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Hans-Michael Herzog: Tienes una exposicion
en White Cube en Londres, en septiembre de
esteafo. ;Teasustalaidea,teniendo encuenta
que td produces muy lentamente tuobra?
Doris Salcedo: El tiempo que demanda producir
unaobraes muy prolongado. Ahora bien, sino
tengo lecturasy experiencias nuevas, sino conozco
oaprendo algo nuevo, evidentemente terminaré
porhacersiempre lamisma obra.Através del
tiempo,endosotresanos, puede variar la pers-
pectiva con lacual se mirael mundo. Poreso es
importante que existan espacios prolongados
entre unaobray laotra. No me refiero Ginicamente
altiempoqueseempleaenlaelaboraciéndela
obra, sino al tiempo necesario paraque uno
cambie.

¢Quieresdecirquetienes miedo arepetirte?
No estanto el miedo a repetirme sinoel noasu-
mir plenamente la responsabilidad que conlleva
tratarafondo lostemasolas experiencias a partir
delascualeselaboro mis obras. Me considero
una artista politica. Cada vez que trabajouna
obra, hago referenciaa un eventodelavidareal,
avictimas reales. El mayortemor lo representa
laimpotencia para conferiralasobrasladimen-
sién delavida. Las cosas que ocurren en el mundo
sonterribles,y en contraposicién nuestra capaci-
dad pararepresentarlasviene a serminima. Care-
cemosde la capacidad para representarel daio
quefabrica, porejemplo,unarmanuclearenel
cuerpo de todas sus victimas, en el ecosistema,
etc., noscuestatrabajoimaginarlo. Loque meim-
presiona es nuestraincapacidad para representar
ladimension de este tipo de hechos. Es ahidonde
unofalla.

Muchos de los otros artistas que van a estar
en esta exposicién colombiana trabajan con
elementos, motivosy temas politicos,ylo que
surge siempre es esta cuestion de imposibili-
dad.

Creoque,en micaso, lograrrepresentarloqueyo
busco senalaresimposible. El fracaso me acom-
panadeantemano.Y esalgodificil de asumir. Pero,
enalgunos casos, se lograque en losintersticios de
lasobras, enlas grietas que quedan, algode dicha
realidad se inserte. Peroel lograrque eso suceda
muchasveces esajenoa mivoluntad. Esindepen-
dientedelaintencién que unotiene...
Peroyatienes mucha experiencia.

Si, pero eso no cambia. En esta situacion la nocién
dedesarrollo o evolucién no existe. No generalizo
pero, en micaso, yo siempre estoy en cero. Siento
que no hay experienciaacumulada.
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Hans-Michael Herzog: You have an exhibition
at White Cube in London this September. Does
the idea alarm you, given that you work very
slowly?

Doris Salcedo: The time needed to produce a
piece is very lengthy. However, without reading
and new experiences, without new knowledge or
learning, | would obviously end up always doing
the same thing. Within the space of two or three
years the perspective from which one views the
world can change. Because of this, long periods of
time between works are important. | am not just
talking about the time spent working but also
about time needed for one to change.

Does that mean you are frightened of repeat-
ing yourself?

| am not as frightened of repetition as of not fully
assuming the responsibility required to tackle in
depth the topics or experiences from which | de-
velop my work. | consider myself a political artist.
Each time | work on a piece | refer to a real life
event, to real victims. My greatest fear is to be
incapable of giving a human dimension to my
works. Terrible things happen in the world and
yet our capacity to represent them is minimal. We
lack the capacity to represent for example the
damage inflicted by a nuclear weapon on its vic-
tims’ bodies, the ecosystem etc. We find it difficult
toimagine it. | am struck by our incapacity to rep-
resent the scale of it. This is where one fails.
Many of the other artists who are going to be
in this Colombian exhibition work with politi-
cal motives, topics and elements; what always
arises is the question of impossibility.

| think that in my case being able to represent
what | seek to point out is impossible. Failure is a
forgone conclusion and it is difficult to accept
this. Yet, in some cases, it is possible that a bit of
this reality inserts itself in the interstices of a
work, in the cracks that are left open. Achieving
this is often beyond my control. It isindependent
ofthe intention one may have...

But you already have a lot of experience.

Yes, but it makes no difference. In this situation
the notion of development and evolution does
not exist. In my case, | always start from scratch.
There is no accumulated experience.

Just like the writer who always faces a blank
page.

Yes, but each time there are more obstacles. When
| was young | noticed these obstacles less. Now |
always find myself at the beginning but with
more impediments and on top of that, with an



Como el escritor que cadavez se encuentrade
nuevo frente a la pagina en blanco.

Si, pero con mas obstaculos en cada ocasién. Cuan-
doerajoven, reconocia menos losimpedimentos.
Ahorasiempre me encuentro en el punto cero pero
con mdsimpedimentos.Y ademds con un cerebro
terco que siempre quiere volveralo mismo, alo
conocido.

Pensarduele, ;no? peroatodos,noeresla
Unica.

Séque esigual paratodos. Pero cuando trabajo
trato de distanciarme de mi mismay mirarme
desde afuera, juego a ser un poco esquizofrénica,
locual me permite seruna criticaimplacable de
mi propio trabajo.

Eso esbueno parael trabajo.

Aveces, si. Cuando se logra una obra, si. Pero no
siempre se logra...

Esun parto.

Si, tal vez menos natural. El parto es algo muy
natural,en cambio esto es mucho mas forzado.
Pero aveces podria ser muy prolifico—nosélo
para tisino para todos—no producirporun
cierto periodo. Pero tiiya no produces mucho,
ino?Y esabaja produccion esalgomuyligadoa
tu persona.

Si,no produzco mucho, pero no podria producir
mds, tampoco podria producir menos. Esoya es
asf. Yo soy eso. Existo, me levantoy funciono
porque hago eso. Lo tengo que hacer.

¢Nosabes hacerotracosa?

No sé nada mds. Notengo razén de ser fuera de mi
obra.Nada mas meinteresa. Porsuerte, nada. No
hay otra opcién que me pueda seducir.

La Gltima vez que estuve aqui en Bogot4, pre-
sencié unacharlaquetddisteenlaBiblioteca
Luis Angel Arango. Muchos jévenes artistas me
dijeron luego que habfanido paravery escu-
charpersonalmente a este animal muy raro,
Doris Salcedo. Td expusiste la ltima vez aqui
en 2002, pero no eres muy conocida en Bogotd.
¢Cémo lo puedes explicar?

Esoesalgoque he hechointencionalmenteyque
me parece importante para todos, tanto para el
medio del arte en Colombia, como parami. En mi
caso, esimportante porque me permite preservar
mi privacidad. El inico aspecto publico de mivida
esmiobra. Mds alin, necesito privacidad para po-
der producir, para todo. Por otro lado, hay que tener
presente el hecho de que las condicionesenel ter-
cermundo son dificiles, hay pocas oportunidades
paraque los artistas jévenes puedan desarrollar su
obra o exponerla. Cuando alguien tiene esa opcién,

obstinate brain that always wants to go back to
what it knows.

Thinking hurts everyone, doesn’t it? It’s not
justyou.

| know it is the same for everyone but | try to dis-
tance myself from myself when | work and see
myself from the outside. | become a little schizo-
phrenic which allows me to be an implacable
self-critic.

But thatis good for the work.

Sometimes itis, when a piece is achieved, but
this does not always happen...

Itis like childbirth.

Yes, although perhaps less natural. Birth is some-
thing very natural while this is much more
forced.

Sometimes it can be productive not to pro-
duce for a period of time, not just for you but
for everyone. Yet you do not produce much.
This low rate of production is one of your char-
acteristics.

Yes, | do not produce much but | could neither
produce more nor less. That's the way itis.lam
like that. | exist, | get up and function because |
dothat. | havetodoit.

You do not know how to do anything else?

| do not know anything else. | have no reason.to
be other than my work. Nothing else interests
me, luckily. No other option can seduce me.

Last time | was here in Bogotd, | attended a
talk you gave at the Biblioteca Luis Angel
Arango. Afterwards, many young artists told
me they had gone to see and hear that very
rare animal, Doris Salcedo. The last time you
exhibited here was in 2002 and yet you are not
very well known in Bogotd. How do you ex-
plain this?

It is something | have done intentionally and
which seems to me important, as much for the
Colombian art world as for myself. In my own
case, it isimportant because it allows me to
maintain my privacy. The only public aspect of
my life is my work. | need privacy to produce. At
the same time, one has to keep in mind that con-
ditions in the Third World are difficult and there
are few opportunities for young artists to develop
or exhibit their work. When you have the option
to exhibit, for example in my case, the value of
the work and the reviews become overblown and
so exaggerated that it becomes harmful for
everyone.

| would say that in Colombia there is a tradition
that is unhealthy for young artists which is
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en micaso porejemplo, se sobredimensiona el
valordelaobrayloscomentarios, con tal exagera-
cién,que es nocivo para todos.

Yodirfaque hay una tradicién fomentada en
Colombia porartistas mediocres, con egos monu-
mentales, dedicados permanentemente a hablar
desuvida,de su privacidad sin ningin pudor, y eso
me parece malsano paralos artistas jévenes. El
arte se convirtié en un evento social,en un pro-
blemade clase. Entonces, noimportasilaobraes
importante o no,sivale la pena, si estd bien hecha.
Jamassediscute cudl es el sentidode laobra. Se
habla de hechos triviales, acerca de si expones, el
lugardonde lo haces. Esto me parece perjudicial,y
porellotratode noaparecer. En lamedida en que
yono aparezca, el focosecentraenlaobra,yde
esosevaahablar,delaobra.

Sitl estds conceptualizando unaobra, ;éstaya
se encuentraen tu mente casi terminada? Me
gustaria saber cémo funciona en ti ese proceso.
Cuandovi, por ejemplo, tu excelentisima obra
paralaBienal de Estambul [figs.1-3],de una
realizaciény un efecto muy sorprendentese
impresionantes, me pregunté cémo es posible
concebirunaobra con esta precision, con esta
meticulosidad.

Pienso que micerebrofunciona de unaformadife-
rente cuando estoy pensando en unaobra paraun
espacio piblicoacuandolohago paraunespacio
interior. Cuando estoy trabajando para un espacio
interior, la pienso en la medida en que la hago.
Tengoun puntode partida perolaobraseluchay
sedefineen el proceso. En el espacio publicoes
diferente: tiene que existir un proyecto previoy
dicho proyecto debe concluiren unaobra termi-
nada. Pero,durante el proceso de pensarlaobra, _
elaboro fragmentos. Enla obrade Estambul hice
fragmentos muy grandes en mi estudio, porque
cuandosetrabajaen el espacio publico, las condi-
cionesvarian,yanosetiene la privacidad que se
encuentraen el estudio. Las dimensionesy la
escalaimponen una precision que excluye laim-
provisacién; hay factores de riesgoy tienes que
tenerunalto nivel de certeza. Cuando se trabaja
unaobraenunespacio publico estd presente la
ciudad. Los edificios tienen una cargay una me-
moria,y todos estos factores enriquecen la obra.
En cierta forma para mies mdsviable pensarla
obraenesascircunstancias que cuando estoy
frente a un cubo blanco: es muy dificil atravesarlo
otransformarlode alguna forma. Son dos procedi-
mientos diferentes, pero en los dos hay un ele-
mento compulsivo, mitrabajo es compulsivo,
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fig.1

fostered by mediocre artists with monumental
egos who are permanently dedicated to talking
shamelessly about their private life. Art has be-
come a social event, a problem of social class. As
such, itis notimportant whether the work is im-
portantor not, well executed or of any value. The
meaning of the work is never discussed. What is
discussed are mere trivialities; if you do ordon’t
exhibit and where you do it. This seems damag-
ing to me, and so | try not to appear. Since | do
not appear, the focus is on my work, and that is
what will be talked about.

When you are conceiving a piece, is it already
almost complete in your mind? | would like to
know how this process works for you. For ex-
ample, when | saw your excellent piece for the
Istanbul Biennial [figs. 1-3], surprising and
impressive both in its realization and effect, |
wondered how a work of such precision and
meticulousness is conceived.

I think my brain functions differently when
thinking of a piece for a public space than when
Iam thinking about one for an interior space.
When | am working for an indoor space, | think
aboutitas|amdoing it. | start from a certain
point butitisin the process that the work strug-
gles and gains definition. It is different in a public
space: a project must already be in existence and
should conclude with a piece of work. During the
process of thinking about the piece, | produce
fragments. For the piece in Istanbul | produced
large fragments in my studio because conditions
vary when you work in a public space, you don’t
have the privacy of the studio. Dimensions and
scale impose a precision which excludes improvi-
sation; there are risk factors and you must be
very certain. In a public space the city itselfis pre-
sent. Buildings have a charge and a memory, and
all these factors enrich the piece. In a certain
way, these circumstances make it easier to think
the piece. Instead, when | face a white cube, get-
ting through it or transforming it in any way is
very difficult. They are two different procedures
although both have an element of compulsion;
my work is compulsive. Sometimes | am able to
reach the object of this compulsion, at other
times | am not.

Could it be said that large, public work is con-
ceptual from the beginning while the otheris
more open to intuition?

Yes, even if awork in a public space is influenced
by the other. Works based on intuition are the
ones that open spaces and introduce ideas. Art

installation, 8th Interna-
tional Istanbul Biennial,
2003

Approx. 1550 wooden chairs
Approx. 10 X5.5X5m
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aveceslogro llegaral objetivo de esa compulsiény
avecesno.
:Sepodriadecirquelaobraptblica,de gran
tamafo, es conceptual desde el inicioylaotra
seabreun pocomasalaintuicion?

Si.Aun cuandolaobraen el espacio pdblico se nu-
trede laotra. La que abre espacios, inaugura ideas,
eslaquetrabajalointuitivo. La obradel espacio
plblicoya estd elaborada, en buena medida, antes
desurealizacion. Evidentemente, la instalacién

de Estambul estaba antecedida por Tenebrae—
Noviembre 7 [fig. 4], Noviembre 6 [figs. 12—-15] y todas
mis otras obras consillas. La misma idea se fue re-
elaborando, fueron los trabajos anteriores los que
definieron el camino Ultimo de esa obra.

La obrade Estambul esun memorial, ;o no?

Si.

¢Nunca te propusieron hacer un memorial
judio?

Unavezmelosugirieron en Nueva York, perono
tenia tiempo, entonces nisiquiera pude conside-
rarlaidea. Porque un tiempo minimo seria de dos
anos; seismesesesimposible.Apesarde queen
mis lecturas, cuando estoy pensando una obra, el
Holocausto siempre es el centro, es un puntode
referencia obligado para mf.

Tl sabes queyo soyalemdny, en consecuencia,
convivo con varios memoriales que se han
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Installation, 8th Interna-
tional Istanbul Biennial,
2003

Approx. 1550 wooden chairs
Approx. 10X5.5Xx5m

works for public space are, to a large extent,
already elaborated before they are realized. Of
course, the Istanbul installation was preceded by
Tenebrae—Noviembre 7 (Tenebrae—November 7)
[fig. 4], Noviembre 6 (November 6) [figs. 12-15]
and all my other work with chairs. The same idea
was re-worked, and it was previous work that
defined the way the piece ultimately turned out.
Is the Istanbul piece a memorial?

Yes.

Have you ever been asked to do a Jewish
memorial?

It was suggested to me once in New York butas |
had no time | could not even consider the idea.
The minimum time would be two years; in six
months it would be impossible. Although the
Holocaust is always central to my readings when
thinking about a piece and is an obligatory point
of reference for me.

As you know, | am German and as a result live
with various memorials which have been pro-
duced in my country. Whenever | see them |
think, Mamma mia, they are so badly made!

1 am thinking for example of Berlin and the
work of Peter Eisenman and others. | think
something much, much better could have
been done...On those occasions | think of you
and a piece like that in Istanbul, which is
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hecho en mi pais. Pero, cuando los veo, pienso:
iMamma mia, qué mal hechos! Estoy pensando
en Berlin, porejemplo, enlaobrade Peter
Eisenmany otras. Creo que podria haberse
hecho algo mucho, mucho mejor.Y, en esas
ocasiones, pienso entiyenunaobracomolade
Estambul, que es perfecta; asi tendria que ser,
para mi,un memorial.

Evidentemente, para mi,el Holocausto estaba
presente en el momento de pensarla obra de
Estambul, eso es algo muy claro, los referentes son
directos.

Esdecirque tu teméatica noessélo colombiana,
sino universal.

Eso creo. Cuando meinicié, obsesivamente tra-
bajé lo colombiano porqueeslarealidad que
conozcoy no la puedo evitar. Cuando caminas por
las calles te golpea. Sime vas a hablarde homeless,
yo sé mds de homeless que ti que eres alemdn, he
visto muchos mds. Si me vasa hablarde desplaza-
miento forzado, tengo una experiencia mayor. Si
vamos a hablarde todos los problemas de la vio-
lencia, desgraciadamente yo tengo una mayor
experiencia. Poreso me interesa el aspecto colom-
biano. Pero me molesta el ghetto. Cuando dicen
que miobrase refiere a la violencia colombiana,
escomo siel resto del planeta estuvierainoculado
contralaviolencia. O comosilaviolencia en Co-
lombia existiera porque somos particularmente
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perfect. That is how a memorial would have to
be, for me at least.

It's evident for me that the Holocaust was present
when | started thinking about the Istanbul work,
this is quite clear, the references are direct.

So your theme is universal, not just Colom-
bian?

| believe so. When | started as an artist, | pushed
the Colombian obsessively because it is the reali-
ty | know and cannot avoid. It hits you when you
walk the streets. If you talk to me of homeless
people, | know much more about this than you
who are German, | have seen more than you have.
If you talk to me about forced displacement, | also
have more experience as | also have, unfortunate-
ly, with the problems of violence. This is why the
Colombian aspect interests me although the
ghetto annoys me. When my work is referred to in
terms of violence in Colombia, it is as if the rest of
the planet is somehow inoculated against vio-
lence or as if violence in Colombia exists because
we are particularly uncivilized and wild. | do not
see it like that. Violence persists everywhere in
different shades of equal intensity. It is just that
here itis bloodier but...

Emmanuel Levinas says it is not only killing or
wounding that constitutes violence, but ob-
structing a person from leading their life and be-
ing what they want to be. A person has a certain

fig.4

Tenebrae

Noviembre 7,1985 |
Tenebrae, November 7,198s,
1999-2000

Lead and steel

193X 561.5X 555 CmM



incivilizados, salvajes. Y no creo que eso sea asf,
porque laviolencia persiste en todas partes con
diferentes matices, pero conigual intensidad. De
pronto aquicorre mds sangre, pero...

Emmanuel Levinasdice que laviolencianoséloes
mataro herir,sino que la violencia esimpedirle a
una persona que continle con suvida, que sea lo
que desea ser. Una persona tiene un determinado
caminoy uneventoviolentole impide continuar
conesavida, ledeformalavida. Este esel aspecto
delaviolencia que mds meinteresa. Y, si lavemos
desde esta perspectiva,comprobaremos que la
violencia persiste en todo el mundo. Sivemos un
campo de refugiados en Australia, notaremos que
hay grandes injusticias. Esun campo de concen-
tracion real,un campo de prisioneros para gente
que no hasidojuzgada nicondenada. En todas
partes,inclusive en el primer mundo, encontra-
mos lugaresinhumanos en los que lavida de las
personas,como ellas la deseaban, esimposible.
Laviolencia es universal. Existe otroelemento que
me impide continuarel trabajo basado en testi-
monios directos de victimas de la violencia en
zonas de guerra en Colombia. En este momento
esmuy inseguroviajara las zonas de guerra. He
tenido que encontrar otros caminos para con-
tinuartrabajando temas relacionados conla
violencia tomando testimonios de diferentes
lugares. Y, por desgracia, encuentro cantidades
apabullantes de testimonios de personasa quie-
nesse les vulneran sus derechos. Simirasalos
pobres afganosen los campos de refugiados en
Pakistan, o Guantdnamo.., lalista esinfinita. Me
interesa conectar la violencia que ocurre diaria-
mente en todo el planeta, porque evidentemente
no es un aspecto exclusivo de los paises menos
desarrollados.

Me interesa establecer conexiones, ver el fené-
menode laviolenciaen general, porque creo que
todos los seres humanos somos iguales, masalld
de diferenciasraciales, culturales o religiosas.

Me interesa encontrarlo puramente humano, lo
que es comun a todos los hombres, y evidenciarlo.
Este aspecto comun en todo ser humano es preci-
samente nuestra gran vulnerabilidad, somos
seres finitosy por lo tanto vulnerables. Claro,
algunos vivimos en condiciones que exacerban
esavulnerabilidad. Poreso, la conexién conel
Holocausto esimportante asicomo con cualquier
otra formade continuacién del Holocausto, en
términos de discriminacion, genocidio, o en tér-
minos de encierro sin derecho a juicio, hecho que
convierte estos campos de prisioneros en campos

path, and a violent event impedes him/her from
living that life, it deforms life. This is the aspect of
violence that interests me most. From this per-
spective, violence can be seen to exist all over the
world. If we take a look at a refugee camp in Aus-
tralia, we'll notice that there is a great deal of in-
justice...It is a real concentration camp, a prisoner
camp for people who have not been judged or
condemned. We can find inhuman places every-
where, including the First World, where people’s
lives, as they would have wished them to be, are
impossible. Violence is universal. | cannot contin-
ue my work based on victims’ testimonies from
war zones in Colombia because travel to the war
zones is so unsafe. | have had to find other ways
to continue working with themes related to vio-
lence by taking statements from people in differ-
ent places. Unfortunately, there is an over-
whelming amount of testimonials from people
whose rights have been broken. Look at the poor
Afghans in Pakistani refugee camps, or at Guan-
tdnamo...the listis endless. | am interested in
connecting the daily violence occurring through-
out the planet because itis evident thatitis nota
phenomenon that happens exclusively in less
developed countries.

| am interested in establishing connections, in
seeing the phenomenon of violence in general
terms because beyond racial, cultural or religious
differences | believe all human beings are equal.

| am interested in finding and demonstrating the
purely human which is common to us all. What is
common to all human beings is precisely our
great vulnerability. We are finite beings, and thus
we are vulnerable. Of course, some of us live in
conditions that exacerbate our vulnerability. This
is why the connection with the Holocaust is so
important. Any continuation of discrimination,
genocide or unlawful detention converts these
camps into concentration camps. First putinto
practice in Cuba in 1896, concentration camps
are a terrifying Spanish invention subsequently
put into practice by the British in South Africa,
and later continued by the Germans in Africa
with the extermination of the Hereros. Their con-
tinued permanence in contemporary society
appalls me. For example, a great many people in
Colombia find themselves under siege by the
guerillas, the military, and paramilitary. In these
areas, civilian population, just like those who
have been kidnapped, inhabit spaces resembling
concentration camps. The connections are clear
and unfortunately infinite. Nevertheless, this
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fig.5

de concentracién. Los campos de concentracion
son un aterradorinvento espafol,loinicianen
Cuba en 1896, posteriormente lo ponen en practi-
calos britdnicos en Sudéafricay después lo conti-
ntan losalemanes en Africa con el exterminio de
los Hereros. Me aterra su continuidad y perma-
nenciaen lasociedad contemporanea. En Colom-
bia, porejemplo, gran cantidad de poblaciones se
encuentran sitiadas porla guerrilla, por los mili-
taresy paramilitares. La poblacién civil en estas
zonas, asicomo los secuestrados, habitan espa-
ciossimilares alos campos de concentracién. Las
conexiones son clarasy desafortunadamente
infinitas. Pero ocurre aqui como ocurre en el resto
del mundo.

Tulenguaje artistico es abstracto. Eso clara-
mente ayuda para formularalgo que esvalido
paratodoel planeta.

Si,eso creo, pero generalmente cuando se escribe
unaresena sobre mitrabajo se dice que Doris
Salcedoserefiere alaviolencia en her native
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happens here and it happens everywhere else in
the world.

Your artistic language is abstract which obvi-
ously helps to formulate a world-wide per-
spective.

Yes, | think so, although reviews of my work usu-
ally say, Doris Salcedo refers to violence in “her
native” Colombia. They try to distance what hap-
pens in the Third World from what happens in the
First World. They need to put a protective barrier
in place. I do not think my work is limited to the
Colombian experience. | think it opens up commu-
nication and that there are common links, but |
am surprised by how much the criticism tries to...
...capture the purely Colombian. Art must be
transcendental or be limited. If we become
anthropologists, sociologists or whatever we
are no longer in the artistic field.

When did you first use a chair?

Thefirst chair | used was in 1989 in my first ce-
ment piece.

fig.5

Untitled | Sin titulo,1992
Wood, concrete and metal
95.3%X40.6x43.8cm

fig.6

Untitled | Sin titulo, 1992
Cement, wooden furniture
and steel
114.3X186.7X50.8 Ccm

fig.7

Untitled | Sin titulo,
1989-1992

Wood, cementand steel
72.4X55.2X 45.7Cm



Colombia. Intentan distanciarloque ocurreen el
tercermundode loque ocurre en el primer mun-
do.Hay una necesidad de colocar una barrera pro-
tectora.Creoque laobranose limita a la experien-
ciacolombiana. Yo pienso que se abre, que hay
vasos comunicantes, pero me sorprende el hecho
de que muchacritica trata de...

...capturar este aspecto puramente colombia-
no. El arte tiene que trascender un hecho, si no,
se limita. Nos volvemos antropélogos, sociélo-
gos, lo que sea, pero ya estamos en otro dmbito
queno es artistico.

¢Cudndo usaste por primeravezlasilla?

La primerassilla que usé fue en 1989, cuando hice
la primera pieza de cemento.

Junto con losarmarios.

Si, pero primero hice como un pequefio ladrillo
con unachaquetay cemento. Posteriormente hice
unasientoy luego hice una mesa de noche. Esas
fueron las primeras piezas hechas con concreto.
Trabajé en ese proyecto durante doce anos. Empe-
céenel1989,terminé en el 2001. [figs. 5—7]

;Los mueblesen relacién con losseres
humanos?

Si,evidentemente tenemos una relacién conel
mueble.Vemos un muebley sabemos que lo
podemos usar, podemos sentarnos. Querfa con-
vertirlos en objetos disfuncionalesy asiencontrar
unamanerade ponertodo el sentido de una obra
en lasuperficie, en una superficie opacay directa.
Hetratadode evitarla perspectiva, ladistancia
cémoda frente al mundo: yo observo a los otros
queestdnalld. No; miideaeratraertodoala
superficie, una superficie que se enfrenta al espec-
tadorde maneradirecta.

Que es muy inmediata...

Si.Estd directamente contra tu ser,contra tu
cuerpo. No existe |a posibilidad de observar, sino
quees algo que forma parte de tu entorno inme-
diato.

Algo que no tenga distancia objetiva...

Exacto, esa distancia cémoda, tan cémoda, no

esreal, estamos sumidos en el mundo, estamos
completamente inmersosen loque ocurre. Esa
opacidad total evidencia nuestra incapacidad
paraver mdsalld. Como si todo existiera en esa
superficie.

El ser humano...

Claro. Laidea original era hacer muchas mds
piezas, tenfa planeado hacerun grupo de estos
muebles de cemento entre unay otra obra, pero
demanda mucha energia,y sentique con lasque
ya existen se habfa logrado lo que buscaba.

o

Together with the cupboards.

Yes, but first | made a small brick with a jacket
and cement. After that | made achairand thena
bedside table. Those were the first things | did in
concrete. | worked on this project for twelve years,
from 1989 to 2001. [figs. 5-7]

Furniture related to human beings?

Yes, our relationship with furniture is evident.
When we see a piece of furniture we know we
can use it, sit on it. By converting them into dys-
functional objects | wanted to find a way of plac-
ing all of a work’s meaning on its surface, a direct,
opaque surface. | have tried to avoid perspective,
the comfortable distancing of the world: | am
here and you are over there. | wanted to bring
everything to the surface, a surface that con-
fronts the spectator directly.

Which is very immediate...

is Salcedo
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Sives que lograste algo...
..yanoesnecesario.Cuando no es necesario,
iparaquése hace?

:Quieresdecirqueti odias la repeticion?
Si,meimagino que me repito porque es suma-
mente dificil no hacerlo. Uno siempre ve el mundo
desde su pobre perspectiva muy reducida. Pero
hago lo posible, lucho por no repetirme. Pero
cuando uno mira retrospectivamente loque ha
hecho, creo hay muchos puntos en comun.
Paramiesimportante que la obradeunartista
forme un corpus cuyas piezas tengan elemen-
toscomunes.

Unosuena con lo contrario. Uno suefa con la es-
quizofrenia total, con poder cambiar. Me pregunto
qué pasariasipudieraverel mundo desde alla.
Serfaideal, poreso me interesa el paso del tiempo.
Necesito que pase mucho tiempoentre unaobray
otra.

Pero, ;qué te pasa al mirar, porejemplo, una
obratuyadel ‘88?7 ;Laolvidaste? Silavuelvesa
verdespués de quince afios, suponte que estd
enunamuestraen)apon, ;qué tesucede? ;Te
sorprende o estds ya tan familiarizada con tus
piezas...?

Hay diferentes sensaciones. Hay obras que uno
nuncaconoce,y ésasson las mejores, lasque
nuncaacabodeentender. Una cosa que me guia
cuando estoy trabajando es el hecho de encontrar
algoquenoentiendo,y en ese momento continto
enesadireccién. Cuando sé que trabajoenalgo
que comprendo, paro, lo abandono. Pero hay
obrasqueunonoalcanzaaentender, en ocasio-
nesmimente noalcanzaaabarcarla totalidad de
laimagen. Del proyecto de Estambul, porejemplo,
tengo fragmentos pero no puedo tenerlaimagen
ensu totalidad. Eso esimportante porque la obra
me excede. Son obrasque lo sorprenden a uno.
;Tlcrees? '

Si,hay muchasobras que me exceden, que nunca
acabode comprender bien. Laobraqueestd en
Daros me excede. Nunca la entendi.Y cuandola
estaba haciendo no lograba comprenderla. El pro-
cesode su elaboracién fue sumamente dificil y
complejo poreste motivo. Tal vez ocurre lo mismo
conunade las piezasde Unland [fig. 8]. Esa obra
me inquieta.Sonimagenes que me exceden. Hay
otrasimagenes que sientiendoy cuando las vuelvo
avermeavergiienzo.

Esas mesas de Unland son fenomenales...

Me gusta mucho el término que utiliza Paul Celan
parareferirse a una obrade arte. Dice que una
obraesuna criatura. Cuando logro que una obra

Hans-Michael Herzog

Yes, up against your being, your body. There is no
way you can observe; rather it forms part of your
immediate environment.

Something without objective distance...
Exactly. That comfortable, ever so comfortable
distance is not real. We are completely swal-
lowed up by what happens in the world. That
total opacity evidences our inability to see be-
yond the apparent. Itis as if everything exists on
this surface.

Human beings...

Of course. Originally | planned to do many more
pieces. | had planned to make a group of cement
furniture after finishing one piece and before
beginning another but it demanded too much
energy and | felt | had already achieved what |
was looking for.

If you have achieved something...

...it becomes unnecessary, sowhy do it?

Does that mean you hate repetition?

Well, | suppose | repeat myself because itis prac-
tically impossible not to. One always sees the
world from one’s own limited perspective. | am
fighting against repetition. But looking back at
one’s own work | do believe there are points in
common.

Itisimportant for me that an artist forms a
body of work whose components contain ele-
ments in common.

One dreams of the opposite, of total schizophre-
nia and being able to change. | ask myself what
would happen if | saw the world from some-
where else. It would be ideal because | am inter-
ested in the passing of time. | need a lot of time
between pieces.

What do you feel when you look at a piece you
did in, say, 1988? Have you forgotten it? Sup-
posing you see a piece in a show in Japan after
fifteen years, what happens? Are you sur-
prised or do you already know your work so
well...?

There are different feelings. There are pieces you
never really know and they are the best because
you never completely understand them. Some-
thing that guides me while | am working is the
fact of finding something | don’t understand, and
atthat point | continue in that direction. When |
know | am working on something | understand,

| give up and abandon it. But there are pieces one
cannot understand, and there are times when
my mind is unable to grasp the totality of the
image...Forinstance, | can imagine fragments of
the Istanbul project but not its totality. This is

fig.8

Unland

Audible in the Mouth, 1998
Wood, thread and hair
74.5X315X80Cm
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sea una criatura, es decir,que tenga vida propia,
independiente del artista, es una obra bien lo-
grada, estas obras son como insectos, tienen un
elemento monstruoso. Las que no adquieren ese
nivel...

Enesesentido,son comonifiosalosquettiles
dasvida...

Si, pero monstruosos o como insectos, hagamosle
un homenaje a Kafka, creo que va mas por aht.
Algo un poco enigmético.

Si, pero mas del orden de lo monstruoso, cercano
alouncanny.Algo con lo cual no podemos rela-
cionarnos facilmente. Que genera atracciény
rechazo simultdneamente.

Elsuefiodelarazén produce monstruos.
Esporahi.

Respecto de estas obras de Unland, me gustaria
saberalgosobreel titulo.

Cuandoseviaja azonasde guerra,compruebas
queallilavidaesimposible. Allf no existe un lugar
que puedasdenominar propio. De nuevocitoa
Levinas, él cambia el “pienso, luego existo” porel
“habito, luego existo”. Ese habitarun lugareslo
que hacequelavidadel serhumano sea posible.
Peroen muchos lugares,en Colombiayen el resto
del mundo, eso no esviable. Estds parado sobre
una negacién. ;Qué lugarocupan los prisioneros
queestanen Guantdnamo, porejemplo? Esuna
negacién total. Porotrolado, la absurda experien-
ciacolombianaimponialoimposible como reali-
dad cotidiana. El peloen la mesa de lasobrasde
Unland. Lo disfuncional, lanegacién misma, lo
absurdodelaguerra, todasaquellas cosas que no
soportamosen lavida. Es otorgarle otro cardctera
lo conocido, distorsionaro pervertirlo familiar
para que trasmita muchos sentidos simulténeos.
Eltitulo proviene de esa yuxtaposicién,y puedo
decirque toda miobra proviene de esa extrema
dificultad oimposibilidad para vivir. En un poema
Celan hablade losque nisiquiera estdn protegidos
por“latradicional campana del cielo”, ellos son
totalmente vulnerables. Ese es el puntoque me
interesa, centradoen laimposibilidad de habitar
un espacio.

¢Tegusta Beckett?

Mucho, pero noen la misma formaen que mein-
teresa Celan. Beckett es una presencia recurrente
en miobra, pero también muchos otros artistasya
se han nutrido muchisimode suobra..., evidente-
mente Sol LeWitt, Bruce Naumany muchos otros
se hanalimentado de esavenay estd muyclaroen
susobras. Peroel dolorde Celan es mucho mds
cercanoalaexperienciadel tercermundo,ala
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important because the work goes beyond me and
surprises me.

You think so?

Yes, a lot of my work goes beyond me and | never
manage to understand it properly. One such
pieceisin Daros. When | was making it | didn’t
understand it. Making it was an extremely diffi-
cultand complicated process...| think this also
applies to the pieces in Unland [fig. 8]. It worries
me. They are images that surpass me. Then there
are otherimages | understand but they make me
feel ashamed when | see them again.

The Unland tables are phenomenal...

| like the term Paul Celan uses to refer to a work
of art. He says a work is a being. When | am able
to make a piece into a creature, that is, give ita
life independent from the artist, then itis a suc-
cessful work. Those pieces are like insects; they
have a monstrous element to them...Those that
do not reach this level...

In a way they are like children to whom you
give life...

Yes, but monstrous, insect-like, more Kafkaesque.
Somewhat enigmatic.

Yes, but something rather monstrous, uncanny,
which we find hard to relate to and which simul-
taneously attracts and repels.

The dream of reason creates monsters.
Something like that.

With regard to the works in Unland, can you
explain the title?

Once you travel to a war zone, you realize that
life is impossible in these places. You cannot find
any place there to call your own. To cite Levinas
again, he changes, “I think therefore | exist,” to

“l inhabit therefore | exist.” To live somewhere is
what makes life possible, although in many
places in Colombia and throughout the world it is
unattainable. You are in a negative space. The
place occupied by prisoners in Guantdnamo for
example, is a total negation. Meanwhile, the
impossible becomes an everyday reality in the
absurd, Colombian experience. The hairon the
tables of Unland. The dysfunctional, the negation,
the absurdity of war are all things we cannot
abide. They confer a different character to what
we know, distorting or perverting the familiar
and transmitting numerous, simultaneous feel-
ings. The title comes from that juxtaposition and
it could be said that all my work stems from that
extreme difficulty or impossibility of living. In one
of his poems, Celan talks of those who do not
even have the protection of “the traditional roof
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ber6and 7,2002
Installation: approx.190
wooden chairs

Jfig.9

experiencia de la guerra. La distancia, la pasividad,
son casi un lujo ensituaciones extremas. La quie-
tud noesunaopcién,cuandote atacan o te persi-
guen, eldesplazamiento o la huida se vuelven un
imperativo. Existe una urgenciay una premura
que sondiferentes. Poreso yo relaciono el mo-
mento histéricoy social que vivimos en Colombia
conlaobradeCelande unaforma mdésdirecta.
Existe una conexién directa con el dolor, con la
muerte, con laviolencia, conlatortura,y sobre to-
doconeldestierro. Yo he estado entrevistando a
ninos huérfanos, no sélo huérfanos de padres, son
seres que viven una orfandad de estado, de todo.
Celaneslaorfandad total. En ese momento mein-
teresé muchoyatn hoy es un referente perma-
nente.

¢Hashecho puestas en escena parael teatroo
ladpera?

Lo hice cuando era muy joven. En Bogotd, cuando
tenfadieciochoafos.Y nolovolvia hacer.

Qué pena. Pero te gustaria, ;no?

Si, me atrae mucho. Pero pienso que lasobrasen
el espacio publicotienen ese mismo cardcter. En
particular,la que hice aqui en Bogota sobre el
Palacio de Justicia, Noviembre 6y 7. [fig. 9]

Si.;Me puedes hablarsobre esaobra?

Era unaobraen movimiento permanente, acaecia
atravésdel tiempo. Fue una puesta en escena.
;Puedes explicarun poco cémofueronla
concepciénylarealizacion?

Desde que hice Tenebrae,empecé a trabajar
acercade latragedia del Palacio de Justicia. Esin-
aceptable que la Corte Suprema de un pafs pueda
morir,en pleno, en un actoviolento. Es decir, que
el pais—el gobierno, los ciudadanos, todos—per-
mitaunactoenelcuallos mds altos representan-
tes de lajusticia son masacrados. Ese esun hecho
sin precedentes en la historia. Piensaen lasim-
plicaciones: un pafs que se queda sinjusticia. La
fecha de ese hecho, 6y 7de noviembre de 1985,
marca ademds el momento enel cual el conflicto
interno colombiano se degrada. Antes ocurrian
actosdeviolencia atroces, pero en ese momento
la degradacién es aterradora. Las condiciones de
vida de los colombianos se deterioran alin mas a
partirde ese instante. Es un momento que se ha
tratado de olvidar, casi no se publica nada, la
prensa lo menciona poco. El coronel que dirigié
los operativos, que fueron absolutamente bru-
tales, fue absuelto porlajusticia. Y el gobierno
actuallonombraen un cargo; de nuevoesuna
figura publicay forma parte del gobierno, lo

cual es vergonzoso. Ante tanto olvido, sentia la

of sky"—those people are totally vulnerable. The
point | am interested in is the impossibility of in-
habiting a space.

Do you like Beckett?

Very much, but not in the same way as Celan.
Beckett is a recurrent presence in my work as he
is for many other artists who have gained much
from his work, such as Sol LeWitt and Bruce
Nauman, whose work clearly reflects this. Celan’s
pain is much closer to the experience of war and
the Third World. In extreme situations such
things as distance and passivity are luxuries.
Calm is not an option when you are being at-
tacked or persecuted; escape is imperative. Ur-
gency and pressure are the order of the day. This
iswhy Celan’s work relates more directly to the
social and historic moment in which we live in
Colombia. There is a direct connection with pain,
death, violence, torture and above all, exile. |
have interviewed children orphaned by parents
and State, by everything. Celan talks of total ne-
glect. This interested me then and is an ever pre-
sent reference.

Have you ever made set designs for theatre or
opera?

When | was eighteen years old, in Bogota, but not
since.

What a pity. Would you like to?

It appeals to me but | think works in public
spaces have a similar character, especially the
work | did here in Bogotd about the Palacio de
Justicia (Supreme Court), called Noviembre 6y 7
(November 6 and 7). [fig. 9]

Canyou talk about this?

It was a piece in permanent movement that took
place over time. It was a mise-en-scene.

Can you explain how it came about, how you
made it?

From the moment | made Tenebrae, | began
working on the Supreme Court tragedy. Itis un-
acceptable for a country’s Supreme Court to be
completely wiped out by an act of violence. The
country, its government and citizens allowed the
massacre of the highest representatives of jus-
tice. This is without precedent in history. Just think
of the implications for a country left without jus-
tice. This act happened on November 6 and 7,
1985, and marks the moment when the internal
conflictin Colombia worsened. Before this, violent
acts took place, but from this moment on the de-
cline became appalling and conditions deteri-
orated for Colombian people. It'sa moment peo-
ple have tried to forget; very little was published
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necesidad de tratarese eventoen miobra. La pri-
mera obra que realicé fue Tenebrae, luego Noviem-
bre 6y posteriormente Thou-less [figs.10-11],y
queriaretrabajarlo alrededor del edificio mismo,
insitu.

La obra Noviembre 6y 7conmemora los diecisiete
anosdelatoma.Seiniciaalamismahoraenla

fig.10

queseinicié latoma del Palacio,alas11.25dela
mafana,cuando el primercamién con guerrille-
rosirrumpe en el edificioy asesina a un guardian.
Alas11.25dela mananacaelaprimerasillasobre
lafachadadel Palacio de Justicia. El tempode la
obralomarcalareconstruccion que hice del tiem-
porealde labatalla. La guerra durd dosdias, loque
ocurrid en el centro de Bogota lo podemos deno-
minarguerra total,aquello era tierra arrasada.
Sobre los dos muros de |a fachada deslicé asientos
vacios, en los momentos en que, segtin los datos
que tenfa, habfan muerto las personas. No di aviso
nialaprensa,nialagente, simplemente lassillas
empezaron a caer. Pensaba que el recuerdo de
este evento tragico era una obsesién particular
queyo tenia, pero pronto me di cuenta que estaba
equivocada:la ciudad, la gente que pasaba por
ahi, recordaba. Hoy se habla mucho acercadela
memoria, atal punto que ya estamos un poco can-
sados..., peroen ese dia fue extraordinario presen-
ciarcémo una memoria latente surgey estd viva.
La batalla del 6 de noviembre continud hasta mas
omenoslasdiezdelanoche,cuandoelincendio
quese habfainiciado porlatarde era de tal magni-
tud que los soldados que estaban parados sobre el
techodel edificiono soportaron el calor; los vidrios
sederritieron. El ejército impide la intervencién
delosbomberosy seinterrumpe la batalla durante
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about it, and the press hardly mentioned it..The
colonel who organized the totally brutal actions
was absolved. The current government has made
him a public figure and to their shame, he forms
part of the government. With such a degree of
denial, | felt the need to address the eventin

my work. My first piece was Tenebrae, then
Noviembre 6, and last came Thou-less [figs. 10-11]
which I wanted to re-work, in situ, around the
actual building.

Noviembre 6 y 7commemorates the seven-
teenth anniversary of the court’s takeover. It
starts at eleven twenty five in the morning, the
time at which the attack began, when the first
truckload of guerillas burst into the building and
assassinated a guard. At eleven twenty five the
first chair falls onto the facade of the Supreme
Court. The work’s tempo reflects the reconstruc-
tion | made of the battle’s real-time develop-
ment. The total war that took place in down-
town Bogotd lasted two days and devastated
most of the area. On the two walls of the facade,
empty seats begin to slide at the moment, ac-
cording to my references, when people had died.
I did not inform the press or people in general,
the chairs just began to fall. | had thought this
tragic event was my obsession but | was wrong:
the city, the passers-by, remembered. So much
is now spoken about the memory, we are a little
tired..but that day it was amazing to see a |a-
tent memory rise and live. The attack on No-
vember 6 continued until about ten at night
when a fire that had started earlier became so
fierce that soldiers on the roof could not stand
the heat and the windows melted. The army
stopped the fire fighters and the battle stopped
for the night. This is why my work stops at night
until the next day at approximately the time the
army finally re-took the building. In spite of all
this, the piece is totally silent. A chair is lowered
so slowly its movement is almost imperceptible,
just twelve meters in halfan hour. Some move-
ments were very slow, others a bit quicker. Both
happened simultaneously in different places on
the front of the building, each group of chairs
moving to a different rhythm. The work was a
blank sheet, an empty space where the specta-
tor could remember. The work itself did not tell a
story. The public did that by contemplating it. It
was extraordinary to see how an empty chair
brought back memories. Central Bogotd is very
busy and yet on that day the Supreme Court
turned into a site of pilgrimage. The work existed

figs.10-11

Thou-less, 2001-2002
Stainlesssteeling parts
Dimensionsvariable



lanoche. Porestarazon el actode memoria tam-
bién seinterrumpe durante la nochey loreinicia-
mos al dia siguiente, aproximadamente a la hora
enquesereinicialatomafinal. A pesarde todo lo
anterior, es una obra absolutamente silenciosa.
Es decir, un asiento descolgado sobre |a fachada
del edificio,en un movimiento lento, casiimper-
ceptible; porejemplo, si un asientoiba adescol-
garse doce metros, recorria ese trayecto en media
hora. En algunos casos el movimiento era suma-
mente lento,y en otros el movimiento era un poco
mas rapido, losdos ocurrian simultédneamente en
distintos lugares de la fachada, cada grupo de
asientos tenfa unritmo diferente. Laobraeraun
papelen blanco, un espaciovaciosobreel cualel
espectador podia recordar. Laobraensf,loqueyo
presenté, no narraba nada. El publico haciala
obraal contemplarla. Fue extraordinario presen-
ciarcomo un asiento vacio podfa reactivarla me-
moria. El centro de Bogotd es un lugar muy transi-
tadoy ese dia el Palacio de Justicia se convirtié

en un sitio de peregrinacién. La obra existié en la
mente de los espectadores que tenfan un re-
cuerdodel evento, simplemente presenté el ab-
surdode unasillavacia, colgada sobre lafachada
del edificio,algo que normalmente habita en el
espaciointerior,la obra lo presenta en el exterior.
Me interesa la exterioridad, el mostrarque donde
hay violencia lainterioridad no es posible. La inte-
rioridad es una posibilidad que ofrece la paz, la
tranquilidad, el respeto porla vida del otro. Al
marcarelacento en |la fachada del edificio enfa-
ticé laexterioridad, es decir, laausenciade un
mundo interior propio.

Pienso en tu obra Noviembre 6 [figs. 12-15] que
se presenta en Daros: formas antagdnicas, duro
contrablando, formas que se entrecruzany
que también forman una comunidad forzada,
que luchan pero después se unen, algo muy viril
y bélico al mismo tiempo que cargado de una
enorme ternura...

Para mi esas pocas formas tienen todo, aunque
casinoson nada.Y poreso me convencid tanto
estaobra.Yoviallitodo un universo de posi-
bilidades, de lecturas, en estas pocas formas
metdlicas.

Estaobratiene que vercon laideade la desorien-
tacién: cuando ocurre un evento violento, quedas
completamente desorientado. Si tenfas una casa,
ya no latienes; una familia,ya nola tienes; la calle
conocida que de pronto se destruyé..., laguerraes
la desorientacidn total. El metal en esta obra esta
tratado de tal manera que parece madera; es una

in the minds of the spectators who could re-
member the event. | just hung an absurd, empty
chair on the front of a building. Something nor-
mally found inside was presented outside. | am
interested in outward appearances, in showing
that where there is violence inner life is not pos-
sible. It is a possibility only offered by peace,
tranquility and respect for the life of others. As |
concentrated the work on the front of the build-
ing, | emphasized the exterior, the absence of an
inner world.

Thinking about your work Noviembre 6 [figs.
12-15] which will be exhibited at Daros: antag-
onistic forms, hard and soft, criss-crossing
over each other to finally combine, pieces
which confront then unify, are virile and war-
like and yet full of animmense tenderness...
These shapes have everything and yet are al-
most nothing. This is what fully convinced me
about this work. | saw in those few metal
forms a whole universe of possibilities and
ways of reading the work.

This piece is about disorientation. Where vio-
lence exists one is disoriented. If you had a house,
you no longer have it; a family, you no longer
have it; the street you knew is suddenly de-
stroyed...war is total disorientation. Metal is .
treated here to look like wood: the work suggests
and at the same time negates the material it is
made from. Evidently, this is no longer wood or
metal. In this piece, materials act in unusual
ways. The shape is ordinary, we all know itis a
chair but, going back to the idea of a being orin-
sect, it is monstrous. It has anthropomorphous

fig. 11

elements, its scale..The piece itself contradicts all
those elements...

...yes,initself...

Yes, and that is how | understand violence, there
is no possibility of orienting yourself...

And yet some sort of union is formed.
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obraque simultdneamente sugierey niega el
material del cual estd hecha. Esto evidentemente
yanoes nimadera ni metal. En esta obra los mate-
riales se comportan de maneras que lesson
ajenas. Laforma esunaforma comun, conocida,
todos sabemos qué es un asiento; sin embargo, es
monstruosa, vuelvo alanocién decriaturaode
insecto. Posee elementos antropomorfos, la
escala... Todos esos elementos la misma pieza los
contradice...

...ensimisma,si...

Si,y asiescomoyoentiendo laviolencia: no hay
posibilidad de orientarse.

Pero se forma también una unidn.

fig.12

Claro, pero, ;cudl esel frentey cudl es la espalda?
No se puede discernircon claridad. La piezanote
permite orientarte. ; Ddnde estds ubicado? ; Tocas
el pisoonolotocas?

Seve que se compone de elementosalos cuales
estamos bien acostumbrados, pero despuéses
imposible analizar qué pasé conellos.
Eslaideaquetrabaja Freud al analizarlo heimlich
yluego lo unheimlich...,aquello que en un momento
dadoformd parte de nuestro entorno familiar se
distorsionay, al no poderreconocerlo, nos aterra.
Nos genera desconcierto laincapacidad de rela-
cionarnos directamente con ese objeto tan fami-
liary sinembargo extrafo. Esta rupturay tergiver-
sacién meinteresa, porque essimilaraloque
produce laviolencia: perviertey destruye la idea
deloconocido, de lo que te es familiar.
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Yes of course, but which is the front and which figs.12-13

the back? It is not clear. The piece does not allow ~ Neviembre&|Novembers,
5 2001

you tqﬁnd your bearings. Where are you? Are you ¢ o e Teawintd

touching the ground or not? and resin

118.5X 75X 45CM; 112.5X 78
X41Cm; 61.5x38x43Ccm

Itis made up of easily recognizable compo-
nents and yet it is impossible to analyze what
has happened to them.

Itis the idea developed by Freud when he ana-
lyzed what is heimlich and unheimlich..some-
thing that at a given moment was part of a famil-
iar environment becomes distorted and terrifies
us when we are unable to recognize it. The inca-
pacity to relate directly to that familiar object
disconcerts us. This rupture and distortion inter-
est me since they are similar to the effects pro-
duced by violence, which perverts and destroys
the idea of what you know.

But it is also something we will never explore.
No because we do not wish to exceed the limits
of what we already know. Once finished, | cannot
be sure if the ideas were there before the work or
if they took root afterwards. | am not sure what
came first; | have no clear memory of that.

It has a strange energy. It is heavy, loaded...
and immobile as if the objects did not want to
move...

This is something | achieved in this piece and |
have not been able to repeat. | attempted to get
close to the world of the hostage and the space or
limbo they inhabit. What relationship do they
establish with the place they are forced to live in?
How does time pass in captivity? The concept of
time changes. It transforms into'an immovable
weight, something outside of you that impedes
movement and the normal unfolding of life. It
begins to deform you. | am obsessed with the
hostage’s situation. The particular quality of
these pieces is to think about the world from the
hostage’s point of view.

And affect time.

Of course. Contemporary art considers a delay to
be something important. Duchamp talks about
adelay in glass, rather than oil on canvas. Adelay
is a valuable concept; particularly in countries
where violence is experienced we register the
passage of time in terms of violent events. The
time compressed between two violent events is
accelerated. It is not the natural time of seasons
or the turning of the years but an absurd time be-
tween violent events and wars. Violence is able to
alter time, and in that sense, a delay is welcome.
From a hostage’s perspective, Duchamp’s con-
cept becomes distorted and perverted. How does



Pero también lo que nuncavamos a explorar.
No, porque no queremosir mas alla del limite que
marcamos, el Iimite de loya conocido. Una vez que
laobraestd terminada, no sésilasideas estaban
presentes antesde hacerlaobraosise concretan
aposteriori. No sé qué viene primero, no tengo esa
memoriaclara.

Tiene unaenergia muy rara. Parece como
cargado, pesado... e inmévil, porque los objetos
notienen ganas de moverse...
Creoqueesalgoquelogré enestaobrayqueno
lohevueltoalograr. Traté de acercarme al mundo
delrehén, al espacio o limbo que habita el rehén.
Cuandoeresrehén, ;qué relacién estableces con
el lugarque estds forzado a habitar? ;Cémo pasa
eltiempoen cautiverio? El concepto de tiempo
cambia. Se transforma en una pesadez inamovi-
ble.Algo que estéd fuera de tite impide la movili-
dad,impide el transcurrirnormal de lavida.Y teva
deformando. Me obsesiona la condicién del rehén.
Pensarel mundodesde el rehén esalgo que estas
obrastienen en particular.

Y que afecta el tiempo.

Claro.Enelarte contemporaneo consideramos
queelretardoesimportante. Duchamp hablade
retardo en vidrio, no 6leo sobre lienzo. El concepto
de retardo esvalioso, en particular, en los pafses
quevivimosviolencia: registramos el paso del
tiempo en términos de eventos violentos. El tiem-
pocomprimido entre dos eventos violentos se
acelera.Noesel pasodeltiempo normal de las es-
taciones odel cambio de los afos, sino un tiempo
absurdodeeventoviolento en eventoviolento, de
guerraen guerra. La violencia tiene la capacidad
dealterareltiempo,y el retardo en ese sentido es
bienvenido. Pero desde la perspectiva del rehén, el
conceptode retardo que tanto apreciamos desde
Duchamp se tergiversay se pervierte. Si estds se-
cuestrado, ;c6mo pasa el tiempo? No pasa. Hay
unadetencion radical del paso del tiempoqueim-
pone una pesadezinsostenible alavida del rehén.
Talvezloque masimpresiona de los testimonios
de las personas secuestradasen Colombiaodelas
pocas personas que han liberado los gringos de
Guantédnamo, sea eso,cémo el tiempo se transfor-
ma enalgoinamovible.

Que esta comprimidoy al mismo momento es
largo...

Si,eslasdos cosas, pero es un conceptodel tiempo
muy complejo...
¢...yquehaceenloqueceralagente?
Definitivamente.

¢Ytambiénalasociedad?

time pass ifyou are kidnapped? It does not. Time
is radically detained and puts an unsustainable
weight on the hostage. The most moving thing to
come from the Colombian hostages’ testimonies
or the few people freed by gringos in Guanta-
namo is how time becomes something immov-
able.

It becomes compressed and lengthy at the
same time...

Yes, it is both, but it is a very complicated concept
of time...

And it makes people mad?

Definitely.

And also society?

\

fig.13

Yes, that interests me and | see it in my work. |
think | have to re-work it and continue exploring
this path.

This concept, idea, reality...

Reality, yes. How do the days pass for those in
refugee camps or for asylum seekers in detention
camps waiting for someone to decide their case?
How do they perceive time when they have no
rights? What is time for Colombians who have
been kidnapped, the Guantdnamo prisoners, for
all those refugees in different parts of the world?
There are many human beings experiencing this.
Entire populations affected by war in Colombia
and innumerable wars in Africa.

I noted the vulnerability in your work as well
as many contrasts. There is also an exquisite '
timbre, an enormous poetry in this work.
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Si. Esasson cosasque me interesan, que veo
presentes en esta obray que creo que tengo que
reelaborar, tengo que continuarese camino.

Este concepto, estaidea, esta realidad...
Esarealidad, asies. ;Comotranscurren los dias
para las personas que estdn en un campo de refu-
giados, 0 para los asilados politicos esperando en
un campo de detencién que alguien defina su
situacién? ;Cémo perciben el paso del tiempo las
personasa quienes les han quitado todos los dere-
chos? ;Cudleseltiempodel secuestrado,enel
caso colombiano, el tiempo de los prisioneros de
Guantdnamo...,de todos los refugiados en diferen-
teslugares del mundo? Hay una gran cantidad de
seres humanos viviendo esa experiencia. Pobla-
cionesenterassitiadas en la guerrade Colombiao
en lasinnumerables guerras en Africa.

Yo percibilavulnerabilidad peroalavezveo
muchisimos antagonismos en esta obra.Y veo,
ademds, un timbre exquisito, para mi estaobra
tiene una poesia enorme.

Para mitambién, porque tiene la vulnerabilidad
delserhumano.Y es precisamente la fragilidad lo
que nos humaniza. Cuando se logra que ese ele-
mento esté presente, se logra que el espectador
reconozca algo propioen laobra,ytambién se
logra algo poético, algo perfectamente indtil,
;no?

También hay que mencionarel hiperrealismo
delatexturade estas piezas que,alavez,son
completamenteirreales.

Parallegara la conclusién de la que habldbamos:
cémo hacerque el aceroinoxidable sea madera.
;Y cémo funciond la produccién misma?

La produccién fue sumamente compleja: habfa un
asientode madera del que se hizo un molde, pos-
teriormente hicimos varias fundiciones en plomo
yenaceroinoxidable. Todas son iguales. El molde
noalcanzaba a copiarlas vetas de lamaderavieja,
entonces lotallamos a mano. Técnicamente tam-
bién es absurda porque el plomo estd soportando
una cantidad de peso que no puede soportar un
material débil. Asi que es una obra hecha comple-
tamente a mano, esta cortada, estd soldada, estd
limada, estd tallada a mano. Tratdbamos de darle
forma undia, al otro dia se deformaba. Ese punto
de quietud y tensién es muy dificil para el plomo.
Tiende a deshacerse siempre.Alavez, meintere-
sabaqueseevidenciaralaverdad acercade los
materiales. Se ve el aceroinoxidable.Y sibienen
ciertas dreas se confunde la textura, en otras se
muestra de manera explicita. De nuevo, estd la
cosa pero estd también la negacion.
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| agree because it contains the vulnerability of
human beings and fragility is precisely what
makes us human. By achieving the presence of
this element, you allow the spectator to recog-
nize something of his/her own self in the work as
well as achieving something poetic and perfectly
useless. Isn’t that so?

I must also mention the hyper-real texture of
these pieces that are, simultaneously, com-
pletely unreal.

To get to the conclusion we were talking about,
how to make stainless steel into wood.

And how was it produced?

It was a very complicated process. We had a
wooden seat from which we made a mould. After
that we made several castings in lead and stain-
less steel. They are all the same but the mould
was not able to copy the grain of the old wood so
we had to carve it by hand. It is also technically
absurd, since the lead is bearing far too much
weight for such a weak material. The work is cut,
welded, filed and carved completely by hand. We
tried to shape it one day and by the next it had
lost its shape. That point of motionlessness and
tension in lead is very difficult. It always tends to
lose shape. But | wanted to show the materials
used. You can see the stainless steel. Even ifin
places the texture is confused, in others you can
see it clearly. Once again the thing is there but so
is the negation.

Itis adialogue and you are not sure whatis on
top or underneath. They are one and the same
and yet amoment later they change. It’s un-
stable.

Yes, | was interested in that a clear explanation of
its power could not be reached.

The same antagonistic materials and shapes
are found in the cupboards and tables: soft
and hard, powerful and dominant versus po-
etic and subtle...Does this also reflect the
artist’s character?

| believe so, since one always absorbs reality and
uses it at a later date. There is something para-
doxical in all of this because the works do not
actually spring from my own direct experience.

| try to produce them from outside or beyond my-
self. The presence of the feminine interests me.
Not in a feminist sense but in a more convention-
al sense, in what it encompasses, the possibility
of house and home, of what is known, something
familiar, and this is the basis on which | deal with
it. The feminine education | received lacked any
technical skills or knowledge of materials, with
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Esundidlogo,ytinosabesquéestdarribay
qué estd abajo.Abajo esarribaalavez.Y podria
serabajoun momento después. Esinestable.
Si,interesaba mucho que no se pudieradilucidar
conclaridad dénde esta el poder.

Enlosarmarios, en las mesas, estdn también es-
tos materialesy formas antagénicas: lo blando
yloduro,lo poderosoy dominante versuslo que
es poéticoysutil... Ahora bien, ;eso refleja tam-
bién una caracteristicade la artista?

Yocreo que si porque siempre |a realidad pasa por
uno para volverasalir. Hay algo paraddjicoen
todo esto, porque de alguna manera las obras no
parten de miexperiencia directa, trato de hacerlas
desde fuera de mi odesde mds alld de mi misma.
La presencia de lo femenino me interesa mucho.
No en el sentido feminista ni mucho menos, sino
en el sentido mds convencional, en lo que recoge,
enlaposibilidad de casa, de hogar, de algo conoci-
do,algofamiliar. En ese sentido me interesay
desde ahflotrabajo. En laeducacién femenina
queyo recibi, no existié ningtn elemento de des-
treza técnica o conocimiento de los materiales,
hayuna cierta torpeza frente a los materiales, una
incapacidad de sertécnicamente impecable.Y eso
me gusta porque me permite pedirle a los mate-
riales cosasinesperadas. No existe una idea pre-
concebidaacercade la utilizacién o funcién de los
materiales.

Tienes un sentido muy exquisito enlamanera
de trabajar superficies. Unsentido queyo lla-
maria pictérico. Porlo que sé, tli nunca has pin-
tado, ;verdad?

Miformacién fue como pintora. Yo pienso que hay
esacomprensién de las superficies—que para mi,
en Gltimo término, viene siendo la comprensién
del mundo—quesedaen lapintura,oeneldibujo,
porque hay una manera de pensaratravés del
dibujo. Cuando t trabajas con unasierra eléctrica,
porejemplo, no piensas..., esa conexién se rompe,
aplicolaconexién mental del dibujoolapinturaa
loescultérico. Para mi, una superficie eslo esen-
cialyesoloconectosiempre con la vulnerabilidad,
con nuestra fragilidad, con nuestra condicién
humana. Poreso trabajo texturas que son frégiles
apesardeserencemento, o fragilesa pesarde ser
enacero. Me interesa marcaresa fragilidad. Dejar
esa huellade |a fragilidad siempre presente. Pero,
esverdad, tienes toda la razdn, eso es pictérico.
Creoqueesahidonde surgeel sentidodelaobra,
mdsqueen laforma...

Inclusive en la obrade Estambul.
Claro, es superficie.

the result that | have a certain awkwardness
handling materials and an inability to be techni-
cally impeccable. And | like this, since it allows
me to demand unlikely things from the materi-
als. 1 do not have any preconceptions about the
use or function of materials.

Your treatment of surfaces is exquisite. |
would call it pictorial and yet | believe you
have never painted. Is this true?

I was trained as a painter. | think there is an un-
derstanding of surfaces, that for me, in the last
instance, is also an understanding of the world,
that is present in paintings or drawings because
there is a way of thinking through the draw-
ing...For example, when you use an electric saw
you don’t think..., that connection is broken, so |
apply the mental connection of drawing or paint-
ing to the sculptural. | think a surface is the most
essential aspect and | always connect it to vul-
nerability, to our fragility and our human condi-
tion. For this reason | make textures that, in spite
of being in cement or steel, are fragile. It is that
fragility | want to point out so that it leaves a per-
manent legacy. But it is true, you are absolutely
right, itis pictorial. | think that the significance of
my work emerges from this aspect, rather than
from form... :
That applies also to the Istanbul work.

Of course, it is pure surface.

I would like to see it in as many situations as
possible: at different times of day, in rain or
sun. It must be fantastic.

Yes, it changes, and even though it changes it is
always flat. Not a single part protrudes, even by a
millimeter. It is absolutely flat... The idea of sur-
faceis presentin all my work and is an obsessive
idea only limited by the work itself. Everything is
written within the precise limits of a surface: the
line dividing life and death, dark and light, the
known and the unknown. Itis an absurd surface
however, because the interior becomes exterior
and what you suppose to be inside is outside,
totally exposed...

What sort of training did you have? When did
you have the idea you could be a woman
artist?

Itis something that has always been presentin
me. | do not remember when | made the decision,
it was always there...Ever since | can remember

I have drawn, worked, it is all | have ever done.

I was always useless at everything else.

You always knew?

Yes, because everything else was impossible.
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Me gustaria verla entodaslassituaciones
posibles, adistintas horas del dia, con lluviao
consol...Creo que tiene que ser fantdstica.
Si,cambia, pero a pesarde que cambia esabsolu-
tamente plana. No hay unasola parte que sobre-
salga un milimetro. Es absolutamente plana... La
idea de superficie estd presente en todo el trabajo,
esunaideaobsesiva, la obraesel limite mismo.
Esalinea quedivide viday muerte, oscuroy claro,
conocidoy desconocido, ese limite precisoes una
superficie donde todo estd inscrito. Pero es una
superficie absurda. Porque también trabaja el
interiorque se vuelca al exterior, lo que se supone
esinteriorestd afuera, completamente expuesto...
¢Cémo fue tu formacién, cudndo supiste que
querias hacerte artista, hasta qué punto tenias
nocién de que podias ser una mujerartista?
Fue algo que estuvo siempre presente en mi.Yono
recuerdo el momento en que haya tomado la deci-
sién. Siempre estuvo presente...,desde que tengo
memoriadibujaba, trabajaba,yeslo inicoque he
podido hacer. En todo lo demds era una perfecta
inGtil.

Yalosabias.

Si, porque lodemas eraimposible. No podia fun-
cionarnormalmente en ninglin otro espacio nien
ningtlin otro campo. Por lo tanto, desde muy
pequena tengo formacidn artistica. He estado
estudiando, tomando clases desde nifa, de dibujo,
de historia del arte, me Ilevaban a ver museos, a
las pocas exposiciones que habia, pero las veia
todas.

Peroya tus padres se interesaron por...

Si,tenfa ese privilegio. Posteriormente, ya cuando
entré a la universidad, me parecié pésima.
¢Aquien Bogota?

Aquien Bogotdyen Nueva York, siempre me pare-
cié pésima. Pero tuve unacosa muy buena que fue
Beatriz Gonzalez, quien trabajaba en esa épocaen
el Museo de Arte Moderno de Bogotd y ellaformé
unescueladeguiasyallinosdiounaformacion
muy intensa, historia del arte, en particular moder-
nismo. Leiamos a Worringer, a Walter Benjamin, a
Susan Sontag. Era una educacién no formal pero
mds formal que cualquierotra educaciénalaque
tuve acceso. De ellaaprendiel rigoren el estudio.
Porotrolado, también aprendide suobra. Como
artista noinventaba nada, trabajé siempre a partir
derecortesde prensa. Era la mirada del artista cen-
tradaeneldocumentoy el recorte de prensa. Tra-
bajaba sobre una realidad ya elaborada. Por otro
lado siempre tuve un marcado interés politico. El
estaren Latinoamérica, el creceren Latinoamérica
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| could not function normally in any other area or
field, so my artistic training began very early. As a
child, I had drawing and art history classes, was
taken to museums, and although there were very
few, to all the exhibitions.

So your parents were interested in...

Yes, | had that privilege. Later on, when | entered
college, | thought it was awful.

Here in Bogotd?

It was always awful, whether in Bogota or New
York. It was Beatriz Gonzdlez, who at that time
worked in the Museo de Arte Moderno de Bogota
(Museum of Modern Art of Bogotd) and ran a
school for art guides, who gave me a very thor-
ough training in art history, particularly in mod-
ernism. We read Worringer, Walter Benjamin,
Susan Sontag. It was not a formal education and
yet it was more formal than any other education
available. From her, | learned about academic
rigor, and I also learned from her own work. She
did not invent anything. She worked with press
cuttings, basing her work on documents and de-
veloping an existing reality. On the other hand, |
have always been interested in politics. Growing
up and living in Latin America gives you a differ-
ent vision of the world and forces you to take a
political stance. It is very difficult not to be politi-
cal where there is social tension. You can only be
apolitical where you can live surrounded by com-
fort. Here in Colombia, everybody has an opinion
and discusses our life and future. | think the path
was set within very precise limits.

Were you able to travel? How often?

Very little, since it was difficult to travel from
Colombia. The first time | went abroad | was
about twenty. That meant training as an artist
without being able to see original work by the
great masters. You can only see reproductions.
The “great master” is very distant. This allows an
independence and autonomy, which like every-
thing else about living in the Third World, | see as
a privilege. Having to be political and not having
great masters was very positive.

How does that work for today’s young artists?
I thinkitis harder.| managed to turn these diffi-
culties to my advantage but now | am aware
they are difficulties. If it were up to me, | would
love for young artists to have museums, the
chance to travel and see things, since this is an
important part of their training. For me, the
path was much longer. If you are in Latin Amer-
ica, the path is much longer than if you live in
the First World. You have a disadvantage, you



teda unavision del mundo diferente. Te obliga
aasumir una posicién politica. Es muy dificil ser
apoliticoen un lugardonde hay tensién social.
Puedes serapoliticoen unlugardonde vivesen
medio del confort. Aqui, en Colombia, todo el
mundo opina, se debate nuestra viday nuestro
futuro. Creo que el camino estaba dado con Iimi-
tes precisos.

¢ Tl teniasentonces la posibilidad de viajar?
;Ocasionalmente, 0 amenudo?

No, muy poco. Viajar desde Colombia era dificil.
La primera vez que viajé al exterior tenfa como
veinte afos. Esoimplica formarse como artista sin
laopcién de verobrasoriginales de los grandes
maestros. S6lo ves reproducciones. El “gran maes-
tro” estd muy lejano. Eso da mucha independencia
y autonomia. Todo lo queimplicaviviren el tercer
mundo lo recibo como un privilegio. Desde el ser
politico hasta notenergrandes maestros que
emular. Todo eso fue muy bueno.

;Y cémo funciona eso para losjévenes artistas
de hoy?

Creo que es un poco mas dificil. Yo logré volver
todos losimpedimentos una ventaja. Ahora soy
consciente de que son impedimentos. Y, sien mis
manos estuviera, me encantaria que los artistas
jévenes tuvieran museos, y tuvieran opcién de
viajar,y tuvieran la opcién de ver cosas. Evidente-
mente eso es parte importante de su formacion.
Paramiel camino fue méaslargo.Sitd estdsen
Latinoamérica, el camino es mucho mdslargo que
siestdsen el primer mundo. Estds en desventaja,
notienes las mismas oportunidades. No tienes el
mismo punto de partida, estds mucho mds atras.
Eltercer mundo tiene un gran complejo de inferio-
ridad. Consideramos que no sabemos nada, no
somos buenos, no tenemos nada. Todo esuna
negacién permanente. Esto puede serunaventaja
enlamedidaen quesientes la necesidad de saber
maés acerca de otras culturas,y entonces estudias
mds. Cuando vasa un museo lo ves con mds aten-
cién, loaprecias mas.

Teinformas més.

Claro, porque lo aprecias mucho mds. Es decir, los
happenings en contra del museo serfan impensa-

bles, porque para nosotros los museos son valiosos.

Este tipo de manifestacidon nunca se ha podido dar
aqui.Hay muchas desventajas que, si se piensany
se elaboran, se convierten en ventajas.

Pienso que el medio es muy dificil para los jévenes.
Cuandoyoensefabaaquien Colombia, tuve una
experiencia muy, muy triste: habfa estudiantes
extraordinarios pero que se desvanecian, porque

don’t have the same opportunities..The Third
World has a great inferiority complex. We think
we know nothing, have nothing and are not
good at anything. Everything is a permanent de-
nial. This can be an advantage in the sense that
you feel you need to find out more about other
cultures, so you study more. When you do go to
a museum you pay more attention and appreci-
ate it more.

You inform yourself better.

Of course, because you appreciate it so much
more. The anti-museum happenings that take
place would be unimaginable here because for us
museums are valuable. That kind of demonstra-
tion could not happen here. There are a great
many disadvantages, which, if given some
thought and reflection, are transformed into
advantages.

Itis a difficult environment for young people. |
had a very sad experience when | taught here in
Colombia. I had some extraordinarily good
students who were forced to leave; conditions
are so difficult, only a few can survive. Only the
strongest survive and in general the most fragile
are the most talented, have the richest imagina-
tions. So it is the fragile ones who disappear. |
could say a lot about this but most important is
that you have to survive with practically no
market.

Yes, that is a problem but it could also be an...
...advantage, of course. If you are successful, itis
because it is a real necessity. You cannot survive
in Colombia. There is no state or private support.
Itis regrettable but again, if you are successful it
is because of an inner strength and a conviction
that allow you to do it. On the other hand, such a
violent, disturbed, unstable environment gener-
ates an urgency to produce art. There are some
artists in the First World who continually gaze at
their navels. We cannot do that here. Our sur-
roundings make us look outside to see what is
happening; they make us watchful and attentive
to everything going on around us. To a large ex-
tent, work produced in this country goes further
than the individual.

Here in Colombia there is a great wealth of
expression both in quantity and quality. When
I started working here | thought that because
of its intensity, this country was rather like
South Africa, which is clearly in crisis. | also
see Colombia as having a great cultural tradi-
tion that we know is reflected in literature
butalsoin art. I thinkitis one of the most
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las condiciones son tan duras que muy pocos
sobreviven. Sobreviven los mds fuertes. Y gene-
ralmente los més frégiles son los més talentosos,
los que tienen un mundo mas rico.Y son precisa-
mente los fragiles los que tienden a desaparecer.
Sobre esto se podrian decirmuchas cosasy una de
ellasesque hay que sobrevivir practicamente sin
mercado.

Si,ese esel problema, pero también puede ser
una...

...ventaja, claro. Porque, silologras, es porque es
una necesidad real. Una urgencia. En Colombia
literalmente no se puede sobrevivir. No hay nin-
gln apoyo del estado, ni apoyo privado. Es lamen-
table. Pero,de nuevo, el quelologra, lo logra por-
quetiene unaconvicciény unafuerzainteriorque
le permite hacerlo. Porotro lado,dado que esun
mediotanviolento, tan convulsionado, tan inesta-
ble,eso genera una urgencia por producirarte.En
el primermundo hay algunos artistas que perma-
nentemente se miran el ombligo. Aqui no pode-
mos hacereso. El medio nosobliga a mirarhacia
fuera,verqué ocurre, estar atentosy prestaraten-
cién atodas las cosas que estdn ocurriendo fuera
de uno. En buena medida, las obras que se produ-
cen en este paisvan masalld del individuo.
Aquien Colombia hayunagranriquezade
expresién.Y se daen cantidad, nosélo en cali-
dad.Cuando empecé a trabajaraqui, pensé que
este pais es un poco como Sudafrica, que esta
en crisis claramente, que tiene mucha intensi-
dad.Y, porotrolado,veo que Colombiatiene
unagrantradicién de cultura que se reflejaen
laliteratura, como ya sabemos, pero también
en el arte. Me parece uno de los paises mas
interesantesy mds densos en Latinoameérica.
Si,creoqueen el arte reconocemos la posibilidad
de oponernosa la brutalidad. Hay gran cantidad
deaspectos brutales en lavida colombiana, la
reelaboracién de esos aspectos cruelesesloque
nos permite sobrevivir, porque si no, estariamos
sumidos en el caos total. El arte es una necesidad
entodoel planeta, peroen un paisen guerra
adquiere un cardcterde urgencia alin mayor.
Dadoque notenemosunagran tradicién, tam-
poco tenemos un nacionalismo recalcitrante. Los
colombianosen general hablamos mal de Colom-
bia. Notenemos nada de lo que estarorgullosos.
Laidentidad cultural es muy fragil porque estd

en formacién. Esto permite la existenciade una
novela como La virgen de los sicarios de Fernando
Vallejo,que atacala cultura antioquenay colom-
biana.Hay unodioy un rechazoviscerales. Ese
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interesting and substantial Latin American
countries.

Yes, | believe that in art we understand the possi-
bility of opposing brutality. Life in Colombia has
many brutal aspects, and re-working them al-
lows us to survive because otherwise we would
be in total chaos. Art is a necessity throughout
the planet but it takes on a greater sense of ur-
gency in a country at war. Since we don’t have a
great tradition, we lack a deep sense of national-
ism. In general, Colombians speak badly of
Colombia. We have nothing to be proud of. Our
cultural identity is developing and therefore is
very fragile. This results in novels such as La
virgen de los sicarios (Our Lady of the Assassins)
by Fernando Vallejo, which attacks the Depart-
ment of Antioquia and its culture, and Colombian
culture. There is hate and a visceral rejection that
is also found in other works, although to a lesser
extent. This also allows a certain freedom. Once
again, the negative made positive. It also makes
people...

...think more?

Yes, and ask more as nothing can be swallowed
as a whole. This country has no identity because
we do not like ourselves...It is a country which
dreams of being white while in reality it is misce-
genated or black. There are a lot of obstacles to
forming an identity. When we want to define it
we do so negatively with drugs and violence.
Yes.

There is no space. But | believe art can open
spaces.

Itis normal for artists to become directly in-
volved in politics because they are like intel-
lectuals who think and have to devote them-
selves to these ideas. They cannot turn a blind
eye. But thereis adanger of becoming a
cliché.

War stuns the senses. War turns back in terrible
ways against societies that have lived from them.
Itisa boomerang. We have to generate poetry
sinceitisin this area of art that you escape from
clichés. The world of poetry offsets war. | try to
remind young artists of this. You do not produce
work from themes and ideas but from materials...
I would like to ask a difficult question. What is
beauty for you?

| do not know. In my work | manage to approach
the lack of beauty and show its absence. That is
probably the nearest | get to beauty. As to what

| like, | find beauty in silence, in minimalism, but
itis not something | can do in my work. | feel a
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elemento se reconoce en otras obras,aunque en
menor medida. Y eso también permite una cierta
libertad. De nuevo, volver positivo algo negativo.
Yo creo que también hace que la gente...

...piense mas, ;verdad?

Claro, que se cuestione mas, porque nada se
puede tragarentero. Es un pafsque notiene iden-
tidad porque no nos gustamos. Es un pafsque
suefacon serblanco,y sin embargo es mestizo o
negro. Tenemos muchosinconvenientes para
formaresaidentidad. Si queremos definir nuestra
identidad lo hacemos en negativo: ladrogay la
violencia.

Si, claro.

Los espacios no estan dados. Pero el arte creo que
puede abrir esos espacios.

Yo veo como algo muy normal que los artistas
intervengan casi directamente en asuntos
politicos porque un artista es como uninte-
lectual,alguien que piensaytiene que dedi-
carse a esos temas, no puede cerrar los ojos.
Perotambién existe el peligro de que se vuel-
vauncliché.

Yo pienso que la guerra aturde los sentidos. La
guerra se vuelca contra lassociedades que han
vivido de ellas de una formaterrible. Es un boomer-
ang. Existe la necesidad de generar poesia.Esen
ese terreno del arte donde escapas al cliché. Desde
elterrenode lo poético se hace contrapesoala
guerra.Cuando hablo con artistas jévenes trato de
recordarles eso. Uno no hace obras con temas, con
ideas, no, unolo hace con materiales...

Hay una pregunta dificil, pero me gustaria plan-
tedrtela: ;Qué es paratilabelleza?

No sé.Con mitrabajosélologroacercarmeala
carencia de belleza, en mitrabajo muestro dénde
estd ausente.Y tal vez eso eslo mds cerca que es-
toy de la belleza. Yaen cuantoa migusto personal,
laencuentro en el silencio, en el minimalismo,
pero eso es algo que yo no puedo haceren miobra.
Siento una responsabilidad frente a la realidad. Si
no hubiera nacido aqui, me hubiera gustado ser
un artista abstracto. Aqui, yo siento una responsa-
bilidad que me lleva a buscar otro tipo de imége-
nes. Me cuesta mucho trabajo definirla belleza
porque, lo que mds me conmueve es lo que consi-
dero mds bello.Yloque me conmueve, de Gltimas
me duele. La belleza, para mi, estd intimamente
ligadaal dolor. De nuevo la vulnerabilidad, ;no?
Hay una extraordinaria frase de Holderlin que me
parece pertinente. Dice que “el que méds profunda-
mente sintié fue aquel que mds profundamente

<0

pensd”. La belleza esloque me conmueve.
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responsibility towards reality. If | had not been
born here, | would have liked to have been an
abstract artist. Here, | feel a responsibility which
leads me to look for other sorts of images. It is
hard for me to define beauty because what | find
most beautiful is what moves me most and ulti-
mately what moves me also hurts me. Beauty is
intimately bound up with pain. Vulnerability
again you see! Holderlin has an extraordinary
phrase that is pertinent. He says, “He who felt
most profoundly was also he who thought most
profoundly.” Beauty is what moves me.

What effect do you think will our exhibition
have? We are putting it on for Zurich, Europe,
Colombia, the whole world. | hope it also
changes to some degree Europe’s idea of
Colombia.

| would say that this is your territory, your job. |
try not to think about it. | try not to think of a
public, a spectator. To the contrary, | try to direct
my work to a person, and that person is a victim
of violence who may never see the work, but that
does not matter. By focusing on that victim of
violence one can address the world because to a
greater or lesser extent, all human beings have
some memory of what pain is: a physical or psy-
chological memory. Of course in this exhibition
asin any other, you hope to connect the life of
one victim of violence to the experience of one
spectator. From the moment a spectator comes
face to face with the work, | hope the life created
in it continues living in the spectator. That is
Franz Rosenzweig’s concept of eternal life. That
isthe most | can hope to achieve: continuity of
life. If the victim’s life is recognized, so is his/her
humanity. Itis not just the person represented in
the piece but the human traits of other Colom-
bians and people of the Third World. | do not
think the humanity of all the inhabitants of the
Third World is acknowledged. Categorized by vio-
lence or drug trafficking, we are seen as “subhu-
man.” Not only are we not world citizens—as ev-
idenced by the need to get visas in order to trav-
el—but also we are not even citizens here; itisan
alien concept for us. Life is not respected; neither
are possessions nor anything else. But | hope that
people will recognize us as human beings rather
than the usual tendency to see dark-skinned
people as uncivilized, somewhat dirty, unkempt,
ignorant, amoral, and unethical. We are invading
Europe and they think we are going to rob them...
We are like a virus; we infect.

This is what interests me, recognition asa human



:Qué efecto piensas que va a tener nuestra
exposiciéon? La hacemos para Zurich, para
Europa, para Colombia,yla hacemos paratodo
elmundo. Yo espero que esta exposicion pueda
cambiarun pocolanocién que en Europatiene
de Colombia.

Yodiriaque ese estuterrenoy es tu oficio, tu fun-
cién.Yotratoenlo posible de no pensaren eso.
Tratode no pensaren un ptblico,en un especta-
dor.Todo lo contrario, trato de dirigirlaobra a
alguien,yese alguien es unavictimadelaviolen-
Cia,asiesa personajamas reciba esaobra, no
importa.Al dirigirse a esa victima de la violencia,
uno se puede dirigiratodo el planeta, porque
todos los seres humanos en mayor o menor medi-
datienen alguna memoria del dolor. Una memo-
ria fisica o psicolégica de dolor. Ahora, tantoen
esta exposicion como en cualquierotra, la espe-
ranzaqueunotiene esque se logre conectarla
vidade unavictimadelaviolencia con la expe-
rienciade alglin espectador. En el momentoen
que se acerca el espectadory se encuentra con
esaobra,loqueesperoesquelavidadelaobra
contintiede alguna manera en el espectador. Ese
eselconceptodevidaeternaque nosda Franz
Rosenzweig. Eso eslo maximoaloque puedo
aspirar,que haya continuidad devidayqueenla
medida en que se reconoce esa vida de la victima,
pues se reconoce la humanidad. Nosélo de |a per-
sona representadaen laobra, sinodel cardcter
humano de otros colombianos o de otras perso-
nasdel tercermundo. Porque yo pienso que no se
reconoce del todo la humanidad de los habitantes
deltercermundo.Al estaren la categorfa de nar-
cotraficante o de serviolento, nos consideran
“subhumanos”. No solamente no somos ciuda-
danosdel mundo—evidentemente no, porque
necesitamos visas para movernos, nosimpiden
llegara los lugares, no somos ciudadanos, ese
concepto nos es ajeno—, tampoco somos ciuda-
danosaquf. Lavida no se respeta, nilos bienes, ni
nada, pero porlo menosyo aspiraria aaccederal
concepto de serhumano, que se nos reconozca
como humanos, porque en general se ve al que es
moreno como serinculto, un tanto sucio, descui-
dado, ignorante,amoral, sin ética. Estamosinva-
diendo Europay creen que lesvamos a robar... Es
como un virus, tenemos el cardcterde virus, infec-
tamos.

Esenesenivel que a mi me interesa el reconoci-
miento como serhumano, que definitivamente
nos es negado. Nos lo niegan de entrada: “Hay que
mantenerlos separados. Elinmigrante tiene que

being, something that has definitely been denied
to us so far. We are denied entry. “Keep them sep-
arate. Immigrants must be kept separate.” Darker
or lighter, we are all the same but should be kept
away for reasons of social hygiene in case of total
infection...Evidently, in the case of the World
Trade Center, there is a long list of architects
competing to build a monument to those who
died there. Who remembers Ruanda? Who cares
about the four and a half million in the Congo?
Where are all the Eisenmans, where are all those
people imploring fora monument to be built for
Congo? Of course not, because we do not have
the status of human beings. The Colombian mas-
sacres do not appear in the newspapers. | have
this obsession, a massacre where more than
twenty people are killed...| search the interna-
tional press..., | can’t find it..Why? Because we
are not considered human.

Nobody cares.

No, they are lives which do not...

You putitvery brutally but you are right. It
must be changed.

It must. When | arrive at an airport and show my
passport | suffer total humiliation. When | have
to queue outside an embassy from six in the
morning, again, it is humiliating. On top of that,
there are embassies that demand that | bring a
certificate to prove | am not a criminal...this is
absolutely humiliating.

To show you are not a terrorist.

Yes.

Itis absurd. How are you supposed to get any
proof of this?

Itis totally humiliating because you have to get
down on your knees and say thank you.

Itis a harsh reality.

Absolutely devastating. Absolutely devastating.
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estarseparado”. Mds oscuritos o méds claritos,
todos somosigualesy tenemos que estar lejos, por
un criteriode higiene social, porel terrora una
infeccién total... Evidentemente, en el caso de los
muertos del World Trade Center, tienes una lista
de arquitectos tratando de hacer un monumento
paraellos. ;Quién se acuerda de Ruanda? ;Aquién
leimportan los cuatro millonesy medio del Con-
go? ;Dénde estan todos los Eisenman, dénde
estdn todos ellos, rogando para hacer un monu-
mento para el Congo? Claro que no, porque no
tenemos ese estatus de seres humanos. Por ejem-
plo, las masacres de Colombia nollegan alos
periddicos. Yo tengo esa obsesién: una masacre
donde mueren més de veinte personas..., revisola
prensa internacional.., no aparece. ;Por qué?
Porque no somos considerados seres humanos.
Noleimportaa nadie.

No, son vidas que no...

Lo pones muy brutalmente, pero tienes razon,
hay que verlo asi. Hay que cambiarlo.
Asies.Sillegoaunaeropuertoy pongo el pasa-
porte, vivo una humillacién total. Cuando me toca
hacerfilaen unaembajada desde lasseisdela
manfana, es una humillacién total. Ademas, hay
embajadas que me exigen llevarun certificado
que demuestre que no soy criminal...esabsoluta-
mente humillante.

Una prueba de que tdi no eres terrorista.

Si, claro.

;Y cémo se procura esa prueba? Es absurdo.
Estotal, porque ademaste tienesque arrodillary
darlasgracias.

Esunadurarealidad.

Absolutamente contundente. Absolutamente
contundente.
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