shows René Francisco sitting at the
street while his students work on their interventions. The image illustrates
René’s intention to create new immersive experiences through teaching.

Reference:

Desde una Pragmatica Pedagdgica: Academic Year 2010—2013 / 4th Edition,
from a Pedagogical Pragmatics. Students: Alejandra Oliva, Anabel A Zenea,
Dania Gonzélez, Dayana Trigo, Fidel Yordan Castro, Guillermo Céardenas,
Jenny Feal, Jorge Pablo Lima, Karlos Pérez, Nelson Barrera, Ruth Mariet
Trueba, Victor Piverno, Yamisleisy (Yami). Socarras, Yoxi Velazquez.
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LaEpoca

1999
Video documentation
Duration: 5’°27”

Based on the art education project Desde Una Pragmatica Pedagdgica
created in the late 1990s, this third edition was named Galeria DUPP. The
aim was to develop a deeper understanding of collective practice while
supporting individual projects. In addition to founder René Francisco,
Galeria DUPP included artists James Bonachea, lvan Capote, Yoan Capote,
Duvier del Dago, Alexander Guerra, Inti Hernandez, Glenda Ledn, Mayimbe,
Beverly Mojena, Omar Moreno, Wilfredo Prieto, Juan Rivero, David Sardifias
and Ruslan Torres. For them, the term “gallery” emphasised respect for the
individual, even if the collective was highlighted. Among their concerns was
the revival of certain aspects of Cuban art: discussion, abstraction, narrative
and humour.

In 1998, Galeria DUPP organised the first Ana Mendieta Performance
Festival at the backyard of the UNEAC (Union de Artistas y Escritores de
Cuba), in Havana. The second intervention followed in 1999 with two public
actions in Galiano and Neptuno in the centre of Havanna. As part of the
public intervention La Epoca, which took place in the shopping centre of
the same name in the centre of Havanna — a location where René Francisco
also performed other actions — artworks were placed in direct relation to the
goods sold in the sales stands. The connection between art, consumption
and everyday life elicited a variety of reactions from passers-by. The video
documents the project, which was conceived as a performance.
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Reference:

Desde una Pragmatica Pedagdgica: Galeria DUPP.Academicyear1997-2001
/ 3rd Edition, from a Pedagogical Pragmatics. Students: James Bonachea,
Ivan Capote, Yoan Capote, Duvier del Dago, José Miguel Diaz (Mayimbe), José
Emilio Fuentes (JEFF), Alexander Guerra, Inti Hernandez, Glenda Leodn, Yunior
Marifo, Beverly Mojena, Omar Moreno, Wilfredo Prieto, Juan Rivero, Michel
Rives, David Sardifas, Ruslan Torres
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Conunmirar abstraido

1999
Video documentation
Duration: 5’58”

Con un mirar abstraido focuses on the revival of abstraction in Cuban
art Galeria DUPP. The performance, which took place in the La Rampa
street in Vedado, aimed to draw the attention of passers-by to the mosaics
embedded inthe pavements. These had been created inthe 1960s by several
Cuban modern and abstract paintors. Galeria DUPP wanted to highlight the
potential and effectiveness of politicised, anecdotal and context-related
Cuban art in public spaces. For many of the artists at Galeria DUPP, the
reactions of passers-by became important sources of inspiration, according
to their own statements.

Reference:

Desde una Pragmatica Pedagodgica: Galeria DUPP. Academic year 1997-
2001 / 3rd Edition, From A Pedagogical Pragmatics. Students: James
Bonachea, lvan Capote, Yoan Capote, Duvier del Dago, José Miguel Diaz
(Mayimbe), José Emilio Fuentes (JEFF), Alexander Guerra, Inti Hernandez,
Glenda Ledn, Yunior Marifo, Beverly Mojena, Omar Moreno, Wilfredo Prieto,
Juan Rivero, Michel Rives, David Sardinas, Ruslan Torres.

39



LaSilla

2026 [1990]
Wood, blackboards, chalk

Originally crafted by Dagoberto Rodriguez and Alexandre Arrechea during
the exercise El dis-curso de Carpinteria, as part of the first edition of
Pedagogical Pragmatics, Arrechea exhibited the original chairin the group
show E/ Objeto Esculturad at the Centro de Desarrollo de las Artes Visuales
(CDAV) in La Habana Vieja on 2 May 1990. The wooden chair is conceived
as an institutionalising object yet remains open to artistic interpretation
and discourse. Specifically, the chair was designed to symbolise the
dissolution of the hierarchical distance between students and teachers -
an idea that is materialised by the integrated desk and blackboard. Within
the framework of the woodworking course, the visible manufacturing
process also functioned as an object of analysis, charged with speculative
meanings and conceptual associations.

The initiative in this context thus entailed a dual obligation: the acquisition
of craft skills and the responsibility to pass on this knowledge. The sculpture
is complemented by drawings by Dagoberto Rodriguez and Alexandre
Arrechea, made on wooden panels inspired by the drawings they made in
the 1990s.

Reference:

Desde una Pragmatica Pedagoégica. Academic year 1989-1990 / 1st edition,
from a Pedagogical Pragmatics. Students: Alexandre Arrechea, Tania Alina
Paredes, Dianelis Pérez, Maria del Pilar de los Reyes, Tania Rodriguez,
Dagoberto Rodriguez
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Aulaalaintemperie

201
Steel pipes and parts for water connections

Aula a la intemperie also takes up the idea developed by René Francisco
and the students of the first edition of Pragmatics Pedagdégica concerning
the use of the desk as a symbol to reduce the hierarchy between students
and teachers. Unlike La Silla (1990), this piece has wheels and handles,
which allow it to be moved from one place to another, reinforcing the idea
of the displacement of pedagogy beyond its usual physical context. In this
regard, the metal chair embodies the underlying concept of the exhibition in
which it was first shown.

The group exhibition Trust presented works by young artists who studied at
the ISA and was shown in the galleries of the Factoria Habana. It emerged
from La Cuarta Pragmatica Pedagdgica, a course led by René Francisco
in 2011 that was based on the philosophy of social engagement in art and
horizontal relationships between tutor and students.

The members of La Cuarta Pragmatica Pedagdgica approached the
creative process collectively, through collaboration, interpersonal exchange
and communal living. The exhibition presented art from a factory-inspired
perspective, focusing on manufacturing processes and the interplay
between art and mass media. In the words of René Francisco, Trust
functioned like a collective brain in which desires, ideas, words and images
were accumulated andactivated through mutual trust.

Aula a la intemperie particularly reflects the questions surrounding the
teacher-student relationship and embodies the collaborative ethos of the
project as well as the joint production of knowledge within an educational
framework.

a1



Reference:

Desde una Pragmatica Pedagdgica: Academic Year 2010—2013 / 4th Edition,
from a Pedagogical Pragmatics. Students: Alejandra Oliva, Anabel A Zenea,
Dania Gonzalez, Dayana Trigo, Fidel Yordan Castro, Guillermo Cardenas,
Jenny Feal, Jorge Pablo Lima, Karlos Pérez, Nelson Barrera, Ruth Mariet
Trueba, Victor Piverno, Yamisleisy (Yami) Socarras, Yoxi Velazquez
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Glossary

Here you will find explanations of technical terms used in this accompanying
booklet.

Anthropology

Is the scientific study of humans, their culture, behaviour, societies, biological
development and how humans shape their world, both in the past and present.
It considers both the social and cultural aspects of being human.

Buddhism

Buddhism is a religious and philosophical teaching founded over 2,500 years
ago in India by Siddhartha Gautama, known as Buddha. It teaches ways to
overcome suffering and find inner peace through mindfulness, meditation and
ethical behaviour.

Collective

In art, a collective is a group of artists who work together, develop ideas and
implement projects. Instead of working alone, members often share materials,
money, goals and responsibilities.

Collective solidarity

Collective solidarity refers to people in a group or community sticking together
and supporting each other, especially in difficult situations. In doing so, the
members place common interests or values above individual interests.

Critical and transformative pedagogy

Critical and transformative pedagogy is a way of teaching that encourages
students to question society, power and inequality. It helps learners to think
critically about the world around them and aims to create positive social change
The goal is not only to gain knowledge, but also to transform society and make
it more just and equal.
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Epidemic

An epidemic refers to the sudden and sharp increase in the incidence of a
disease, caused for example by viruses or bacteria, in a specific region or
population. It can spread unexpectedly quickly.

Hinduism

Hinduism is one of the oldest religions in the world and originated in India.
It encompasses many beliefs, rituals, deities and philosophies. Central to
Hinduism is the belief that the soul is reborn after death and that one’s actions
have consequences in this life and the next.

Iconic

Something is considered iconic when it is very well known and easily
recognisable. It often represents something bigger, such as an idea, a period in
history or a person. For example, a picture, a building or a person can be iconic.

Installation
An installation is a work of art made up of many different things. These are
arranged by the artists in a very specific way within a space.

Performances

Performances are presentations by artists in front of an audience, during which
they showcase their art. This can include dance, music, theatre or other creative
activities.

Participation
Participation means the involvement in an activity, event, discussion or decision
instead of just watching or listening.
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Santeria

Santeria is a religious tradition that originated in Cuba. It blends (West) African
religions with Catholic Christianity. This is why it is also referred to as religious
syncretism.

Sculptures
Sculptures are figures and shapes made from various materials. They can
represent people, animals, plants or objects, or simply be abstract.

Sociology

Sociology is the scientific study of people in groups and societies. It deals with
how people live together, interact with each other and how social structures,
rules and institutions influence behaviour.

Syncretism

Syncretism refers to the merging or blending of elements from different religions,
cultures, philosophies or world views. Different traditions or ideas are combined
to create something new. In Cuba, for example, the Catholic faith merged with
African religions. The Spanish colonists brought the Catholic faith to the island.
They forbade the slaves who had been brought to Cuba to work in the sugar
cane fields from practising their faith and forced them into conversion. In orderto
continue practising their religion in secret, they chose Catholic representations
of saints that most closely resembled their African deities and worshipped them.
This gave rise to a new religion: Santeria.

Tricontinental

Tricontinental means involving or connected to three continents. It is often used
in political or historical contexts to describe cooperation or solidarity between
countries in Africa, Asia and Abya Yala (center and south America).
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Gomplice

Public Program

GUIDED TOURS OF THE EXHIBITION

Sat, 21.2.2026, 11 a.m.
with Lucrezia Cippitelli and Simone
Frangi (Curators) It

Thu, 5.3.2026, 6.15 p.m.
with Kristina Kreutzwald (Curatorial
office) b

Thu, 9.4.2026, 6.15 p.m.
with Anna Zinelli (Curatorial office) It

Sun, 3.5.2026, 6.15 p.m.
with Lucrezia Cippitelli and Simone
Frangi (Curators) IT

Thu, 21.5.2025, 615 p.m.
with Martina Oberprantacher (Director) D

> Participation fee: 5/7€
WORKSHOPS

Atelier 163
Fr,27.2.2026 / 27.3.2026 / 17.4.2026
with Anna Gabrielli

The workshop invites children to discover
their creativity through artistic design,
drawing, printing and photography, while
playfully developing their own style.

Inspired by the works in the Complice
exhibition, we will experience special
moments of exchange that offer plenty of
scope forexperimental forms of expression.

> Participation fee: 2€
Age group: 4—11years

Ideenwerkstatt
Sat, 18.4.2026, 3-5 p.m.
with Hannes Egger

Artist René Francisco uses art as a tool to
bring about social and political change.
Inspired by this, this workshop will be an
open space for your ideas. Together we will
think, discuss and create: using cardboard,
we will make creative displays that show
what is important to you. Your thoughts
will be made visible in a walk-in network
around the Kunsthaus - and you will help
shape how this place can be reimagined
foryour community.

> Participation fee: 5/7€
Age group: 14 and up

CONCERT
Festival Sonora 709 - Classic

Compilici in Habanera
Thu,12.3.2026, 6 p.m.
Gastén Joya — double bass
Gabriele Mirabassi — clarinet
Roberto Taufic — guitar



The Invention
of Europe - Year 2

FINISSAGE
Sat, 23.5.2026
with René Francisco EN

> free admission

WIR LERNEN DURCH KUNST!
(School)program at the Kunsthaus Merano
with Hannes Egger and Anna Gabrielli.

For individual visits by schoolchildren, the
Kunsthaus Merano provides accompany-
ing material, which is available at the
ticket office. This is a guide to the René
Francisco exhibition based on questions
and interactions.

Imagine Kunst Merano

René Francisco sees his art as a tool
for collectively changing social and
political reality. Based on this active social
participation through artistic practice, the
workshop offers a collective space for
thinking and acting. We invite you to reflect
together on how the Kunsthaus Meran-o
could be improved and changed in the
interests of its community. The ideas are
recorded with pen and paper and placed
in the room as a network — visible, open
to discussion and ready to be developed
further.

Age-differentiated program for all year
groups.
Duration: 90—-120 minutes
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Dialogic tour

The dialogue tour is a recurring offerthat
provides space for in-depth discussion of
the exhibited works, the topics covered
and the project-specific aspects of each
exhibition at the Kunsthaus Merano.

Age-differentiated offer for all grades.
Duration: 60 minutes

Further information:
https:/www.kunstmeranoarte.org/en
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