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Abstract 

Working to configure contemporary visualities as a way of under- 

standing our realities must be done by paying attention to all of 

them, as they weave our view of the world. What has happened in 

the Latin American context in recent decades in the artistic prac- 

tices of media art is central to all of this, and building archives with 

all that has been generated - since the archive is memory - is essen- 

tial to break down the hegemonic discourses that shape an unbal- 

anced and unsustainable world. 

The present investigation gathers a synthetic retrospective of these 

realities and configuration of visualities and contributes the pro- 

cesses that have marked the creation of the archive of the Festival 

Internacional de la Imagen, the most relevant and traditional in 

Latin America, posing archival challenges of a visuality in conflict. 
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Introduction 

In a contemporary world where the audiovisual and digital lan- 

guages underpin part of the central parameters that configure our 

visuality of the world around us, we cannot evade and not put our 

efforts, as an exercise in responsibility, into reconstructing, shap- 

ing, the story of what the practice of new media art has been and is 

being. In this sense, the creation of media art archives is a funda- 

mental task, being the archives the guarantors of memory and, 

therefore, a central issue to understand our present and to have ref- 

erences on which to shape our future. 

This research presents the first results and advances in the crea- 

tion of the archive of the Festival Internacional de la Imagen, which 

it takes as a reference, being the Festival with the greatest tradition 

and international projection in Latin America. 

To understand why, its context and the need for this work, we 

propose a journey through the practices of new media art in Latin 

America from its beginnings to our contemporaneity, basing it on 

the establishment of categories that attempt to reflect the various 

tensions of specific conditions of the digital in the context referred 

to, forming a conceptual and semantic map that defines its own 

identity and visuality and expanding the boundaries of hegemonic 

narratives. 

It is precisely this journey that underpins the meaning and con- 

figuration, its foundations, of the archive of the International Image 

Festival, on which we will later focus on its construction processes, 

its phases, remains and difficulties, with the intention of making a 

contribution to the creation of new media art archives, on the need 

for preservation, accessibility and dissemination, and with this, on 

the intention and need to construct the narrative of new media, as 

a memory of the most recent and transgressive artistic practices. 
 

Technologies of social and resistance 
 

The contemporary condition of Latin American media art 
has profound implications that transcend the use of tradi- 
tional "new media" in different countries. In the framework 
of state policies, the region has historically suffered from 
isolation in the development and inclusion of technologies 
because it is slow to adopt the systems imposed by corpora- 
tions that view Latin American countries as community 
structures that are not very inclusive of technological ad- 
vances. 

 

A closer look, on the contrary, reveals an important ca- 
pacity for technological innovation, for the adoption of tech- 
nologies and for the organisation of information, in such a 
way that this has made it possible to constitute knowledge 
networks that have benefited local developments in Latin 
America for many decades. Proof of this is evident in the 
contributions to the history of cybernetics made by artists 
and researchers who have been extensively documented by 
Eden Medina, Susana Quintanilla, José Carlos Martiátegui, 
Pablo Colapinto and Andrés Burbano, who have delved into 
the work of Arturo Rosenblueth, Eduardo Bayro Corochano, 
Stafford Beer, Cesar Bolaños, among others. Pioneering 
topics related to neuralcomputing, robotics, digital illustra- 
tion or computer music composition show the capacity that 
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Latin America has had for a long time to investigate, from 
critical perspectives, the possibilities that technologies have 
when applied to the economy, design, or social develop- 
ment. 

 

Critical positions on technologies have been present since 
media consumption itself. For Guillermo Sunkel, in Latin 
America it is possible to identify two theoretical-methodo- 
logical positions that will be visible and give centrality to 
the study of cultural consumption, which is necessarily 
linked to art and technological creation: the first "is the shift 
from the study of the message as an ideological structure to 
critical reception" (Sunkel 2006, 18)1. In this way, "critical 
reception becomes a kind of strategy of resistance to what is 
conceived as the powerful influence of television" (Sunkel 
2006, 20)2. The second position is the one that goes from 
popular cultures to consumption and is the one that makes 
possible the "revalorisation of the capacity of popular sub- 
jects to construct meanings that are different from those pro- 
posed by hegemonic culture" (Sunkel 2006, 22)3, thereby 
constructing new languages. 

 

As a result of the above, the generation of countercultural 
artistic practices is a central aspect that characterises a large 
part of the works produced by Latin American artists. The 
systematic denial of local technological advances by those 
who carry out dominant external practices generates a reac- 
tion among artists that has led to the production of works 
that question and transgress technologies, giving the media 
meanings and senses different from those traditionally as- 
signed to them. Specifically in practices that involve digital 
technologies, Alonso affirms that: "artists who work with 
technology in countries where it is not developed or where 
its diffusion or local penetration is difficult, unequal or prob- 
lematic assume - albeit implicitly - a position with social, 
ethical and political edges"(Alonso 2008, 14)4. In this way, 
"any proposal of this type produced in the countries of the 
region implicitly carries the tensions between the imperative 
of technological expansion and the inescapable reality of re- 
gional, derivative and marginalised economies and cultures" 
(Alonso 2008, 15)5. 

 

The condition of media art in Latin America is reconfig- 
ured on the basis of the local and global specificities of each 
country, and the strategies of resistance that emerge from 
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them, in open opposition to the control mechanisms of gov- 
ernments and institutions, to the strategies of accumulation 
of wealth for the benefit of corporations, and to globalised 
production systems that do not add value to the local econ- 
omies in which they operate, but perpetuate the existing con- 
ditions of dependency (Wilson 1992, 137)6. It is not just a 
matter of identifying the specific reality of Latin America 
vis-à-vis tradition or modernity; as Mariátegui states, "new 
identities are not only generated by global or local resources 
but by complex articulations that occur within an unstable 
equilibrium in the form of different visions of the same dis- 
course, from a local contact that mediates its relationship 
and response to the outside (which is not necessarily linked 
to "the global") (Mariátegui 2005, 67)7. 

 

Many of the artistic works that are part of the archives of the 
Festival Internacional de la Imagen, and that have partici- 
pated in its different editions, respond to these reconfigura- 
tions: appropriation, hacking, multiplicity, transculturality, 
surveillance, hybridity, which account for the immense 
complexity of media art creation in the regional context. 
And in the face of this, the resistance for independent 
thought in which artists such as Juan Downey, Jaqueline 
Nova, Rolando Peña, Brian Mackern, Fran Ilich, Arcangel 
Constantini, Jorge La Ferla, Iván Marino, José Alejandro 
Restrepo, Luis Ospina, Gilles Charalambos, Juan Reyes, 
among many others, have been historically linked. 

 

A categorisation of these artistic works would reflect the 
diverse tensions of specific conditions of the digital in the 
region, which can be synthesised in categories such as: 

 

Machines as processes of social exchange. From the per- 
spective of both machines and software programming, the 
artists propose approaches to low tech, marginality, or au- 
tonomous programming, in the search for an exchange of 
languages that enables new combinations of communication 
between human beings and machines, as proposed by Ger- 
ald Raunig. For him, in line with the thought of Marx, 
Deleuze and Guattari, the machine should not be seen as 
limited to its technical aspects but as a mechanical-intellec- 
tual-social assemblage that transcends the simplistic and op- 
timistic celebration of a certain form of machine observed 
from futurism to cyber-fans (Rauning 2008) 8. 
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Technologies as resistance. From the perspective of ethno- 
cultural diversity, Latin America has a broad spectrum of 
cultural manifestations, and multi-ethnicity and pluricultur- 
alism are relevant features in many of the countries. Hernán- 
dez and Calcagno state that, although the region has more 
than four hundred indigenous peoples and many of them 
constitute the majority group at the national level, most of 
them "suffer discrimination because of their ethno-cultural 
belonging and survive in conditions of marginality that offer 
deep contrasts between the modern world and the neglected 
areas of their settlement" (Hernández, Calcagno 2010, 
114)9. 

 

 
Figure 1. The Circle of Fires, 1979. Two-channel color video in- 

stallation, with sound, 10 min. ©Juan Downey Copyright10. 

 

Perceptual alterations of the audiovisual. Also, through 
audiovisual creation, technology becomes a weapon of 
power that vindicates urban landscapes and culture in gen- 
eral. Electronic creation in the hands of artists, whether or 
not they are media experts, becomes a tool for experimenta- 
tion that is not limited to the reproduction of reality. From 
it, reality is modified to make visible phenomena that are not 
evident through conventional media. Thus, digital video 
takes advantage of the languages of electronics and telemat- 
ics to expand its functionalities and meanings, providing 
new perspectives on the problems of contemporary society. 

 

Political dimensions of visibility. Critical awareness of the 
use of technology involves understanding the tensions in- 
herent in systems of digital representation, in order to rec- 
ognise the use that power makes of them. This last category 
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refers to a political condition that dominates a large part of 
the interests of artists in the region: how to make complex 
processes visible, both from the perspective of hardware and 
software, as well as the social dynamics in which this tech- 
nology is inserted. 

 

In synthesis, a large part of the works that make up the 
archive of the Media Art Monographic Exhibitions link with 
the reality of the region from a critical perspective, and al- 
low us to observe the contemporary dynamics of society, but 
also the historical reflection of culture, in a line that, as Ro- 
drigo Alonso states, expands, multiplies and even "opens 
unprecedented semantic paths at the time of the appearance 
of the works with which it operates, in an intimate and in- 
teractive dialogue with them and their makers"11. 

 

The Media Art Monographic Exhibitions of the Interna- 
tional Image Festival present a panorama which, of course, 
are not unique but diverse and hybrid through languages, 
colours and symbols that show different types of intercul- 
tural crossbreeding. The reflections on history, technolo- 
gies, communities, and the political and social spaces that 
surround the everyday life of the countries, allow us to rec- 
ognise the beginnings of an intercultural dialogue that is 
necessary to strengthen the development of a collective 
identity. 

 

The Image Festival. Archival practices of a visual- 
ity in conflict: challenges and contributions. 

 

It seems evident that the need to create an archive was una- 
voidable. At the end of 2023 we began the process in the 
context of an inter-university collaboration project between 
the Universidad de Caldas -where the Imagoteca of the In- 
ternational Image Festival is physically located-, the Univer- 
sidad de Bogotá Jorge Tadeo Lozano and the Universidad 
Complutense de Madrid. 

 

The aim of triangulating these teams was based on sharing 
experiences of archival practices already developed previ- 
ously, and crossing perspectives that would enrich these 
practices. 

 

One of the central concerns was the configuration of teams, 
in which the indispensable participation of the archivist was 
considered. The report developed in the chapter dedicated to 
"Archiving and Preservation" in the White Paper on the in- 
terrelation between Art, Science, Technology and Society in 
Spain (2023)12, shows that one of the main problems in the 
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attempt to create art and new media archives is the absence 
of the scientific-technical figure of the archivist, which gen- 
erates multiple problems, from conceptual confusion be- 
tween archive and repository, the non-use of metadata mod- 
els that are not interoperable, to real problems of accessibil- 
ity in the difficulty of locating the documentation. 

 

The problem is even more pressing when archival science 
and its practices are in full conversion due to the needs and 
challenges of the digital context, transforming archival 
standards into a conceptual model: Records Contexts-Con- 
ceptual Model (RiC-CM)13. 

 

In this sense, archivists from the General Archive of the 
UCM, with long experience in archival practices and with 
previous experience in the creation of one of the most sig- 
nificant archives of new media art and transdisciplinary 
practices of art, science and technology, the MediaLab Ma- 
drid Archive, joined the team. The idea was to work together 
with archivists from the Latin American universities in- 
volved, to exchange practices and experiences, as well as 
with the director of the Festival Internacional de la Imagen 
and the head of the Imagoteca, who are central to the Festi- 
val because they are the ideators and have first-hand 
knowledge of the Festival. 

 

From there, a multidisciplinary team of database designers 
(with an eye on AI) was set up, adding services for the re- 
covery of works affected by obsolescence, with web design- 
ers, artists of new media art practices, as the main experts in 
the languages of generative, processual and interactive 
works typical of new media art, and experts in communica- 
tion for their maximum dissemination. 

 

After the inventory, digitalisation and cataloguing work, we 
moved on to the design of the database, which was undoubt- 
edly conceived as a relational database, in which concepts, 
practices and methodologies had to be crossed and related, 
as we had to respond to one of the identifying aspects of 
these practices, multidisciplinarity and transdisciplinarity. 
And on the other hand, one of the central tasks in the con- 
figuration of an archive and which also marked the design 
of the database, we are referring to the classification table, 
which represents the first major intellectual task in the crea- 
tion of archives. 

 

Respecting the natural order in which the documentation 
was generated in the activity of the International Image Fes- 
tival itself, the classification chart was configured between 
the creator and director of the Festival and the archivists. 
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13 Records Contexts-Conceptual Model (RiC-CM) is a high-level 

conceptual model whose main objective is the identification and 

intellectual description of records, of the agents that create and use 

these records or are attested to by these records, and of the func- 

tions performed by these agents and facilitated or attested to by 

The intention in the creation of this classification chart was 
that its configuration should be based on the account of mul- 
tidisciplinary as well as transdisciplinary practices, and to 
the concept itself, to the genesis of the Festival's own mate- 
rial and documentation, that is, to show what Alonso de- 
scribes as "the tensions between the imperative of techno- 
logical expression and the inescapable reality of regional, 
derivative and marginal economies and cultures" (Alonso, 
2008: 14). This is an invaluable and major task in construct- 
ing concept, theory, narrative and visualities, opening up 
'unprecedented semantic paths' (Alonso, 2008: 13). 

 

To this was added the application of different layers of 
search, in relation to the possibilities of artificial intelli- 
gence, with the same relational intentionality and based on 
the aforementioned genesis of the material that makes up the 
archive. 
The media art thesaurus was also applied, the first and only 
thesaurus of new media art that exists to date and which was 
created in the development of the VOREMTUR project. 

 

The intention was also to use interoperable metadata mod- 
els, such as Dublin Core, in order to be able to add it to other 
platforms and also form a specific platform for Ibero-Amer- 
ican new media art, in this need for collective identity and 
to break, necessarily, the hegemonic discourses of visuali- 
ties and, by extension, of an unbalanced and unsustainable 
world. In such a way that the present archive is already pre- 
sented as a sample and an intention to be a model of good 
practice in the creation of art and new media archives in 
Latin American identities and visualities. 

 

Likewise, different practices were developed regarding the 
challenges of obsolescence in the context of new media art 
practices, through simulation actions and the opportunities 
offered by a context that questions and transgresses technol- 
ogies, due to the needs of a reality that is systematically de- 
nied local technological advances, "by those who carry out 
external dominant practices", as we have mentioned above. 
Finally, the project will be consolidated with dissemination 
work, through the creation of a catalogue and an exhibition 
proposal, in addition to all the dissemination channels of the 
network context. 

Conclusions 

The first results of this research and project have been in- 
tended as a contribution to the necessary creation of new 
media art archives, addressing the most pressing issues of 
preservation,   conceptualisation,   international   archival 
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standards that guarantee interoperability, and thus accessi- 
bility and dissemination. In addition, and being fundamen- 
tal in this work, it has been developed in the Latin American 
context, being the object of study, the International Image 
Festival, due to its relevance and tradition, covering not only 
the digital, but also the very transition from analogue to dig- 
ital, providing a privileged view.  Focusing on this specific 

context is a central contribution to the shaping of our con- 
temporary visualities, as well as trying to make a contribu- 
tion, from culture and art, to the construction of a world that 
is necessarily more balanced and sustainable. 
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