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Prenez garde au problème de l’architecture. 
[Be aware of the problem of architecture.] 

— Le Corbusier1 

Anarquitecture attempts to solve no problem. 
— Gordon Matta-Clark2 

No hay solución. Edifiquemos el problema. 
[There is no solution. Let us build the problem.] 

— Anonymous (Grupo Anarquitectura, 
Rama argentina) 







INCIPIT



Grupo Anarquitectura (Rama argentina) is an ongoing visual research project and multi-media 
installation that explores the connections between art and public space in the contexts of 
neoliberalism and authoritarianism. The undertaking derives in part from a troubled fascination 
with the remnants of several large-scale infrastructure initiatives begun and later abandoned 
by Argentina’s last military dictatorship (1976-1983). Yet the project also contends with certain 
ideas and practices associated with the work of American artist Gordon Matta-Clark 
(1943-1978) and the so-called Anarchitecture Group, a short-lived avant-garde collective 
connected to Matta-Clark and active in New York City in the early 1970s. The Grupo 
Anarquitectura conjures an alternative history whereby the emergence and rapid demise of the 
New York group coincided with the parallel activities of multiple “anarchitectural” movements 
around the globe. Chief among these was a clandestine South American avatar or “Argentine 
branch” (Rama argentina) of the Anarchitecture Group, operating primarily in Buenos Aires 
(with alleged satellites in Rosario, Santa Fe, and the small city of Villa María, in the province of 
Córdoba). Working in the shadow of the repressive military regime, the Grupo Anarquitectura 
forged sui generis, often highly idiosyncratic anarchitectural precepts, ultimately to transform 
them into a radical anti-functionalist aesthetics of “constructive sabotage” and “speculative 
incompletion.”  

The putative inaugural project of the Grupo Anarquitectura—and arguably their most audacious
—was the tactical disruption of a major public works project initiated by the military junta at the 
outset of the dictatorship. More precisely, the collective appears to have diverted—in the midst 
of its construction—a section of the elevated Autopista 25 de Mayo (AU1), linking it to a pair of 
highway interchanges they designed expressly to remain unfinished, their truncated ramps left 
looming above the Avenida Ingeniero Huergo, in the historic neighborhood of Montserrat, just 
blocks away from the Casa Rosada, Argentina’s presidential residence.  

The AU1 today is a major transportation artery bisecting the capital in an arc from the 
Southwest northward, then eastward through the oldest sectors of the city. Yet, when 
preparations for its construction began in 1978, it was part of a larger infrastructure venture 
known as the Plan de autopistas urbanas (Urban Expressway Plan), spearheaded by the de 
facto mayor of Buenos Aires, Brigadier-General Osvaldo Cacciatore. Inspired by Guillermo 
Laura’s 1970 tract, La ciudad arterial (The Arterial City), Cacciatore envisioned the edification of 
nine elevated highways traversing the city in all directions, ostensibly intended to relieve the 
chronic automobile congestion that had begun to plague Buenos Aires in the mid-twentieth



century.3 The actual purpose of the plan, however, was to rationalize a concerted “urban 
cleansing” campaign aimed at systematic slum clearance, the forceful expropriation of private 
property, the subsequent demolition of whole neighborhoods along the projected highway 
routes, and the eviction—often by violent means—of their mainly underprivileged residents, who 
were removed to areas beyond the municipal limits.4 

By the end of the dictatorship and the return to democracy in 1983, only two of the proposed 
highways had been completed; the remainder of the project, mired in corruption and 
mismanagement, was largely abandoned after that. Nonetheless, a number of its hubristic 
relics can still be found scattered throughout the city of Buenos Aires, including several massive 
pylons rising from the Villa 31 slum crowded into a wedge between the Retiro train terminal 
and the nearby port authority. (Indeed, at least one of these may even point to the hand of the 
Grupo Anarquitectura.)  

For decades, the two unfinished highway ramps in Montserrat have endured as voiceless, 
entropic, seemingly immutable monuments, however inscrutable the collective experience 
they presume to commemorate. Very recently, though, their status—and with it, the legacy of 
the Grupo Anarquitectura—has shifted irrevocably: both have now been integrated into a new 
urban infrastructure initiative in Buenos Aires known as the “Paseo del Bajo.” In effect, this 
latest, massive civic works project will complete an unrealized section of the Buenos Aires-La 
Plata freeway originally projected by Cacciatore’s Plan de autopistas urbanas. The resurrected 
thoroughfare—which will run through downtown along the edge of Puerto Madero, an affluent 
development occupying the land around the former docks of the old industrial port—will be 
reconnected, in turn, to the Autopista 25 de Mayo by extending the offramps left uncompleted 
decades ago by the Grupo Anarquitectura. This time, however, the new traffic 
“artery” (reserved for large trucks and long-haul coaches) will not rest on pylons high above 
the ground, but sit instead far below grade, in a trench over which pedestrian bridges and new 
parkland will at last join the city center to the shores of the River Plate. To a certain degree, 
therefore, our own project aims to visualize the uncertain legacy of the Grupo Anarquitectura 
while scrutinizing its aesthetic, political, and epistemological propositions. 

The Grupo Anarquitectura (Rama argentina) project comprises four spheres, or sectors, of 
visual research, each in continual expansion and modification. The first sector, provisionally 
titled “Speculative Genealogies,” appropriates and juxtaposes images and texts from numerous



contemporaneous sources, with the aim of locating the activities of the Grupo Anarquitectura in Argentina within a broader constellation of 
“anarchitectural practices,” often simultaneous with, yet far removed from, Matta-Clark’s New York City of the 1970s.  

Under the working rubric of “Plan: Avatars,” the second sector of research revolves around Cacciatore’s original two-dimensional plan for the 9 
projected expressways traversing the city of Buenos Aires. Here the aim is to reprocess the plan through an ever-unfolding proliferation of 
forms and representational media, produced in series of three or nine. Through iteration, repetition, variation, and improvisation, this sector 
aims to reveal dormant, wayward “infrastructures of thought” beneath the abstract surface of an idealized, authoritarian urbanistic projection.  

“Offramp: Phantasms” is the title conditionally assigned to the third sphere of research. Here again, iteration and variation govern the 
production of images and objects. In this instance, it is the imposing form of the truncated offramp that serves as our point of departure. 
Composite photographs project the ramp, in distinct manifestations, onto both urban and non-urban sites of “anarchitectural order.” The 
selected sites themselves point either to previous or potential anarchitectural activity, or to the design or neglect of authoritarian systems that 
would seem to invite the kinds of “constructive sabotage” and “speculative incompletion” espoused by the Argentine Branch of the Grupo 
Anarquitectura. 

Finally, a fourth research sector, still under development, will eventually take up the matter of “Anarchitectural Futures.” The idea in this domain 
is to imagine—through the creation of maquettes, videos, animations, and other sculptural objects (as yet to be determined)—an open series of 
alternative, even radical applications for anarchitectural projects, whether existing or unrealized. If to some degree these creations mean to 
evoke the visionary architecture of the 1960s and 1970s by the likes of Archigram, Archizoom, Constance, and Buckminster Fuller, they are in no 
way conceived as exercises in facile nostalgia for bygone utopianisms. Instead, by accounting for the new forms of “anarchitectural knowledge” 
that emerge far from the cultural and industrial centers of the West, our aim will be to reconsider the very nature and possibility of “the 
visionary” in our current, post-factual, post-historical era of global capitalism and ecological devastation. 

The incomplete Atlas you now hold before you is an evolving register of the Grupo Anarquitectura (Rama argentina) project, itself an 
intrinsically unfinished—and strategically unfinishable—work in progress. In this regard, it upholds the principles and venerates the failures of the 
original, anonymous collective of artists to which it is indebted.



SPECULATIVE GENEALOGIES



Acabar es dejar de nacer 
[To finish is to cease being born] 

— Anonymous 
(Grupo Anarquitectura, Rama argentina)









His best work was the idea of creating the Anarchitecture 
movement. Gordon was the mastermind of this group. 

— Ramuntcho Matta5 

The Anarchitecture group was a group of friends who 
decided to have dinner once a week and talk about what 
we always talked about…. It’s been treated now as Gordon 
and the band, but it wasn’t like that: there were no names, 
nobody was treated differently from the other, and Gordon 
was no more important than anybody else. 

— Richard Nonas6  

Anarchitecture. This is Gordon’s word…. 
— Laurie Anderson7 

There was this group called Anarchitecture…. Gordon was 
just one of us. Anarchitecture was not an invention of 
Gordon’s, but an invention of the time….  

— Jene Highstein8



But the modern movement, with nascent 
perspicacity, has dissociated itself from 
this kind of charismarchitectural logic 
and, with incipient idiocy, has attached 
itself to another, the logic of social 
manipulation—thus returning to the idea 
of changing people’s patterns of action 
by proxy and using physical systems to 
guide human development. It is fortunate 
that our incompetence as planners means 
this is more a matter of intention than 
actual effect. 

— Robin Evans9 

One day you will come to know the quiet 
strength of bamboo. 

— Kidlat Tahimik10

Still from Perfumed Nightmare, dir. Kidlat Tahimik (Philippines, 1977)



Carlos Ginzburg, Tierra, Buenos Aires, 1971. Gordon Matta-Clark, Reality Properties: Fake Estates  
(detail), 1973

…the solidest architectural facts are fictional to a degree.  — Robert Harbison11



Kidlat Tahimik surveys a piece of Fake Estate (“Reality Property”) in Paris, 1975  
(Still from Perfumed Nightmare)

…that’s an interesting quality; something that can be owned but never experienced.  — Gordon Matta-Clark12



Gordon Matta-Clark, Conical Intersect, 1975 (as captured—
inadvertently?—on film by Kidlat Tahimik while shooting 

Perfumed Nightmare in Paris) 

Still from the documentary, Conical Intersect, dir. Gordon 
Matta-Clark and Bruno de Witt, 1975. 

Una vez emprendido, todo proyecto de construcción cívica debe ser 
encaminado hacia su abandono. Sólo al abrigo de lo inacabado puede 
alzarse una ciudadanía duradera. 
[Once initiated, every civic construction project must be steered 
toward its abandonment. Only under the shelter of the unfinished can 
a lasting citizenry be erected.] 

— Anonymous (Grupo Anarquitectura, Rama argentina)



The unfinished Foreshore Freeway Bridge, Cape Town, South Africa. Construction began under 
Apartheid in 1970 and was suspended in 1977.15

La ciudad arterial dispone de la velocidad y en 
consecuencia dispone del éxito. Es la ciudad 
de los grandes rascacielos abiertos a los 
espacios infinitos sobre el río más ancho del 
mundo.  
[The arterial city has the means to speed and 
thus the means to success. It is the city of great 
skyscrapers open to the infinite spaces above 
the broadest river in the world.] 

— Guillermo Laura13 

Panique au ralenti, sans mobile externe. C’est 
la violence interne à un ensemble saturé. 
L’IMPLOSION. 
[Panic in slow motion, without external 
movement. It is the internal violence of a 
saturated whole: IMPLOSION.] 

— Jean Baudrillard14



Unfinished ramp of the Autopista 25 de mayo (AU1), above the 
Avenida Ingeniero Huergo, Montserrat, Buenos Aires (as seen in the 

film Moebius, dir. Gustavo Mosquera (Argentina, 1996) 

Aerial view of the construction of the Autopista 25 de mayo (AU1), near the 
Avenida Ingeniero Huergo, Montserrat, Buenos Aires, 1979. 

That zero panorama seemed to contain ruins in reverse, that 
is—all the new construction that would eventually be built. 
This is the opposite of the “romantic ruin” because the 
buildings don’t fall into ruin after they are built but rather rise 
into ruin before they are built. 

— Robert Smithson16 

Entendemos por escultura social una obra y acción de arte que 
intenta (re)organizar, mediante la intervención, el tiempo y el 
espacio en el cual vivimos, procurando hacerlos más visibles. 
[We understand social sculpture as an artistic work and action 
that aims to (re)organize, by means of intervention, the time and 
space in which we live, in an attempt to make them more 
visible.] 

— CADA (Colectivo Acciones de Arte)17



Randomness and predictability in man and in 
human support systems. The sum of human 
actions at any one time can be regarded as 
predictable or random in just the same way as 
can the movements of elementary particles. 
Their predictability can be interpreted as ‘anti-
entropy’, while randomness can be thought of as 
disorganization, entropy or anarchy. 

— Robin Evans18



Este papel es una cárcel. 
[This paper is a prison.] 

— Horacio Zabala19

Horacio Zabala, Anteproyecto de cárceles sobre columna, subterránea, y flotante, Argentina, 1974.



PLAN: AVATARS



Proyectar lo irrealizable. Luego construirlo como tal. 
[Plan the unrealizable. Then build it as such.] 

— Anonymous 
(Grupo Anarquitectura, Rama argentina)



















OFFRAMP: PHANTASMS



El fragmento es nuestro horizonte 
[The fragment is our horizon] 

— Anonymous 
(Grupo Anarquitectura, Rama argentina)















Proyecto anarquitectónico: Biblioteca Nacional



Proyecto anarquitectónico: Ford Falcon



Proyecto anarquitectónico: Estación Federación20



Proyecto anarquitectónico: Epecuén21







ANARQUITECTURAL FUTURES [SECTOR UNDER DEVELOPMENT]



Inacabar: es un verbo transitivo 
[To unfinish: it’s a transitive verb] 

— Anonymous 
(Grupo Anarquitectura, Rama argentina)
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