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Since midway through 2000, Gabriel Baggio has carried out a series of performances within the 
framework of what he denominated Procesos de aprendizaje [Learning Processes]. Throughout 
the course of this experience, the artist has learned how to cook spicy chicken, spaghetti with stew, 
to carve a flower out of wood, to make a rose in marquetry and even how to make an adobe house, 
among other things. Like other examples of his work, these processes take place in locations that 
range from museum spaces to places outside art circuits. The idea of “process” alludes to one of 
the proposal’s fundamental questions: while they all lead to some “final product” (the flower, the 
meal, the pot), there is something that happens that cannot be captured, even in the multiple forms 
of documentation that remain from each experience. This has to do with the diverse forms that 
connections between people take, what is not said, what is impossible to transmit as a written 
recipe or instruction manual, and this refers to the weave of codes that are created during the time 
of exchange and the internalization of knowledge. Outside of this exchange, the work as such does 
not exist. In any case, a reformulation of it will take on a different identity in another format, as a 
mere record or videoperformance. In this sense, what happens has preponderance, like a 
mechanism that activates the functioning of the subjects involved at that precise instant: “As events 
that reveal these special characteristics . . . they open up the possibility of experiencing changes 
during their course, that is, of transforming all those who participate in them: both artists and the 
public.”1  

Baggio’s reflections do not delve solely into the recuperation of trades or crafts (impossible to 
elude Grippo’s reference to the socialization of food and knowledge and a commitment to others 
in his bread oven)2 that no longer exist or are in decline, but also into his involvement in the 
position of apprentice. As we mentioned earlier, there is a deliberate political gesture of eroding 
the self that translates not only into a disruption of the artist’s ego, but also of knowledge’s place. 
The past of these trades is not romanticized; a question is raised regarding how we as human beings 
anchor our interpersonal connections within the reigning capitalist scheme:  

Unmotivated workers like the Soviet construction workers, depressed workers like the 
British doctors and nurses suffer not so much from the work they do as by how it is 
organized. This is why we should not give up on the workshop as a social space.  
Workshops present and past have glued people together through work rituals, whether these 
be a shared cup of tea or the urban parade; through mentoring, whether the formal surrogate 

 
1 Fischer-Lichte, Erika (2014). Estética de lo performativo, Madrid, Abada Editores, p. 46. 
2 In 1972, in the framework of the Arte e ideología. CAyC al aire libre exhibition, Víctor Grippo, along with 
sculptor Jorge Gamarra and rural worker A. Rossi, constructed an oven for baking bread that was put into operation 
the following day. The action involved three stages: constructing the oven, making the bread and handing it out to 
the public in attendance.  



parenting of medieval times or informal advising on the worksite; through face-to-face 
sharing of information. 3  

How can the effects of the “factory of unhappiness” that Bifo speaks of be counter-arrested? What 
happens with the transmission of that knowledge when industry discards their use?  

Every movement produces an effect . . . But the word “movement” for me means something 
more: the full deployment of the potentialities contained in a collective body, the 
implementation of the technical and productive potency of a collective body—a potency that 
can deploy only when that body becomes a movement.4  

This is where I see the potency of the Procesos de aprendizaje pieces. The instance becomes a 
studio, not as an emulation “of,” but through mistakes, choreographies of corporal exchange and 
the particularity of the link with technique (always in a new version) as it restores that logic of 
community where cognitive workers’ subjectivity used to function with autonomy from the 
technology of capital. 
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3 Sennet, Richard (2009). El artesano, Barcelona, Anagrama, p. 52. 
4 Berardi, Franco (2019). Futurabilidad. La era de la impotencia y el horizonte de posibilidad, Buenos Aires, Caja 
Negra, p. 72. 


