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La conversacién entre Marfa Fernanda Cardoso y
Hans-Michael Herzog tuvo lugar, en lengua es-
panola, el29 dejunio de 2004, en Zurich (Suiza).

The conversation between Marfa Fernanda
Cardoso and Hans-Michael Herzog was held in
Spanish and took place in Zurich (Switzerland)
onjune 29,2004



Hans-Michael Herzog: Cuéndo, cémoy por
quéte hicisteartista? )
Marfa Fernanda Cardoso: Cuando yoera nina,
querfa ser cientffica.Qu erfasergenio, inventora.
Querfainventarun pulménque me permitieraser
anfibio, como unarana, paraviviren latierrayen
el agua, enambos elementos.. Querfainventar
unaméquinapara transportarmede un lugarde
Bogotd al centro, instantdneamente. Querfades-
cubrir cosas. Ese era mi suefode nina.

En mi familia, estuve muy expuestaa la cultura,al
arte, a los libros. Mipadrey mi madre sonarqui-
tectos. Mi madre es una profesional con un nivel
intelectual muy alto, quien gand el Premio Nacio-
nal de Arquitectura cuando yotenia siete afios. Ella
fue una gran inspiraciény competenciapara miy
también para mi hermana, mi hermanay yo somos
premios nacionales también.

$Y qué hace tuhermana?

Mi hermana hace cine. Vive en Los Angeles. Yo que-
ria ser cientifica, pero como me gustaba muchola
historia del artey me gustaban mucho las matema-
ticas, yo pensé que la combinacién de todoeso era
laarquitecturayempecé a estudiararquitecturaen
la Universidad de Los Andes. Pero casi al mismo
tiempo, abrieron el departamento de arte, al lado
del de arquitectura,y empecé a ver amigos que es-
taban felices haciendo grabados y serigraflas. Al ano
siguiente me pasé al departamento de arte sin nin-
glin conflicto. Querfa haceresculturaytrabajarcon
el espacio. En mitesis de grado descubrf la poética
de losmateriales,y que el material eslo quedictala
formayel contenido, no sélo unvehiculo para decir
algo ajeno. Al trabajar con las manos, el material
responde, siempre hay un feedbacky salen cosas que
estimulaban mucho mimente. Realicé toda una
serie de obras con bolsas de aguas muy grandes,
llenas de espumas. Las espumas absorben el agua y
sesaturanyeran algo muysensualy muy eréticoy
eran también como frutas. El agua también es un
reto porque es un material que no puedes contener,
gue no puedes controlar, que se escapa, se evapora.
Alliempez6 toda miexploracién con materialesy
las posibilidades que prestan.

Megraduéenla Universidad de Los Andesy me
quedé en Colombia. Ahi me salié mi primera expo-
sicién Individual, que fue en el programa de “Nue-
vosNombres”, en la Biblioteca Luis Angel Arango.
Era sobre una violencia al material, pero también
una cuestién de reconstruiry de ensamblar. Con
esasobrasmegané unabeca parairaestudiar
escultura en Estados Unidos

¢Dénde?
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Hans-Michael Herzog: When, how and why did
youbecome anartist?

Marfa Fernanda Cardoso: When Iwas a child, |
wanted tobeascientist lwanted tobeagenius,
aninventor.Iwanted toinventa mechanical lung
solcould beamphibiouslike a frog, able tolive in
both elements,on the ground and in the water...
|wanted toinventatravelingmachineto goin-
stantaneously fromanywhere in Bogotd to the
city'sdowntown. | wanted to discover things. That
was mydreamas a child.

Inmy family | was exposed toculture, artand
books. My parents were architects. My motheris
very professional and highly intellectual. She won
the National Award for Architecture when | was
seven yearsold. Shewasagreatinspiration and
role model for me, and for my sister, too. My sister
and | have both won national awards as well.

And whatdoes your sister do?

My sisterisafilmmaker. She livesin Los Angeles.

| wanted tobe a scientistbut | really liked art his-
tory and | also liked mathematics, and | thought
thatarchitecture was a good way to combine
both. Ibegan studying architecture at the Univer-
sidad de los Andes (University of the Andes). But
almost atthe same time the university opened an
Artdepartment next to the Architecture depart-
mentand | saw friends who were very happy
doing engravingsand silk screens. The next year |
moved tothe Art Departmentwithout any prob-

lem. | wanted to do sculpture and work with space.

In my graduation thesis | explored the poetics of
materials and how they dictate form and content:
theyaren'tsimply a vehicle for saying something
else. Whenyou work with your hands, the materi-
al responds, thereis always feedback and things
come outthatreally stimulated my mind. I dida
whole series of really big water bags, full of foam.
The foam absorbs the water and becomes satu-
rated—they were very sensual, very eroticand
theywere also like fruit. Working with water is
challenging because itisamaterial thatyou can-
notcontain or control, and it escapes and evapo-
rates, This is where | began exploring materials
and their possibilities.

|finished my degree at the Universidad de los
Andesand stayed in Colombia. | had my first solo
exhibition then, which was part of the “Nuevos
Nombres” (New Names) program at the Luis Angel
Arango library. Itwas aboutinflicting violence on
the material butalso about reconstructing and
assembling. Because of those pieces | won agrant
tostudy sculpture in the United States,
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| Pratt Institute, €n Nueva

| programa erd pésimo. Lo
que pasé fue queno conocfamuchoy lo Onlioqlﬁm-
habfa pensadoera iraestudiaraNuevaYorkod'
dres. El programa tenfa un solo maestro,no hablj
profesoresmwtados,Eldepanamentoy|°5€s"“ 105
estabanen un s6tano deprimenteenunazona muy
peligrosa de Brooklyn,yencima detodo, eracarl-
simo. Erauna trampa para estudiantes extranjeros.
Entonces empecé a tomarun curso de New York
University de historia del artey me gusto. Al pasar
por el departamento de escultura en Yale, habfavis-
toquetenian unos estudios gigantescos Cadaestu-
diante tenfa su estudio con Juz natural yyoestaba
enun sétano sucio. Entonces me presenté a la maes-
trfay me aceptaron.En el Gltimo semestre, para mi
tesis de grado, fue cuando me lancéa trabajarcon
los animalesy compraba latas de grillos. Me tocd
pedirtarjetade crédito, para poder comprarlos,y )
fue asiquedescubritodoun mundo que noconocia,
queerael del mail orderen Norteamérica Todo ese
mundo del comercioenel que porun catélogoasl
degordo, td puedes comprarloque quieras, todolo
que hoyen dia se puede comprar por internet. Pue-
des comprar moscas, lombrices, ranas, lagartijas,
grillos, todo loquete imaginaslo puedes comprar.
Esqueletos, lo que ti teimagines, vivo o muerto

Y también lo que no te imaginas...

Antesde los animales yo trabajaba con materiales
encontrados. Con agua, con tierra, con tubos de
cemento. Pero cuando descubrfel mail order eso fue
una revelacién parami.Es un hechoque te exonera
detoda culpa; yo noestoy asesinando ningdn ani-
mal,no los estoy cazando, los animales se convierten
en“mercancia”,en “objetos”,en“matenal”. La parte
ética,la moralidad de quien controla esas vidas, tl
selapasasaellos -al proveedor,al mercado-ynola
asumes personalmente, sino que te conviertes enun
participante mas de un sistema complejo. Aun a pe-
sarde esto,me sentia muy confrontada al trabajar
conanimales que me gustaban mucho, con los cua-
les tenia unarelacién de afecto desde miinfancia.
:Deddnde salié estaidea de trabajar con
animales?

Yoanalicé quéinfluencias habia tenidoyo,como
artista,como persona. Lasinfluenciaseran la cul-
tura precolombina porque no solamente es parte
de nuestra vida cotidiana; las huacas™que habfan

* Huacaesel término usado comunmente en Colombia
alaste
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Where?

| made the mistake of studying atthe PrattInsti-
tutein New York, whichwas really bad; the syl-
labus was very, very bad. Ithappened because |
wasn't well informed. I had only thought about
studying in New York orLondon. The program only
had one professor,and no other professors from
otherinstitutions were invited. The department
and the studios were inadepressing basement in
avery dangerous partof Brooklyn,and on top of all
that, it was very expensive. Itwasa trap for foreign
students. | then enrolled myselfin an Art History
course at New York Universityand | liked it While
visiting the sculpture department at Yale | had
seen theirmassive studios. Each student had his
orher own studio with natural lightand | was
working inadirty basement | put my name down
for their Masters program and | was accepted. In
my last semester I started towork with animals for
my graduation thesis and | boughttins of crickets
Ihadtogeta creditcard tobuy themand then|
discovered a world of whose existence | had been
unaware—the world of mail order in North Ameri-
ca.Allthat world of retailing where you can buy
whatever you want from a catalog this thick—all
the things that nowadays you can buy on the In-
ternet. You can buy everythingimaginable: flies,
worms, frogs. lizards, crickets. Even skeletons—
whatever you can think of—dead or alive.

And also what you can’timagine...

Before the animals | was working with recycled
materials, with water, soil and cement tubes. But
discovering mail order was a revelation for me. Mail
order exonerates you from guilt; I'm notkilling ani-
mals, I'm not hunting them. The animals become
“merchandise,”“objects,” “materials.” The ethical
element, the morality of who controls those lives is
passed on to the suppliers and the market—you
don’ttake any responsibility. Instead you become
another participantin a complex system. Despite
this, | wasvery uneasy about working with animals
that| liked alot, which I'd had an affectionate rela-
tionship with since | was achild.

Thisidea of working with animals, wheredid it
come from?

I analyzed what sort of influences had affected
meas an artist, asa person...These influences
were from pre-Columbian culture, which was not
simply partofourdaily life. The huacas’ found in
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sidoencontradas por mi familia en el campoy las
otras huacas, que compramos, nos rodeaban. Mi
hermana estudiaba antropologfay era arqueéloga,
antesdevolverse cineasta, e lbamos a los museos
de arqueologia para apreciar nuestras rafces. De
nifia, en esos museos, me daba cuenta de que
estaba mirando arte funerario. La otra gran in-
fluencia en nuestra cultura, el arte religioso, el
barrocode nuestras iglesias, también es un arte
funerarioydetortura. Ese Cristosangrando y
sufriendo, muerto o en el proceso de morirse,
sumado a los huesitos de |as huacas, lasollasy

las joyas precolombinas, crearon mi propia defini-
cidndearte, arte al que estuve expuesta directa-
mente. No el arte mediadode los libros de historia
del arte europeo.

Porotra parte, la naturaleza era parte fundamen-
tal deviviren Colombia, de crecer yendo al monte
con mi papé. Nos fbamos a buscar lagartijas, ranas,
culebras,yamirar los caracolitos y lasorquideas,
a aprendera sobrevivir sl no hay agua; entonces
cogesestaralzychupas el agua, mi papa me ense-
nabatodos los nombres de las plantas, era muy
lindo. Esas eran mis influencias que eran vivencia-
les. Entonces de ahl empecé a trabajar con los
animales con los que habia jugado cuandoera
chica. Esoseran mis animales. La revelacién que
tuve fue cuando me di cuenta de que todos eran
animales sagrados precolombinos.

¢(Hay unarelacién entre lasituacién social
lombianay tus animales?

Esaexploraciénde latrascendenciay de sacrifi-
carte para un fin superior que viene del catolicismo,
creo que viene de ahi. Poreso, la Corona para una
princesa Chibcha [fig. 3] escomo una mezcla con
una corona de espinas, porque son 1asdos culturas
juntas

Viviendo en Estados Unidos yo me daba cuenta de
que hay una gran negacion de |a naturaleza y dela
muerte. No quieres ver la muerte, [a enfermedad,
no quieresverdénde matan losanimales para pro-
cesarlos para que los comamos, note comes al ani-
mal, te comes un paquete de una cosa que compras
en elsupermercado. Es algo abstracto. No tiene na-
daquevercon el animal.Viniendo de un pais como
Colombia donde tU estds confrontado a realidades
tan fuertes, ellos estdn en una sociedad que es todo
locontrario. Quiero sentirel dolor,quieroverla
muerte,no laquiero negar, no laquierotapar, no la
quieroesconder. Entonces se volvid toda una esté-
tica dela muerte, pero para mieralo més natural,
¢Dirfas que todo colombiano mantiene una
relacién muy estrecha con susraices o que

C
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the fields by my family and the huacas that we
bought were all around us. My sister studied
anthropology and was an archaeologist before
she became a filmmaker, and we used togo to
archeological museums together to learn about
ourroots.As a child,in those museums, | knew
that Iwaslooking at funerary art. The other great
influencein our culture, religious and baroque art
found inour churches, isalsoartabout torture
and the funerary. Thatimage of Jesus bleeding
and suffering, dead or in the process of dying,
combined with the little bones found inside the
huacas, the pots and the pre-Columbian jewels,
formed my own definition of art, the art | was
directly exposed to. It's not the art mediated by
European art history books.

Besides, nature was an essential part of living in
Colombia, of growing up and visiting the moun-
tains with my father. We used togo in search of
lizards, frogs, and snakes and also to look at little
snailsand orchids. We learned survival tech-
niques for when there is no water. You pick up
these roots and suck the water from them. It was
beautiful, and my father used toteach me the
names of all the flowers. Those were the influ-
ences from my own life. From these | began to
work with the animals | had played with asa
child. Those were my animals. The moment |
realized that they were all pre-Columbian sacred
animals was revealing.

Is there a relationship between the social situ-
ationin Colombiaandyouranimals?

Ithinkit arises from the exploration of transcen-
dence and of sacrificing yourself for a higher pur-
pose, which comes from Catholicism. Thatis why
the Corona para una princesa Chibcha (Crown fora
Chibcha Princess) [fig. 3] is a fusion with a crown of
thorns; itjoins the two cultures together.

Living in the United States | noticed that nature
and death are constantly denied. You do not want
toseedeath or sickness; you don't want to see
where animals are slaughtered and then processed
forustoeat You don'teat the animal;you eat the
packet containing something you buy in the super-
market. Itis something abstract. It has nothing
todo with the animal. Coming from a country like
Colombia where you confront harsh realities,
there s a sharp contrast—they seem like the com-
plete opposite of us. | want to feel pain, Iwant to
seedeath, | don'twanttodenyit,don't want to
coveritup,tohide itaway. | developed awhole
aesthetic of death but for me it was a very natural
thing.

fig 3
Coronaparaunaprincesa
Chibcha | Crown fora
Chibcha Princess, 1990
Preserved lizards (Anolis
carolinensis, USA) and
metal
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éstasse vuelven mds fuertese intensas estando

fuera del pais?
Bueno, noa todo colombiano, peroenmi caso

sedioasl porque también hay una clase media
colombianacon ambiciones de irsea Miami, que
notiene nada gue ver con las raices. Perocreoque
engeneral para los colombianoses muy dificil
vivirenel extranjero

(Porqué?

Por ejemplo, a nivel de lasestructurassociales,
esténlafamiliaylos amigos. En Colombia noexiste
esode las pensiones Cuando 10 seas viejito, tus
hijostevana cuidar, vas avivirdonde ellos. Sitie-
nes problemas, siempre hay alguien dela familia
quetevaaayudarytevaa proteger Las estruc-
turas familiares son muy fuertesy las amistades
también. En el extranjero eso no existe, entonces
esduro

Yo estudié tres anos en Estados Unidosyvolvia
Colombia. Llegué, participéen la Bienal de Bogotd,

y gané el primer premio con estos animales. Luego
meinvitaron a exponeren lagaleria Garcés
Velédzquez. Ahi fue cuando empecé a trabajarcon
as flores, con coronas funerariasy con los cemen-
terios. Cuando estaba ahf, me presenté para un
trabajoen California, para ensenar en CalArts
(California Institute of the Arts). En esa época
CalArts estaba muy enfocado en los “medios de
representacion”y era purateoria. En mipresenta-
a6n puse queyo no crefaen las experiencias
mediadas, que yo crefaen las posibilidadesyen la
inmediatez de los materiales realesy delas expe-
riencias directas En CalArts pude crear mis pro-
pias curriculas acerca de lo que yo habia pensado
yanalizadoen mi propio trabajo, y pude desarro-
llarintelectualmente todos estos temas que estaba
explorando con miobra. Estudié a todos los artistas
que habfan trabajado conanimalesy todaslas teo-
rias que hay de sociologia, sociobiclogia, de

N
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Would you say thatevery Colombian maintains
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well, notevery Colombian, but that's how itis 110':?;m;nn i
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whose ambition isto live in Miami, and this has EiEUs
nothing todowith theirroots. But| thinkthatin
general, itisvery difficultfor Colombianstolive
abroad

Why?

Take social structure, for example—your family
and friends. In Colombia there are no homes for
the elderly. When you are old, your children will
look after you; you go and live with them Ifyou
have problems, there is always someone in the
family who isgoing to help you and protect you
The family structure is very strong and so are
friendships. These structures don’t exist abroad
andthat'swhyit'sso hard.
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Istudied in the United States for three years and
then went backto Colombia. When | got back, |
participated in the Bienal de Bogotd (Bogotd Bien-
nial) and Iwon thefirst prize inthe biennial with
my animals. | was theninvited toexhibitin the
GarcésVelazquez gallery. Itwasthen that| began
towork with flowers, with funeral wreaths and
with cemeteries. | then applied forajob in Califor-
nia, to teach at CalArts (California Institute of the
Arts). At the time, CalArts was very focused on
“forms of representation” and it was all theory In
my application | wrote that I didn’t believe in
mediated experiences, that | believed in real
materials and direct experiences. At CalArts| was
able to create my own syllabus based on things |
had thought about and analyzedin my work,and |
was able to develop the issues | was exploring with
my work atan academic level.| studied all the
artists who had worked with animals and all the

relaciones entre humanosyanimales,y eso me
ayudda conceptualizar mucho miexploracién con
losanimales

JEncontrasteobra paralelaosimilar?
Muchisima Empezando por Joseph Beuys,con su
liebre, con sus abejas, con lamiel, hay mucha tradi-
cién Esque noestd catalogadode esamanera Ha
habido intentos,ha habido shows de animal art, pero
nuncalogran consolidarseenun trend

Fue unaexperiencia muy enriquecedora los afos
que estuve ensenandoen California. Cuando se
acabé mi contrato me fuiavivira San Francisco
porque habiaencontradoun estudio buenfsimo.
Todo terminé cuando estaba presentandoel
Cardoso Flea Circus [fig. 4], el circo de las pulgasen
San Francisco: mi padre seenfermden Colombia,
me llamaron, esté en el hospital con un tumor,
ven corriendo. Mi padre murid, yo tenia mi histo-
ria de amor en Australia, y entonces decidimos
queibamosaviviren Sydney,en BogotdyenSan

Francisco. Durante dos afos estuvimos viajando,
locos, sin plata, sin nada, viviendo de las tarjetas
de crédito. Quedéembarazada en Colombia,
llevébamos dos anos casados ya, y yo todavia no
habfasolicitado mivisa en Australia. Solicité mi
residencia con la barriga asf,y no me la podian
dar porquetenfan que tomar una radiografia.
Entonces no podfaviviren Australiay todavia
tenia migreen card porque siiba cada seis meses
la mantenfa. Yoquerfaviviren Australiay él que-
rfaviviren LosAngelesyen Colombia. En esa
confusién, medijeron que si tenia el bebé en Aus-
tralia no podia viajar por Estados Unidos con el
bebé porque yo eraresidente, pero el bebé no. Me
conseguiunaabogada buenfsima que trabajaba
gratisy me dijo:—Mira, tu Unica posibilidad es
tenerel bebé aqul. - Entonces viajamos a Los
Angelescuando tenia siete mesesy tuvimos que
esperardos meses ahiaque naciera porque

theories about the relationship between humans

and animals discussed in sociology and socio-

biology, and this helped me conceptualize my

explorations with animals.

Didyou find workwhich issimilaror parallel to
yourown?

Yes, often. Starting with Joseph Beuys with his hare,

bees, and honey, thereis a long tradition. But it's not
catalogued thisway There have been previousat-
tempts—shows of animal art—but they are never
able toconsolidateintoatrend.

Theyears | spent teachingin Californiawerea
really rich experience. When my contractended |
went to live in San Francisco because | had found a
very good studio. Everything fell apartwhen|was
presenting the Cardoso Flea Circus [fig. 4] inSan
Francisco: my fatherfellillin Colombia, they called
me to say: “He isin the hospital with a tumor, come
quickly " My fatherdied, and I had a love storyin
Australia, so we decided that we were going to live
in Sydney, Bogotd and San Francisco. We spent
two years traveling around like madmen, without
money, with nothing, living on our creditcards. |
became pregnantin Colombia. We had already
been married for two years and | hadn’t asked for
an Australian visa. | applied for residency with my
big belly and they couldn’t give it to me because
they had totake an X-ray. So | couldn'tlive in Aus-
tralia but| still had my green card because | could
keep itiflwentevery sixmonths. | wanted tolive
inAustraliaand he wanted to livein Los Angeles
and Colombia. Toadd to the confusion, they said
tome that if | had the baby inAustralia | couldn't
travel around the United States because | was a
resident but the baby wasn't. | gota very good
lawyer for free who said to me: “Look, youronly
choiceis to have the baby here.” We then traveled
to Los Angeles, | was seven months pregnantand
we had towait another two months for the baby
to be born because the airlines won't let you travel
after seven months.Ross and | waited in Los
Angeles for the baby to be born. The birth was free
through social security and we started colonizing,
like good Latinos.
How long have you lived in Australia?
Seven years, though as | said, we spent the first
two traveling.
Do you still have strong feelings about Colom-
bia? Because Australia is far away, further
away than San Francisco or Los Angeles.
Oneofthereasons | liked Australiawasthat|
didn’t have the same conflict about being a Latina,
which was so hard for me inthe United States. In
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después de siete meses las aerolineas no tedejan
viajar Rossyyoen Los Angeles esperando que
nacierael bebé, através del soclal security salié el
partodel bebé grausy nosotros, como buenos
latinos, colonizando
¢Desde hace cudntos afios estds viviendo en
Australia?
Siete. Los primeros dos eran, como te conté, via-
Jando.
{Ysiguesteniendo este sentimientoacerca de lo
colombiano? Porque Australia estd lejos, mucho
mds lejos que San Francisco o Los Angeles.
Partede las razones por las cuales me gustd Aus-
tralia fue porque no tenf(a ese conflictode ser latina
queslhablatenidoen Estados Unidosy que para
mifue muy duro. En Australia a nadie le importaba
deddnde venfayo. Enesa época no habiamuchos
latinos, ahora estén llegando mas. Habfa toda una
generacion de exiliados de Uruguay y de Chile, que
habian llegado hacfa treinta afios, y sélo ahora
estdnempezando a llegarlatinos nuevamente
porque lesestdn cerrandolas puertas en Estados
Unidosyen Australia estdn promoviendo lasuni-
versidades como una alternativa mds econémica
Estoyempezando a escuchar el espanol en el bus.
También reciben a profesionales, norecibena
unskilled laborers, pero si tU eres un ingeniero de
sistemas, un arquitecto, un quimico, una enfer-
mera, puedes presentarte y te dan unavisa
¢Dénde estd tucasa?
En Sydney Lacompramos hace afioy medio Ahora
soy ciudadana australiana, soy artista australiana,
locual va a sermuydivertido. Voy a empezar a
promaover mi carrera artisticacomo australiana.
Yatengogaleria,antes no tenia. Hasta hace poco
yos6loviviaenAustralia, pero trabajaba porfuera.
No tenfa conexién. Ahora estoy construyendo una
vidayunaidentidad australiana.
¢Cémote vesatimisma ahora queirds a Colom-
biaainaugurar tu midlife retrospective? ;Cé6mo
vestu pasado, tu presentey tu futuro?
Yocreoque me va acambiar un poco la perspec-
tiva una vez que vealaexposicién. Pienso que mi
vida estd desintegrada, de alguna manera, porque
voy atener esa exposicion en Bogotd, en esasala
que es espectacular, nueva, con el apoyo que no
tiene ninguin otro artista. Pero como me voy a los
cincodfas de inaugurada, no voy a sentir, a percibir
el impactode mi obra en ese contexto. Esun poco
comotodas las exposiciones que tengo interna-
cionalmente, de alguna manera no estoy viviendo
laexperiencia. Creo algo, lomontoy luego voy y
me escondo en mi casa enAustralia. De alguna
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Australia nobody cared where | was from In those
days there were notthat many Latinos, now more
of usarearriving. There was a whole generation of
exiles from Uruguay and Chile who had been there
forthirty years, and only until recently have Lati-
nos started to arrive again because doors are clos-
inginthe United States and Australiais promoting
itsuniversities asa less costly alternative | started
to hear Spanish spoken on the bus. They also wal-
come professionals, they don'taccept unskilled
workers, butifyou arean ITengineer, an architect,
achemist, oranurse youcanapply and they will
give you avisa
Whereisyour home?
Sydney. We boughtahouse ayearanda halfago
Iam now an Australian citizenand an Australian
artist,whichisgoing to be interesting. | am going
to begin promoting my artistic career as an Aus-
tralian. Now | have agallery, before I didn't. Until
veryrecently | just lived in Australia but worked
abroad. | didn’t have a connection, but now | am
building an Australian lifeand identity
How doyou see yourselfnow that you are going
to Colombia toinaugurate your mid-life retro-
spective? How do you see your past, present
and future?
Ithinkthat my perspective is going to change a bit
oncelseethe exhibition. | think that my life has
disintegrated to some degree because | am going
to havean exhibition in Bogotd in a new, spectac-
ularspace with supportthat no other artist has,
But because | am going to leave five days after the
opening | am not going to see or feel the impact of
mywork inthatcontext. Itis rather like all the
otherinternational exhibitions  have had. In some
ways |am not living the experience. | create some-
thing, linstallitand then [goand hide in my house
inAustralia. Solam protected from any influence
by the response to my work.
Canyou summarize what the work Cardoso
FleaCircus [fig. 4] was all about? It was very
successful, wasn'tit?
The factisthatitisa real circus. Because my prin-
cipleasanartistis towork with real materials—
withanimals and lizards—not plastic or copper
lizards, notreplicas, drawings, representations—
thatwaswhyitwas successful. | prepared it with a
great deal of effort over several years to make it
intoa real circus. The fleas were alive and they did
everything that| said they were going todo. l also
realized that to make this project work it wasn't
Just the fleas who were important, but also the
trainer, myself The relationship between tamer

manera estoy protegida de las influencias, de las
respuestas de todo eso
Puedes sintetizar de qué se traté en el Cardoso
Flea Circus [fig. 4], que tuvo un éxito enorme?
El hechoes que esde verdad. Como mis premisas
artfsticas eran trabajar con materiales de verdad,
conlosanimales, con las lagartijas, nocon lagarti-
jas de pldsticoo de bronce, nocon réplicas, no con
dibujos, no con representaciones, ése fue el éxito
Hice un esfuerzo de varios anos de preparacion
para que fuera de verdad, para que las pulgas es-
tuvieranvivas e hicieran todo lo que yo decia que
iban a hacer También entendique paralograr
hacereste proyectono importaban sélo las pulgas,
sinotambién el entrenador, que era yo. La relacién
domador-domado, hombre-animal es poderosa.
El pblico siempre ha escuchado de los circos de
pulgas, peronunca los havisto. Esun mito. Enton-
ces esa confrontaciénde loque lagente ha escu-
chado, loque se haimaginado con la posibilidad
real de verlo, de comprobar si existe, si es real, 0 no,
eso fue el éxito.
Claro, pero no todos los artistas tienen laidea
dehaceruncirco de pulgas. ;Cuédlfue laidea
inicial?
Nome acuerdo muy bien por qué tuve esa idea,
perobdsicamente porque me interesa muchola
relaci6n delos animalescon los humanos. Las pul-
gas representaban para mialgo simbélicomuy
fuerte cuandoyo era nina. Con las pulgas habia
crecido, porque tenia gatos y los gatos tenfan pul-
gasyyolasmataba, las miraba, hay muchasanéc-
dotasde miinfancia con pulgas. Me acuerdo que
hice una tarea del colegio sobre las pulgas, dibujé
una pulga, tenfa todo un universocon las pulgas.
Me acuerdo cuando tenfa seis o siete anos, escu-
ché auntiomiodecirquehabfa uncircode pulgas
en Nueva York Me acuerdo que me loimaginéy
visualicé eltrapecioylas pulgas,todo. Peroenel
camino me pasaron muchas cosas, todo el fen6-
meno de los medios, me convertfen entrenadora
deverdad, micarreradel artetuvounantesy un
después, ese proyecto cambié completamente mi
forma de hacer arte. Miarte no era narrativo, no
eradeficcién, yo nunca habia hecho performan-
ces, era muy timida y lo sigosiendo, me viforzada
ahacer performances, era aterrador, tenfaun
miedo horrible. Cadavez que me presentoes un
pénico espantoso, nunca tuve entrenamiento de
actriz, ni de performance, tampoco quer(a porque
noquerfaque fuerateatro, querfa que fuera de
verdad, contodas mis imperfecciones. Fue unreto,
yenelmundo del arte pienso que la mayoria dela

andtamed, man and animal, is a powerful one.
People have always heard of the flea circus but
have neverseenone. Itis a myth. Sothe basis for
itssuccess was bringing together what people had
heard of and imagined, with the real possibility of
seeing a flea circus, of proving that it existed, and
letting them decide if it was real or not.
Of course, but notall artists think about mak-
ingafleacircus. What was theinitialidea?
| don'texactly rememberwhy | had the idea But
basically | wasvery interested in the relationship
between animalsand human beings. Fleas were
avery strong symbol for me when I was a child. |
grew up with fleas because | had catsand cats
have fleas, and | used to watch them and kill
them; there are many anecdotes from my child-
hood about fleas. | remember doing some home-
workaboutfleas. | drew a flea; hence | havea
whole universe of experience with fleas. | remem-
berthatwhen | wassixor seven yearsold | lis-
tened toan uncle of mine who said that there was
afleacircusin New York. | rememberthat | imag-
ined itand lvisualized the trapeze and the fleas,
everything. Butduring this project many things
happened to me, the attention of the media, |
became areal trainer, my artistic career had a
before and an after—this project completely
changed my way of making art. My art was not
narrative, itwas notfictional, | had neverdone
performances before, | was very shy and I still am.
Iwasforced to performand it was terrifying.  was
veryscared. Every time | do it | feel a dreadful
panic. lwas nevertrained as an actor or asa per-
formance artist Butldidn't wantthattraining
because | wasn't trying to create theatre. | wanted
reality, complete with all my imperfections. ltwas
achallenge, and most people in the art world
didn'tunderstand it, starting with my galleries. |
had alotof fun. It lasted five years and it started to
changeand evolve. [t was atotal and absolute
obsession.
In what sense did yourwork change after the
fleacircus?
lended up with two options. Onewas tomake a
careerasaperformance artistand make a living
traveling the world showing this spectacle. One
day | was at Sydney Opera House completely sold
out, nine thousand people applauding. The next
day Iwasbankruptin Edinburgh where they
ripped me off and the set was burned. ltwas a
narrative in itself. The work of art became the
narrative of my life with the circus. I had to decide
whetherto continue living like that. All those
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gente nolo entendid, empezando por mis galerfas.
Me divertimucho. Duré cinco anosy fue cambian-
doyevolucionando, fue una obsesién totaly abso-
luta.

tEnquésentido cambié tu obra después del
circode pulgas?

Yotenladosopciones. Una era hacer unacarrera
como performance artisty ganarme lavida viajan-
do porelmundoy haciendo este espectéculo. Un
diaestaba enel Sydney Opera House (Casa de la
Opera de Sydney) con un sold out, la aclamacion
de un pablicode nueve mil personas, y al otrodia
estabaenlaruina en Edimburgo donde nos esta-
faron, el show se quemé. Era unanarrativa ensi, la
obradearte era la narrativade mividacon el circo
Tenfa esa opcién de dedicarme a seguirviviendo
es50. Todas decisiones tienen que ver, en parte, con
loecondmicoy, parami,en lodelas pulgas, la uni-
cadefinicién entre estar locoy estar sano era siyo
meganabalavida con las pulgas, porquessino,
estaba loca. Pero despuésde que nos estafaranen
Edimburgo,y nos cancelaron una invitacién para
presentarel circo en Riverside, en Londres, de
cincuentamil libras como garantia minima, nos
cancelarontodo, pues, se acabé. Dije yo: se acabd,
vuelvoal arte

tPiensas que fuiste mas prolifica por haber
dejado Colombiao cémo lo ves?

Siyome hubiera quedado en Colombia no hubiera
podido hacertrabajos de la escala que hice. Tal vez
ahora es posible hacer proyectosde gran escala
condinerode afuera, peroen esa época, la Gnica
manera erayéndose del pals. Y también era por-
queanivel local habia llegado al limite del éxito
cuandotenia 27 afios. Habfa mostrado en la mejor
galeriayme habia ganadoel primer premioen la
Bienal. Tenia el mejortrabajoen la mejor escuela
de arte en el West Coast, entonces, ;c6mo podia
crecer més? Si me quedoen Colombia me vuelvo
gorday,nosé, fea.. Paramies siempre una cues-
tién de poder seguir creciendoy tener retos mas
grandes en vez de estar satisfecha conmigo mis-
may pensarqueya llegasteyya.Sino me hubiera
ido, nunca hubiera podido conceptualizar mi
trabajo delamaneraen que lohice porque en esa
época en Colombia nosotros no habldbamos de
arte, nadie teensefiaba a hablar, ateneruna
discusion

Peroahorame parece que lasituacion es exac-
tamenteal revés: en Estados Unidos no se
hablamésde arte y en Colombia muchisimo.
¢Conoceslasituaciénactual?
Yo me fuien el '87.Ha cambiado muchisimo. He
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decisions have partly todowith the financia| side
of it, and for me the only deciding factor between
thinking itwas fine, ordecidingitwas insane,

was being able tomake aliving with the fleas f)
couldn'tmakealiving, Iwasinsane. But after we
gotnpped offinEdinburgh and aninvitationto
presentthe circus atthe Riverside Studios in
London,which had a minimum guarantee of fifty
thousand pounds, was cancelled, it was finished. |
said:it's finished, | will return to art.

Do you think you were more prolific because
you left Colombia or howdoyouseeit?

IfI had remained in Colombia I wouldn't have
been ableto do workon the scale | did. Maybe now
itis possible todolarge-scale projects in Colombia
with some money from abroad, but at that time,
the only way was leaving the country. It was also
because atthe national level, at 27, 1 was assuc-
cessful as| could be.l had shown atthe best
gallery and Iwonthe first prize at the biennial. |
had the bestjobinthe bestartschool on the West
Coast, so, how could | grow some more? If | had
stayedin Colombia Iwould have gained weight
and become, | don’tknow, ugly...For me itis always
aquestionof being able to continue developing
mywork and to have greater challenges instead of
being satisfied with myselfand to think that I've
peaked and that'sit. If Ihadn’t left, Iwould have
neverbeen able toconceptualize myworkthe way
I did itbecause in Colombia, in those days, we
didn'ttalkabout art, nobody taught us how to talk,
how to develop a discussion.

But nowitseemslike things arethe otherway
round:in the United States people nolonger
talkaboutartandinColombiatheydoitalot.
Are you more or less aware of what the current
situationis?

Ileftin1987.1thaschanged a lot. | have lost a lot of
contactwith what young people are doing be-
causelgoeveryyearanda halfand keepin con-
tactwith artists of my generation. We are all very
good friends and there is a lot of energy, but natu-
rallyit's not possible to know everything that's
happening.

I want to return to the animals you have devel-
oped in a very minimalist context, very cool,
maybe a bit cruel. You are not offering us a nar-
rative. The viewer has to think howto put the
worktogether.The bottom lineis thatyour
workis not easy. Howdo youseeit?

Iwas interested in working on the frontier of what
isandisn'tart. Ifyou push thatborderabit, itisart
butifyoudon't pushitenough, itisnotart. Take

perdido mucho contacto conlo que estén haciendo
los j6venes porque voy cada aio y medioy estoy
encontactocon artistasde migeneracién, somos
muy amigos todos, hay mucha energia. Pero, claro,
no es posible estar conectado
Quierovolveralosanimalesquetd ponesenun
contexto muy minimalista, muy cool, tal vezun
pococruel. Nonosestdsofreciendo una narra-
tiva. El espectador tiene que pensar cémo unir
todo el trabajo, en el fondo tuobrano es del
todo fécil, ;cémo laves ti?

Yo estabainteresada en trabajaren la frontera
entreloqueesarteyloquenoesarte. Enese borde
enque si td empujas un poquito, es arte, pero que
sinoempujaslosuficiente, noesarte. Unarana
muerta [fig 5], por ejemplo. La metdfora que yo
utilizaba erael principe o el sapo. ;(Quéves?Yal
trabajarenese limite esambos porque la lectura
saltade un lado para otro. Esas obrasno son be-
|las. Es0s s3pos estdn muertos y estan con gestos
de momia, no pretenden ser bonitos comoen la
taxidermia donde pretenden estarvivoscon la
belleza del colory lavida. No,acé estan chupados.
Lo que yo hice fue estirarlos un poquitoy colocar-
los en posicién geométrica, sacarlosde la lectura
de cadaver paraque se volvieran arte, pero eraun
gesto minimo.Y de ahi también a conectarlos
unoscon otros de una manera muy minima. Me
interesaba mucho también que no hubiera pro-
teccidn de nosotros con ellos o de ellos con nos-
otros. Que estuvieran ahiy son frégilesy vulnera-
bles a nosotros. Y nosotros estamos confrontados
alacercarnos porque de verdad te miran.
tCudlestunocionde belleza?

La belleza me interesa, pero més que belleza me
interesa el impacto. Obras que generen impacto,
queteabsorban Siempre trato de hacer cbras
quesean fuerteseinstantaneas. La bellezaesuna
estrategia como otras, es algo muy fuerte. He
estudiado mucho por qué nos gusta la belleza,
por quéesimportante. Hay razones evoluciona-
rias, es sobrevivencia, esvida. Esa seleccién esel
mejor gen, es el que se exhibey logra pasaralas
siguientes generaciones. Hay relaciones de belleza
queson de sincronfa con el orden del universo
porque todos son sistemas de ordenamiento.
Todo eso lo percibimos como belleza Asilo llama-
mos los humanos, pero hay fuerzas bioldgicas,
fisicas o quimicas que crean los mismos patrones.
Bellezaesun nombre, pero en realidad tiene que
ver con maneras de ser, de existir, de ser parte de
unsistema que va de lo microscépico alo macros-
copico.

forinstance a dead frog [fig. 5). The metaphor I w
using was the one about the prince and the frog.
What do you see? Working on that threshold yo
see both because the readingjumps backand
forth. They are not beautiful pieces. The toads al
dead and look like mummies. They don't aspire
be attractive like they doin taxidermy, where th
pretend to be alive with the beauty of colorand
life. No, here they looked drawn, wrinkled. What
didwastostretch them a little bit, place themiir
geometrical position and take away the corpse’
narrative and turn themintoart Butitwasam
mal gesture. That's why the connection betwee
each frogin the piece is minimal. | was also inte
ested in removing any protection between usa
them and them and us. | simply wanted them t
bethere, fragile and vulnerablein front of us. Ar
we are challenged when we get closer because
theyreally look at you.

Whatisyouridea of beauty?

laminterested in beauty but I'minterested in ¢
fect more than beauty. Piecesthatcan generat
animpact, piecesthat draw you in. 1always try
produce pieces that are strong and immediate.
Beautyisa strategy like any other; it's very pow
ful. Ihave studied fora long time the reasons w
we love beauty and why it isimportant. There:
evolutionary reasons, it has todowith survival
andithasto do with life. The best gene gets ch
sen,that'sthe one that gets noticed and passe:
itselfonto the nextgenerations. There are rela
tionships of beauty in synchrony with the orde
the universe, because everything is part of a sy
tem of order. We perceive all of this as beauty.
humans call it beauty but there are biological,
physical and chemical forces that create the s:
patterns. Beauty isjust a name but in reality it
todowithways of being, of living, of being par
a system that goes from the microscopic to th
macroscopic.

Ilove beauty; | adore using beauty in my work
cause for artists of my generation it's a total al
absolute taboo. In the past, itwaseasierandr
acceptable for me towork with something ug
and turn itinto something beautifulthantos
with something that is already beautiful and
transform itinto something even more beaut
It'sachallenge.

In Germany and Switzerland, our generatis
hastheidea thatbeautyiswrongandthat
everythingornamental or decorativeisas
Those things have becomeinconceivablei
artworld thatis so exclusive and minimali
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Meencanta, me fascinausarla bellezaenmi
obra, porque para los artistas demigeneraciénes
un tabd total y absoluto trabajar con labelleza
para mi,en el pasado,eramas aceptable, m&s
f4cil, trabajar con algo feo yvolverlo belloque
empezarcon algo belloy volverlo més bello Es
unreto

EnAlemania, Suiza, nuestra generaciéntiene
estanociénde quelabellezaes malayquetodo
lodecorativo u ornamental es pecado.Son
cosasimpensablesen este mundodel artetan
minimalistay excluyente.

Yoestoy estudrando mucho eso en este momento
Me intriga por qué estd toda la cuestiénde Darwin,
evolucionaria, quedice queenla naturalezano
hay nada superfluo,queno hay nada que nose
necesite Entoncesel animal,la planta, laforma
biolégica eslomas simple. Peroen lanaturaleza
hay unas cosas asombrosas. A mfmeinteresaver,
analizar, no me interesajuzgar,no me interesala
moralidad Poresoaveces mellamaban “cruel”,
porque para mies mésimportante ver, confrontar,
pensar,analizar,no me interesasies buenoo
malo, porque esambos y me interesan laatrac-
ci6n, lafascinacién, la seduccin. Reacciones ins-
tintivas. Hay todo undiscurso dequeel instintoes
malo, de que somos bestias, de que loracional es
superior alinstinto. Para mfno haydistancias
entreloqueveoenun animaloenunaplanta,
entreloque veoen lanaturalezaoen el universo,
con loqueveoenunaobradearte Eneste mundo
la mayoriade las cosasque hacemos estan pre-
programadas por la biologia. Entonces la belleza
€5 un gran mecanismo que nos hace estar vivos
Sin la belleza desaparecemos. Me interesa mucho
la paradoja de las mariposas, que se abrenyson
hermosasy atractivas, se promocionan asi mis-
mas,y cuando se cierran son invisibles, estdndes-
aparecidas, confundidascon elmatorral, parecen
muertas, parecen plantas Aprendiquea nivel del
comportamientode amimales o de humanos, 0 a
nivel fisico, la misma forma, s1 tiene otros colores,
tiene una lecturay un uso completamente distin-
tos. Y uno puede jugar con todas esas estrategias.
Me encanta eso, la libertad de poder utilizar cual-
quiera de esas cosas. Cada vez estoy mds intere-
sadaen laparte formalista Estoydescubriendo
UNascosasque note Imaginas

iPorejemplo?

Los penes de losanimales australianos. Porejem-
plo, el del equidna, que escomoun puercoespin,
tiene cuatro puntitas, el canguro,y ciertos marsu-
piales, tienen dos, estd bifurcado. Hay culebras
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That's something I'm studying very closely right
now. I'mintrigued with the whole of Darwin’s
work, hisevolutionary idea that says thatin
nature nothingis superfluous, that there 1sn't any-
thing thatis not necessary Plants,animals, bio-
logical forms are such simple things, but nature is
full of wonderfulthings. 'm interested in seeing
and analyzing; I'm notinterested in passing judg-
ment, I'm notinterested in morality. That'swhy
they sometimes think | am cruel because for me it
|s more important to see, to confront, to think and
analyze.I'm notinterested in finding outifit's
good orbad, because itis both, and I'm interested
inattraction, fascination and seduction. These are
instinctive reactions. There is a whole discourse
thatsays instinctis bad, that we are beasts, that
therational issuperiortoinstinct. For methere is
no difference between whatlseeinananimalora
plant, between what I seeinnatureorin the uni-
verse, towhatlseein aworkof art. Mostof the
things we do in this world are biologically pre-
programmed. Beauty, then, isagreat mechanism
thatkeeps us alive. Without beauty we disappear.
I'm very interested in the paradox of the butterfly:
when they open theirwings they are beautiful
and attractive, and they can promote themselves.
When they close their wings they become invisi-
ble, they disappear, and are mistaken for a bush,
they seem dead, they seem like plants. | learned
thatat the level of animal or human behavior, or
at the physical level, the same form with different
colors mighthave atotally different meaning and
function. You can play with all these factors. [ love
that, the freedom of being able to use any of those
aspects. I'm moreand more interested in the study
ofform. 'm discovering things that you would
neverimagine
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quetienen dos penesy en cada especie sondistin-
tos. Yo simplemente estoy mirando |a naturalezay
encuentro unas cosas fascinantes. El aparato re-
productivode losinsectos esde una complejidad a
nivel formal que notiene igual.
tPorquénollamasatus obras “naturalezas
muertas”?

Algunas personas las llamaron asi alguna vez,
pero no he vuelto a pensar en ello. Para mitoda la
estéticade lamuerte esimportante. Y en Colom-
bia, la estética de la muerte incluye la violencia
También en latelevisiényen el cine, laviolencia
estoda una estética. En Colombia la estética del
espectéculode laviolencia es una fascinacién de
Ia cual todos participamosy somos culpables, de
alguna manera

¢Porqué Colombia estanviolenta? ;Hay algu-
narazén?

Creoque hayvariasrazones. Unaesquenunca
aprendimos a hablar. Asolucionarlos problemas
con el didlogo, con el lenguaje. Ami medijeron que
eramala educacién decirlo que pienso. Entonces
haytoda una cultura de que td te callas, punto. No
hay lo que hay en Europa, el debate. Es mas fécil
matarque hablar. Hasta que eso no cambie.. Eso
empieza desde ninos. Misnifiosen laescuelaen
Australia hacen debating desde que tienen cuatro
ocincoafios. Lo ensefian en las escuelas. Ami, mi

Forexample?

The penisesof Australian animals. Forinstance,
the equidna, which s like a porcupine, hasa penis
with four different little heads; kangaroos and
othermarsupials have a two-headed penis. There
are snakes that have two penises. They vary with
each species. | simply observe nature and I find
some fascinating stuff. In terms of form, the repro-
ductive system of insects is of unequalled com-
plexity.

Why don'tyou call your pieces “still lives?”
Some people did call them thaton one occasion
but | haven't thoughtabout it since then. For me,
the whole aesthetic of death isimportant. And in

Colombia the aesthetic of death includes violence.

The same goes for TVand cinema; violenceis an
aesthetic. In Colombia the aesthetic of the specta-
cle of violence is a shared fascination in which we
all participate and are all somehow guilty of.
Why is Colombia soviolent? Isthere a reason?
Ithink there are several reasons.One of them is
thatwe neverlearned how to talk; to solve our
problems with words. | was taught that to say
what I thinkis bad manners. The culture is that
you should keep quietand that’s it. There isn’t the
debate thatexistsin Europe. It's easier to kill than
totalkand until that changes nothing else will
change..Itbeginsin childhood. My children who
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sociedad me dijo que era mala educaciéndecirlo
queyo pienso, lo que yosiento. Esaeslahipocre-
sfa. Esaesunadelasgrandesrazones.
(Quélugarocupan tusemocionesen tusobras
dearte?

Elacto de crear es muy emocional para mf.
;cémo fuelacreacién de Amazonas [fig. 6], la
obrade las pirafas?

La obra de las piranas investiga el turismoen un
lugaratravésdelos animales, de los souvenirs
turfsticos. Estos son una caricatura de un animal
porque no eselanimal.

(Estaspiranasse pueden comprartal cual
como souvenirs turisticos?

sf. Yolescambié [as bases, les hice unas bases mas
largasy de distintas alturas, de madera. Pero las
venden como souvenircon la boca abierta, con los
dientes asf amenazantes, les pintan de rojola
barrigay les ponen unos 0jos rojos sanguinarios,
falsos. Representan la idea de peligrode |a natura-
leza, de la selva. El europeo o el norteamericano
van al Amazonasy ése es el recuerdo que se quie-
ren llevar. A nivel emocional era més sarcdsticoy
con més humor. Siempre confrontando la hipocre-
sfa de decir: estd bien comer pescado, pero no esté
bien ponerlo en la mesa, como arte. Nadie piensa
que es malo comer pescado. Laobra de las pirafias
lahice al mismo tiempo con otra que se llama
Piraructi,que era una espiral de escamas del pes-
cado mds grande del Amazonas. Ese pescadotd lo
comfasen los restaurantes, es un pescado prehis-
térico, de cinco, seis, siete metros, enorme, hermo-
s0.Y resulta que ese pescado estaba en la lista de
especies en extincion desde 1974. Pero cuando yo
estabaen Manaos haciendo este proyectoen el
‘g2, entodos los restaurantes o serviany las
escamas las vendfan en el mercado.
;Cudleslaideadetrds de American Marble (El
mérmol americano)? [figs. 8-9]

Era parte de estarviviendo en Estados Unidos. Yo
querfa trabajar con materiales exéticos. Cuando
los cambias de contexto, ya no se reconocen. En-
tonces me fuia Colombia de compras de materia-
les familiares para nosotros, pero desconocidos
para un extranjero. Uno de los materiales que
encontré eran esos huesos. TG caminas en el barrio
delaCandelaria en Bogotd,y en algunas casas
estdn enterrados enel piso. Enla Quinta de Bolivar,
el pisode entrada tiene ornamentacién con esos
huesos [fig.7]. Cuandoyo era nifa, la entrada de la
casade miabuelotenfa esos huesitos incrustados
en el piso. Para miloanimal es muy interesante
porque de alguna manera afectiva es més fuerte

gotoschoolin Australia have been debating since
they were four or five years old. They teach it at
school. In my society | was told that it was bad
manners to express what I think and feel. That's
hypocrisy. That's one of the main reasons.

What place doyouremotions have inyour
work?

Formethe act of creating is very emotional.

How was Amazonas [fig. 6] developed, the
piranha piece?

Thework with the piranhas explores the idea of
tourism, of animals as tourist souvenirs. They are a
caricature ofan animal because they are not real
animals.

Canthese piranhas be purchased as tourist
souvenirs?

Yes. | did change their stands. | made large wooden
supports at different heights for them. But they
are sold as souvenirs with their mouths hanging
open, with their teeth like this, threatening, with
their belly painted red, and they give them these
bloodthirsty red eyes, fake ones. They represent
the idea of the jungle and dangerin nature. Euro-
peansand North Americans travel to the Amazon
and that'sthe memory they want to take back
with them.On the emotional level itwas alsoa
little sarcastic and humorous. Challenging the
hypocrisy of saying, “it is OK to eat fish but not to
place them on the table as a work of art.” Nobody
thinks thatitis bad to eat fish.| made the piranha
piece atthe same time as anotherone called
Pirarucd, which was a spiral built with the scales
ofthe largest fish in the Amazon. This fish is pre-
historicand you could eatitin restaurants.itisa
massive and beautiful fish thatgrows to be five,
six, seven meters long. This fish has been on the
listof endangered animals since 1974, butin 1992
when | was in Manaos doing this project all the
restaurants were serving it,and its scales were
sold atthe market.
Whatis the idea behind American Marble?
[figs. 8-9]

Itwas part of living in the United States. | wanted
towork with exotic materials. When you change
theircontext, that alone makes them unrecogniz-
able.Solwentto Colombia to buy materials that
are familiar to us but unknown to foreigners. One
of the materials | found was those bones. You walk
around the neighborhood of La Candelariain
Bogotd and in some houses they are setinto the
ground. At the Quinta de Bolivar (Bolivar's House),
the flagstones at the entrance are decorated
with those bones [fig. 7). When | was a child, my
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que lo vegetal o lo mineral, m&s emocional y mas
simbélico. Yo querfa trabajarcon esoyencontré
queaesatradiciénlallamaban “marmol ameri-
€ano"yera porque las colonias eran pobres. Las
colonias colombianas no eran como Peri 0 México,
donde habfa marmol, habfa piedra. En Colombia
solo habia tierra, tierra cruday pisada, tierra
cociday habiaestera Lascasas eran de esterao
simplemente latierra pisada o el baldocin. En las
casas méselegantes lo que habfa como ornamen-
tacién,como lujo, era un material de reciclaje que
eran esos huesitos. Las entradas eran més elegan-
tes sitenfan esos huesitos en el piso. La estética de
€s0s pisosviene de lo mozdrabe

Y nosotros teniamos lo indigena y lo su! generis, ya
que habia toda una tradicion de enterrar huesos
debajode las casas, los esqueletosde tus muertos
Fue dificil conseguir el hueso exacto porque yo
pensé que eran vértebras, perono,eran latibiay
conecta con la pezuiay|la pezuna son dosdedos,
bésicamente, por eso tienes una articulacién
perfecta. Parecen pequenas columnas déricas.
Cuandoyomostraba esa obra, lagente pensaba
que los huesos eran de plastico, cuando yo habia
tardado dos meses buscandoo consiguiendo tal
hueso, cocindndolo, limpidndolo, quitdndole la
médula, tratdndolo para que nooliera Ylagente
crefaque era de pldstico porque es mds facil.
Estamos mds acostumbrados al pldsticoqueala
naturaleza, especialmente en Estados Unidos. Lo
otro era que en lalectura del extranjero nohabfa
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grandfather's house had those little bonesstuck to
the floor. For me the animal element s very inter-
esting because the effectis strongerthan using
vegetable or mineral materials; it's more emotion-
aland symbolic. | wanted towork with bones and
discovered that it was traditionally called mdrmol
americano (american marble)—because of the
poverty of the colonies. The colonies in Colombia
were not like the ones in Peru and Mexico where
there was marble and stone. In Colombia there
wasonly soil, raw soil, packed soil, baked soil and
there was matting. The houses were made of mat-
ting or simply of rammed earth andttiles. In more
elegant houses they had those little recycled
bones as decoration, as luxury. The entrances
were more elegant if they had those little bones on
the floor. The aesthetic of those floors comes from
the Mozarabic culture

And we already had an indigenous tradition be-
cause there was a whole culture of burying the
bones of your dead relatives under houses. It was
verydifficult toget exactly the same bones be-
cause | thought they were vertebrae. But no, it was
the tibia connected to the hoof, and the hoof is
basically two fingers, that's why you get a perfect
joint They look like small Doric columns. When |
showed that piece, people thought that the bones
were made of plastic when infact | had spent two
months looking for the right bone, cooking it,
cleaningit, removing the marrow, and treating it
toremove the smell. And people thoughtitwas

fig.7

View anddetallof the
path leading to the Simon
Bolivarvillain Bogots
Colombia

figs 8-9

Big and smallversion of
American Marble | 1 mg,
molamericang 1992/2000
394 (bigversion) ang 202
(small version) cattle
bones

25x380x 90¢m (big ver-
sion)and 25%360%36¢m
(smallversion)

referencias alo precolombino, no habfa referen-
ciasa locolonial, habfa referencias al minimalismo.
Toda esa serie de trabajos eravista como forma-
lista Peroéseera mipunto,ya que nosotros no po-
demoshacer minimalismo porque estamos carga-
dos de significados. Amuchos niveles. Todas las
primicias del minimalismo no son vigentes para
nuestra creacion, nuestra cultura, no puedes decir:
voyaquitar todo el contenido porque esto es mds
puroy esmésbello.Alcontrario, no esposible

plastic because that was easier. We are all more
comfortable with plastic than with nature, partic-
ularlyin the United States. The otherissue with
the foreigner’s reading was that they had no refer-
ence tothe pre-Columbian, they had no reference
tothe Colonial period, there were only references
tominimalism. All that series of works were seen
asformalist. But that was my point; we cannot do
minimalism because we are loaded with signifi-
canceatall levels. All the premises of minimalism
arenotvalid forour art and culture. You cannot
say: I'm going to remove all content because thisis
purerand more beautiful. To the contrary, that
simply isn't possible.
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