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Material Witness:

Doris Salcedo’s Practice as an Address on Politic@knce through Materiality

Abstract

This dissertation investigates Doris Salcedo’s fica@nd the means by which she addresses
political violence relying on materials rather tHfegural images. She evokes the imminence of
violence, the presence of the absent victims, hadhidden wounds of the survivors. An
examination of her sculptures and installationgrmely focusing on the socio-political context
and history of prolonged civil violence Salcedo kaperienced during her life in Colombia.
Following this | analyze: the artist’s deliberateoice of sculpture as her medium; her
preference for everyday objects, such as domastiitéire and materials charged with meaning
but without reference to specific victims; her rigas, highly involved process; and finally, her
emphasis on surface as an evocative element ihtegtee work. The ideas of Beatriz
Gonzalez, Joseph Beuys and Marcel Duchamp aredsresli to the extent to which they were
engaged in or contested by Salcedo in developingtaetice. Finally, by analyzing a particular
body of Salcedo’s work, | propose a series of sixal strategies the artist employs to convey
through materials without pictorializing the endhgrieffects of political violence: 1) the
suggestion of space to place, 2) the sense ofrtb@nmy and anthropomorphism, 3) the
materiality of the heavily worked surfaces of heulptures, 4) the weight of time as a material

presence, 5) the correspondence of body to saades )athe sense of disjunction and



disorientation. Over the course of her careerpppse that Salcedo has focused on two principal
concerns: political violence, first in Colombiadamow throughout the world; and materiality,
making materials speak on behalf of the victimsuigh a complex, painstaking process using
increasingly ephemeral materials. | conclude 8&tedo’s project pushes materiality beyond

its expected parameters and that her recent walkeciges the definition of sculpture and the
object, as well as the idea of the temporal, imagacious expression born of her longstanding

vision and commitment to the victims of politicabkence.
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Introduction



I remember | met a very beautiful woman two yegs. & mother who had been waiting
for ten years for her son to appear. In ten yeaeshais never come out of the house in
fear tha ther son might call or come to knock atdbor when she is not around. She is a
person caught in her own jail. His dish is alwaggtoe table. There are hundreds of cases
like hers. It is then that one realizes how thessgns have been marked by violence....

---Doris Salcedb

Doris Salcedo addresses political violence thrasgtipture and installation, creating a
material presence evoking, without pictorializitigg presence of the absent, unnamed victims of
civil war. She lives in Colombia, where she wasband has chosen to remain, experiencing
this violence stemming from historical conditiolagued by an unstable rule of law, witnessing
the devastation and listening to the victims ofdbantry’s brutal conflict between leftist
guerrillas, the military, narcotics traffickers atié paramilitary forces. Thousands of people
have disappeared (kidnapped and/or never foundj kiled or forced to abandon their homes
and resettle due to the strife, and the victimstiteonies have fueled Salcedo’s project from the
beginning, driving her commitment to acknowledgd arourn through sculpture, the unburied
dead ignored by the State. Her trajectory initifdigused on the politics and the silent victims of
its violence in Colombia, but as her work gaine@inational attention in the 1990’s, she created
pieces confronting the political violence plagusagieties throughout the world.

Salcedo is an artist of global significance whpisees figure in major international

museums and private collections. She has been cssiuned to create site-specific public

! Doris Salcedo in Santiago Villaveces-lzquierdort“and Media-tion: Reflections on Violence and
Representation,” iCultural Producers in Perilous Statesj. George E. Marcus (Chicago and London: Universit
of Chicago Press, 1997), 241.



installations on political violence at venues rawggirom the Tate Modern Turbine Hall, to the
Istanbul Biennial, to the T1Triennial of Contempgrart in the Castello di Rivoli, Turin, and

the city of Chicago in 2014. In addition, she hasunted travelling international exhibitions,
such as hePlegaria Mudain 2010-12 and earned major art awards includieg3panish

Ministry of Culture’s 2010 Velasquez prize and20i3, the Hiroshima Art Prize. The political
subject of her work resonates throughout the warhd, the attention she has received in the last
fifteen years has expanded as her presence an@egiroject have circulated through
exhibitions, essays and lectures.

My interest in Salcedo’s work evolved from my exgece living in Mexico City for
more than a decade from the mid 1980’s to 199@isnd a period of uprising by harshly
oppressed indigenous peoples in Chiapas, Mexicmadrhmatic political rupture in the
country. My exposure to the fractious circumstang@rounding the Zapatista Revolution in
southern Mexico and to the threatening discordiwithe nation’s Government and military
regarding the means of addressing the group’s déspéarticulated by their charismatic leader
Subcommandante Marcos), was direct, personal amigoently changed my life and that of my
family. Chiapas and the indigenous communitiesrgg significantly in my family’s
commitment to Mexico and its history; the socio#podl situation in the region was a concern
of such importance that my husband was sent ag@&iator to the jungle to reach a peaceful
solution with the Zapatistas. Their marginalizatsord the ways in which political violence
threatens and makes disappear members of thesewuoties | understand firsthand and the
reason my family left Mexico directly responds lstreality.

The certainty of Salcedo’s statement, without pkimowledge of the specifics of her

history and sources, resonated with me followingaxgerience in Mexico. It absorbed my



attention when | studied her sculpture within tHatescube of the museum. Her cement-filled
furniture pieces, the single chairs, the bureat wiitairs fused on top, were the first works | saw
by Salcedo, the latter at the Museum of ModerniNew York in the 1990’s. (Figure 1.1) The
ways in which materials she obsessively layereddede rubbed and forced materials into a
surprisingly delicate, evocative surface that cgedea solid, silent presence muffling so much
within, absorbed my eye and deeply disturbed myghts. During these years in the 1990’s,
she exhibited widely, at for example, the ICA BostoCurrents 92: The Absent Bodgarnegie
International 1995; the Art Institute of Chicag@bout Place: Recent Art of the Americas”; the
New Museum of Contemporary Art and SITE/Santa Aeein1998-99Jnland/Doris Salcedo;,
and at the Art Gallery of Ontario, Toronto, “Dispéaments: Miroslaw Balka, Doris Salcedo,
Rachel Whiteread.” During the same period Chdvlesewether wrote his essays on her
sculptures, such as “Naming Violence in the Worbofis Salcedo,” among others. Merewether
is an art historian who wrote frequently aboutiadtatin America at the time, hence | was
familiar with his body of work. Moreover, Carlos &aldo and Nancy Princenthal contributed
essays along with Merewether to the Phaidon loarks Salcedan 2000, that included the
artist within a group of leading international gans, sculptors, photographers and performance
artists who were major figures in the global artid@t the time. Together, my exposure to her
work, my personal experience in the context offbeus on political violence, and the essays |
read regarding her ideas and process, drew me schipture.

The importance of Salcedo’s project, her addregsatitical violence, will be the focus
of this thesis. Namely, | will examine how, withadavid imagery, figurative elements or a
narrative, but centering solely on materials, shearts the sense of the absent victims and the

unmeasured consequences of war. Attention willibengto a body of Salcedo’s work, as a



means of analyzing how she conveys through sc@d@writness to the violence and the physical
and emotional effects wrought by conflict throughteriality, engaging the public through a
series of visual strategies integral to the imdgenceives. Her project is not about
pictorializing the human loss from violence, butdees on charging materials with the weight of
expressing the tragedy. From the beginning, tvethatic choices have figured in her work;

first, she selected as her means the worn objéetgenyday existence, domestic furniture and
possessions, materials familiar and charged witammng, but without referencing specific
victims. Second, surface is critical to her petijeach piece reveals an evocative, almost
painterly layering like a skin bearing scars, whicimveys the complexity of her exacting
process of melding, abrading and interweaving dienaterials. Beyond these two constants in
her sculptures, the artist pursues a series oalv&tategies that serve to convey without
figuration or narrative, her address on politicalence, acknowledging the unburied dead and
surviving victims.

This thesis will examine Salcedo’s practice irethchapters, focusing on a body of her
work and her language of materials, to speak twithience and the politics behind it. The first
chapter will present the socio-political historydasontext of violence in Colombia, explaining
the roots and ongoing nature of the civil striflorming the artist’s project and her visual
choices. A comparison of Salcedo’s approach wish ¢ other prominent Colombian artists,
Oscar Mufioz and Juan Manuel Echavarria, whose aditkesses the war by dissimilar means,
will be explored to establish a framework for thieds of aesthetic responses circulating within
Colombia at the time. Chapter Two will analyze #nehistorical influences important in
Salcedo’s formation as an artist, and the issuesBbse to engage and deliberately alter or

reject in her practice. Included in this chaptédl be the study of her teacher, Colombian artist



Beatriz Gonzélez, as well as, the writings, wonkd practice of German artist Joseph Beuys and
last, the theories and pieces of the French aMiatcel Duchamp. Finally and most importantly,
Chapter Three will propose and analyze six vistrategies employed by Salcedo to convey her
address on political violence through materialifyhaut pictorializing. These strategies, related
to the two aesthetic priorities mentioned above-tke of everyday objects and materials and
her emphasis on the expressive qualities of suHaeintegral to her project. They are the
means by which Salcedo realizes her statementvdrvidlence and her implicit criticism of the
politics behind it. Given the absence of narratime figurative imagery in the artist’s address,
and the manner in which materials are charged tvgtweight of imparting the presence of the
silent victims, the relative effectiveness of heention will be touched upon as well.

The importance of Doris Salcedo’s work within Qulma, as well as internationally,
stems in part from the deeply researched and fassty conceived and constructed pieces she
creates with domestic objects and materials famalé@oss cultures and generations—pieces that
address a pervasive condition of political violetita leaves countless, unnamed victims
worldwide. Her project seeks to acknowledge anahdoirn through works that communicate
with the viewer the human loss, allowing one tonegs the repercussions of civil war and to
remember the dead through a material expressioersal in language and scope. Although she
began as a political artist focusing on the pdiaad war in Colombia, from the start she has
taken a stance in her work highlighting the pdditiconditions and violent means inflicted on
many peoples of various societies and eras. How#weoriginal and continued source for her
address stems from living in Colombia. In ordeutpack and analyze her project, this thesis
will examine the social and political history amzhditions that preceded and have unfolded

during Saledo’s years as an artist and the priragrstic influences in theory, means and



concept she found particularly informative to heagtice. At the same time, her work engages
dialectically with postwar sculptural traditions astists such as Christian Boltanski, Eugenio
Dittborn, Mona Hatoum and Rachel Whiteread tha¢ tagx memory, absence, violence, and
oppression.

Perspectives on Past Literature

Writings on Salcedo’s work center on her pracéise means of creating a visual
discourse on violence and its victims in ColomBilaey discuss her work in relation to the
political, as an index of violence, and the roldér practice of metaphor, of process, ritual and
healing, memory and the body. Each of these appesalends an important perspective on
Salcedo’s work, but none focuses upon the notiamateriality with or without legible signifiers
as fundamental to her address. Tied to her profeonamnitment to materials | also propose that
her emphasis on surface is critical in all of herks, regardless of scale and ephemerality.
Moreover, the extent to which her project spealantanternational experience, as well as the
Colombian context of political violence, is a poihé other writers do not fully engage.
Salcedo’s process, and the extended period in vdtielconceives her sculpture or installation,
entailing research into the context of the sitel #re victims’ experiences, link to her focus on
the materials and the procedures she choosescammsiitment to materiality is inextricably
connected to her emphasis on political violences;, & priority that defines her practice and the
nature of her address on civil war.

Charles Merewether presents Salcedo’s projeateaticg a kind of counter-monument,
which addresses the violence that tears apartdugrtiy’s history but remains unacknowledged.
He sees her work as created through the detaitglidual memories. He discusses her use of

worn furniture, of torn clothing and shoes, asiteshy to the absent body and giving form to the



memory of the violence. Merewether situates Salsgoi@ctice within the context of Colombia,
explaining the significance of her decision to plaer sculptures of worn, cement-filled
furniture within the galleries of art museums asanhof acknowledging the violence publically,
giving voice to what victims have feared expressing to the possibility of recriminatidn.
Moreover, her installation stands as a public spdeeourning. He speaks, as well, of her use
of furniture and personal belongings as exposiegithnsite, the home abandoned as victims
flee, displaced by guerrillas or paramilitary fagcas well as the hidden world and life where
victims and survivors exist, outside the public.eyeferring to hetUnlandseries he points to
the weaving of threads and hairs as a means ofoweéng traumatic experience by sewing over
the wounds, commemorating the orphaned girl whosssthe artist recalls in this piete.
(Figure 1.2) Merewether states that Salcedo plactesblic the relics, the remembered stories
from Colombia’s violent past, making sure they waitit be forgotten, and forcing the nation to
measure this past, the unburied déad.

Similarly, Madeleine Grynsztejn defines Salcedwgject as one that gives a voice and
a place to the community of victims and survivarsiolence in Colombia. She describes the
artist’'s use of domestic objects as extensionsbafdy, and that through her process of
embedding with cement, her sculptures “...allude leyaphorical indirection to a savage

destruction of the domestic sphere that is neanfyoissible to express and almost never

2 Charles Merewether, “Zones of Marked Instabiliyoman and the Space of Emergence Réthinking Borders,
ed. John C. Welchman (Minneapolis: University ohkksota, 1996), 114-15, 119-120, and Charles Mehawe
“To Bear Witness,” irDoris SalceddNew York: New Museum of Contemporary Art, 1998);22.

3 MerewetherDoris Salcedo23.

* Charles Merewether, “Return of the Dead, Time Interrupted Lifeed. Frances Morin (New York: New Museum
of Contemporary Art, 1991), 76-84 and Merewetlbartis Salcedp23.



witnessed.®> She discusses the process by which the artistsweld joins dismembered parts in
her sculptures as a kind resistance to violenggyesiting that the details of lace and of the
making entailed in hdra Casa Viudaeries, are primarily feminine, and that the evogeof
repetition is “ritualistic.® (Figure 1.3) | would argue that her repetitiveqess is less about
ritual and more about the obsessive pattern obastshe undertakes throughout her oeuvre, as
highly detailed, exhaustive steps that at once esigg kind of violent act and one of release.

Finally, Grynsztejn points tAtrabilarios as a piece that creates a site for remembrance,
and mourning in a public space. (Figure 1.4) Shieslthe idea of the trace, suggested by the
shoe as the remains of the loved one and the vedlés in which the shoes are placed, sewn
behind animal skin, as suggestive of a cemeteey Ehis installation she perceives as a place for
maintaining and acknowledging the memories thalasewether stated, Salcedo fears will be
lost and never addressed publitly.

Carlos Basualdo discusses Salcedo’s sculpturesnagosed of a montage of elements,
diverse materials, layered, disparate, disjointddch he compares to the disintegration of
language which Paul Celan used in his poetry toesgothe experience of absence after the
Holocaust. Basualdo sees, as well, a kind of hydmdn her work that includes the element of
craft along with industrial aesthetics, the Duchanpeadymade and what he calls “craft
fabrication.® Space as a political and aesthetic meeting pomtiéwers to confront, study and

be forced to see her work as a whole and in dédaalnother aspect of her project that he

®> Madeleine Grynsztejibout Place: Recent Art of the Ameri¢&hicago: The Art Institute of Chicago, 1995), 12.
® Grynsztejn About Place12.
" Grynsztejn About Place 14.

8 Carlos Basualdo, “Interview: Carlos Basualdo im@rsation with Doris Salcedo,” oris Salcedoed. Nancy
Princenthal, Carlos Basualdo, and Andreas Huydsemdon: Phaidon Press, 2000), 21-22.



pinpoints as important. In particular, he seestvleaerms “condensation and displacement” as
the dominant processes in Salcedo’s work: thaspmdrber sculptures of furniture, the stainless
steel pieces iNov. 6,for example, the legs and seats fuse or “condeiggther then
“displace” themselves so that the original chaegdig® begin the piece gets lost within the
strange amalgamation of elements of chair thatltseeqéigure 1.5) He cites the tables in the
Unlandseries, the efforts to join and mend furnitureaasct of making that embodies her will
to keep alive the parts of memory. Through sewaggther the everyday, interweaving but
maintaining the fragments, she creates a wholenénatr coalesces. He compares the tables and
chairs in these two series to the fragmented wior@aul Celan’s poetry, but says that Salcedo’s
pieces become what they once were but are “...wiésegsd proof” of the procedures they
endured Finally, he talks about her sculptures as paa continuous present. They are
fragments of something that happened, that is apgend that could happen. He describes
this sense of time as underlying many of her warksising the materials and the effort to
access memories that may not be retrievébleluch of Basualdo’s writing on Salcedo outlines
ideas with which | am in agreement. However, higpeasis on the continual transformation he
finds occurring in the disjointed furniture piecasd the priority he gives to naming each piece
as part of a genre of object in an effort to illaatie the hybrid visuality of her tables, chairs etc
are ideas which interfere with the aesthetic arldipal issues | view as most important in
understanding the work and her project.

Jill Bennett writes about Salcedo’s practice fribi perspective of trauma and memory

studies, viewing her sculptures as means of prag@n affective response in the viewer. Her

® Carlos Basualdo, “A Model of Pain,” Doris Salcedo: NEITHERed Rod Mengham and Carlos Basualdo
(London: White Cube Gallery, 2004), 31-32.

2 Basualdo, “A Model of Pain,” 32-33.
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approach perceives art as operating in a kindaofstrctive manner, in which sensation is
embedded in the work, triggering affect through\tesver’s direct engagemehit. She positions
Salcedo’s pieces as inanimate objects that bealuaive trace of the pain of the other, and states
that as an artist who gets to know those who hadered trauma, Salcedo creates work that
“enacts” the state of grief, the memories of vigkethey share with her. Bennett cites the
personal objects, shoes, chairs etc. in the afs&ces as “...not fixed signifiers but index a
change in the way such common objects are perceivéd She sees these objects as not
representative of those who mourn, rather as pingetthe sense memory of loss” and the state
of sorrow the survivor continues to livéMoreover, she suggests that these personal belgmgi
go through a process of transformation, of remaking “becoming strange” as the viewer
studies the chair or table, recognizing its famitiantours then realizing it is altered; the human
traces function as “affective triggers” and theéatr chair occupies the space of those who
endured the trauma and are mournffigifter the September 11, 2001 World Trade Center
tragedy Bennett wrote that Salcedo’s work was d kifpolitical art that speaks to international
incidents of trauma, generating affect in a manhat engages viewers worldwidfe.

Although | agree that the traces embedded in 8alsavork function neither as relics,

nor as fixed signifiers and that her work generateaffective response, | do not view her pieces

1 Jill Bennett Empathetic Vision: Affect, Trauma and Contemporarty(Stanford: Stanford University Press,
2005), 2-7.

12 3ill Bennett, “Art, Affect, and the ‘Bad Death:tr@tegies for Communicating the Sense Memory o&|’ds
Signs28:1 Gender and Cultural Memory (Autumn, 2002),,3335-6.

13 Bennett, “Art, Affect...,” 345.

14 Jill Bennett, Tenebraeafter September 11 World Memory: Personal Trajectories in Global Tined. Jill
Bennett and Rosanne Kennedy (New York: Palgravenilieam, 2003), 188-190 and Bennett, “Art, Affect..346-
347.

15 Bennett Tenebraeafter September 11193.
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solely from the ways in which they operate transatt. Bennett analyzes the visual qualities of
Salcedo’s sculptures from the perspective of tb@mmunicative properties, as conveying the
experience of conflict and trauma. My reading easites the artist’s focus on materials, both
as a means of addressing the human cost and pervasiditions of political violence, and as an
aesthetic statement embedded in her commitmehetmaking of her pieces and to the visual
gualities of texture, hue, scale and presencedifate her statement. Salcedo chose sculpture as
her medium, and her process and the ways in wiieresmploys materiality to convey the reality
of civil war, in my view, is fundamental to her ptige. Bennett's perspective on Salcedo’s
project stems from the approach of trauma and mgstadies and does not consider the artist’s
work from the perspective of her commitment to trepsculpture and the tradition and issues
of art and its history that figure significantly n@er material expression.

Finally, Mieke Bal has written about Salcedo’sghice from her perspective in the field
of visual studies, considering each piece as af#teal object” and examining it as a means of
demonstrating the writer’s ideas on the politiealdtion of art. From this approach, Bal views
art as functioning by “enforcing a gaze” and deditiee means by which Salcedo’s pieces
operate as reliant on a series of aesthetic steste@he includes anthropomorphisms, the
inclusion of a fragment of a child’s dress, or b®aead a zipper, and the idea of translation,
which she explains as Salcedo’s means of avoitiegverdetermined reading of the shoes in
herAtrabiliarios (worn shoes typically are read from the perspedaiivitie “holocaust effect?)

by separating them, placing them in niches androgy¢hem with animal skin, hence

'8 Ernest van AlpherGaught by History: Holocaust Effects in Art, Litaree, and TheoryStanford: Stanford
University Press, 1997). “Holocaust effect” is amighat comes from a study of aesthetic strategiéscing mass
violence, that van Alphen discusses relating itipalar to the worn shoes in piles taken from Jaws
Concentration camps during World War Il.
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“translating” the shoes into singular objects rathan the pilé’ (Figure 1.4) Another strategy
she cites is duration, which she describes asgnégisant time commitment Salcedo’s pieces
require of the viewer to “surrender” time and clgsudy to see the traces, the threads, the
ways in which she created each wotiShe lists installation as a strategy, meaning the
placement of objects in a manner that is strangribof-place, and describes site-specificity as
a fifth strategy: the artist creates her work ilatien to the context in which it is installed. Bal
describes monumentality as Salcedo’s next aestsiesitegy: connecting the idea of monuments,
typically regarded as tokens of memory, to Salcea@y of bringing the hidden memories of
context into her work, creating social spaces wipetiéics and the affective experience

combine. Related to monumentality, Bal cites saalanother strategy: referring to the
intersection of the disproportionately large tonrdtely small details and objects in space,
adding the human proportion into this back andhfcas a means of framing the political

function of Salcedo’s sculpture. The final twothes$ic strategies she sets up include first, labor:
the exhaustive working process of many hands,isha¢cessary in the building of most of her
pieces, and that she says Salcedo undertakestsbetatist can experience the suffering of
others™ Finally, language is the final strategy she presoseferring to the artist's choice of

words as deliberate and linked directly with thétjgal function of her art®

" Mieke Bal,Of What One Cannot Speak: Doris Salcedo’s PolitAl(Chicago: University of Chicago Press,
2010), 2-5 and Mieke Bal, “Earth Aches: the Aestisedf the Cut,'Doris Salcedo: Shibbolettiondon: Tate
Publishing, 2007), 44, 46, 49, 72, 73.

'8 Bal, “Earth Aches,” 49.

* Bal, “Earth Aches,” 60. Bal draws a comparisotthi®s anonymous workers whose tireless efforts kanild built
so much in a myriad of societies over time.

20 Bal, “Earth Aches,” 60-62.
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Although | agree with several of the aesthetiatsgjies Bal proposes, | fundamentally
disagree with her approach to Salcedo’s work asgpexd, overall, as “theoretical objects” that
function as political objects. She says they ed@gaze as pieces of cultural evidence rather
than as works of art. She does not regard theraudgtares and installations that figure in a
tradition and history of art, of visual languagesl @rocess, bearing the issues of political
violence and the challenges of materiality in eexpression. Bal's lens is focused on theories
that shed light on Salcedo’s project but fail tanfie her work within the context of a history of
artmaking which is integral to the artist’s praetiShe chose to create sculpture and installations,
as opposed to visual statements through anothelumdzkcause art, and the possibilities of
materials, defines her address. Poetry resonatgsydwith Salcedo, as her frequent references
to Celan, for example, attests; that genre at enoeative and spare, is also the language of

expression she prefers and realizes through scalptu

Overview of Chapters

Chapter One will examine the nature of violenc€atombia, it’s historic roots, the
context of civil war and violent crime endured by ttountry for the last sixty years and the
disturbing result, that violence is considered l@ment of national identity. The frequency of
deliberate, horrific violence that figures in ddifg directly through “disappearances” meaning
the kidnapping and/or murder of individuals, oriredtly through forced evacuations and
displacements from homes and entire villages, Xan®le, requires people to adapt to the

continuous violation and trauma by deeming it atir@ry occurrencé Periods of violence

2L Daniel Pécaut, “From the Banality of Violence teaRTerror: the Case of Colombia,”$ucieties of Fear: The
Legacy of Civil War, Violence and Terror in Latimarica,ed. Kees Koonings and Dirk Kruijt (London and New
York: Zed Books, 1999), 141-142 and 147. He prisstwe idea that because intense violence wases@alpnt
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driven by differing protagonists seeking varied €nthrk Colombian history: the 1930’s; the
time known ad.a Violenciabeginning in the late 1940'’s through the 1950’s ithie 1960’s; and
again in the 1980’s to 1990’s, resulting in thecegtion that violence is a seemingly continuous
presence in society. It is considered a fundamesiadct of power relations in the country, a
point that deeply informs Salcedo’s perspectivgolitical violence’> The persistent and
dominant role violence plays in Colombian sociatdiy and politics lead to the creation in the
late 1980’s of an academic fieMplentologia/violentologyin which scholars in political
science, history and sociology focused on the stidyolence and the nation’s civil war,
proposing objective causes for Colombia’s violarture. Through this field, violence became
objectified as a specific Colombian subject witbatial science, leading to its study by various
disciplines in a discursive w&yMoreover, in 1987, the Colombian government orgedhia
Special Commission for the Study of Violence, witembers including, among others, a retired
major general from the military and the preemirsaftolar on the history of Colombian
violence. Their mandate was to investigate thereattontext and causes of the violence, and

publish their findings in a government rep8rtit was during the years of the Commission and

from 1980 on, that it became a given, and was as&m everyday fact of life. “...the marked contimagitin the
forms of violence led that violence to be perceigsdjiven, rather than something new,” 142.

2 pécaut, “From the Banality of Violence,”163-163écaut talks about “overt violence” as integrastablishing
power and as an example says “Such relations ténde cut across existing institutions. By 1978, Fnente
Nacional government having been in power for twesars, the killings organized by a local leaderensot even
seen as violating the rule of law.”

% The field of violentology was created in 1987 bialars in various fields, political science, sdwigy, history,
etc. as a means of investigating, analyzing antld&ng the roots, continued presence, causesrapdsed means
of counteracting it. Unlike Holocaust studiesgsitifield particular to Colombia, its context aed af conditions
that were ongoing and exacerbated by the struamlenegotiation of power in the country and groweitthe
narcotics industry within this situation. See M&gldan,Blood and Fire: La Violencia in Antioquia, Colombia
1946-1953 Durham and London: Duke University Press, 20082-283.

24 Colombia: Violencia y Democracia, Informe presemtad Ministerio de Gobiernced. Gonzalo Sanchez Gémez
(Bogota: Universidad Nacional de Colombia-FinanicacColciencias, 1987) 17-30.
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the establishment of the field ¥folentologia,that Salcedo began interviewing victims of the
violence and creating her sculptures from wornifure and materials.

The complex nature and changing players in Colaishiiolence and the economic,
legal and social structures related to municipétips and trade in both sanctioned and illicit
products, from flowers to emeralds and narcotiegjribto explain the entrenched conditions
fueling civil war. This thesis will outline the hay, developments and the principal powers who
fostered the violence that led to tragedies suchadlovember 6-7, 1985 takeover of the Palace
of Justice and the massacres of villagers in variatal municipalities in order to establish the
context in which Salcedo’s address on the sheebeuwf instances and unacknowledged
victims of horrific violence must be recognizedhelspecificity of her project will be contrasted
with the work created by other Colombian artistgly under these circumstances and that also
speaks to the violence, such as that of Oscar MafidzJuan Manuel Echavarria.

Chapter Two will delve into the works and pracsiod three artists of particular
importance to Salcedo’s address on political viodenShe chose to absorb and question the
issues, practices, and ideas of Beatriz Gonzabseph Beuys and Marcel Duchamp. Although
the concerns of each artist vary in terms of timgiluence on Salcedo’s project, she interweaves
elements from each that will be examined in thisptar. Acclaimed Colombian artist, Beatriz
Gonzélez was Salcedo’s principal teacher, her vaarkher thorough instruction in art history
and theory, deeply grounded the young artist befbecleft Bogota to travel abroad, then attend
graduate school in sculpture at NYU. GonzalezZnweaving of different kinds of information,
from photographs documenting events to art histbrinages or popular and religious

iconography and non-pictorial elements in works posed of diverse materials, Salcedo cites as

16



influential to her artistic developmefit.Her teacher received national and internatiotiah&ion
in the late 1960’'s to 1970’s for her figurative mags of masterpieces of art history or local
religious or political icons, rendered in brightdsuon enamel, framed within a piece of domestic
furniture such as a bed, side table or vanity.f@d.6) The furniture was metal with a painted,
faux-wood surface, recognized as the kind of funeitgenerally found in the homes of the lower
classes, or second hand, wooden pieces typicaiddleclass homes. Both types of furniture
were deliberately chosen and together with hertppajs, conveyed her layered address and
critigue of Colombian social and cultural normgorh the beginning, Gonzalez’ practice
explored the gender specific, popular hobbies atigliies considered inappropriate subjects of
high art in Colombia. Salcedo was familiar withr keacher’s quotidian, historical and
devotional images rendered in the flat, bright-hugsual language typical of pop art, framed by
domestic furniture and although the younger agiagsthetic choices diverge, the issues of
socio-political critique and mix of materials figuprominently in the practice of both sculptors.
Gonzalez’ work and rigorous theoretical teachifogtered Salcedo’s receptiveness and
keen interest in the work and practice of JoseplyBe His approach to sculpture, namely his
idea of social sculpture and use of common mateaatl everyday objects influenced her
approach, providing an example of merging polita@icerns with materiality. She first saw
Beuys’ multiples in an exhibition in Bogota, andemhshe began the graduate program in
sculpture in New York, she extensively studiedvnisk 2® In particular, two aspects of Beuys’
practice resonate with the ideas central to Salsqutoject. First, the idea of Social Sculpture,

his type of activist aesthetic proposal, in whisd material form takes on a socio-political space,

% Doris Salcedo, interview by author, April 22, 30Cambridge, MA.

% Doris Salcedo, email correspondence with authary ¥ 2013.

17



engaging viewers in the installations, performasoe related pieces he created as part of his
“expanded notion of art,” was an approach thatrmfad her thinking about creating pieces that
draw viewers into acknowledging the victims of podl violence.

Second, Beuys’ deliberate choice of materialsgdvith socio-political significance, is
an approach related to Salcedo’s emphasis on dufisfly of materials and surface. As Gene
Ray proposes, Beuys’ frequent use of fat anddettpng other materials, referred to World War
Il and although unmentioned by the artist, coulégéen to indirectly express a kind of mourning
project by the German sculptor. (Figure 1.7) Taerfot only represented the substance Beuys
claimed warmed and saved him from freezing to ddating the war, but Ray associates it with
the ovens at Auschwitz. Similarly, the felt Beuysdribed as insulating his body in the icy
conditions surrounding his crashed plane, was amaatmade in wartime Germany from the
shorn hair of concentration camp victiffisEmploying the weight of materials as a means of
approaching a socio-political context in which treuprevails, is a strategy that Salcedo pursues,
and as Ray suggests, figured in Beuys’ projeamil&ily, the specific materials, the everyday
objects typical in Beuys’ practice, such as tharglséed, broom, cans, flashlight, clothing,
compare to the domestic belongings Salcedo emjtdysr sculptures to convey the effects of
violence inexpressible in words or figurative imagendered in paint or marble. The
redemptive aspect of Beuys’ project in referencinéoGerman role in World War 1l atrocities,
however, distinctly departs from the issues at pla$alcedo’s body of work.

Salcedo’s incorporation of the everyday objeduaslamental in her address, draws
comparisons to Beuys’ practice, and also callsitadriviarcel Duchamp’s theory of the

readymade. However, Salcedo decidedly alter®tlehampian idea of making art from the

2" Gene Ray, “Joseph Beuys and the After-AuschwitdiSe,” in Joseph Beuys: Mapping the Legaegt, Gene
Ray (Sarasota and New York: The John and MabellRopdluseum of Art and DAP, 2001), 57, 59, 62-65.
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anonymous, everyday, manufactured object by platiogtside its context, on a pedestal,
installed and labeled in a gallery. Rather, the m@m domestic objects she selects are particular,
worn, personal possessions which she fills, scrtapekl; they bear the traces of those violated
by political violence. They are objects she buig@en, inserting fragments of found buttons,
zippers, bones, fabric, hair, determinedly creasirgpecific, hand-wrought work. Salcedo’s
found objects and materials are the antithesib@btinal, mass-produced readymade Duchamp
emphasized. Her engagement with Duchamp drawsifteas he put forth decades ago. The
readymades are a starting point from which she,dilimerous artists since World War ll, re-
considers his work, introducing a different setofcerns. Salcedo combines her reading of
Duchampian strategies with the context of the palitand civil violence and the materiality of
the hand-wrought with the found object.

Chapter Three will examine the means by which&hiaonveys her address on political
violence through materials without pictorializingrelying on a narrative articulated through
realist images of destruction and death. As adifglresident of Colombia, Salcedo has
experienced the continuous violence fueled by tigigal structures of power long dominant,
has listened to victims and the loved ones of tltisa@&ppeared under these conditions of civil
war, and has witnessed the failure of the Statzkmowledge the thousands of unburied dead
over decades. Although she began her work focusinpe victims ignored in her country,
Salcedo’s sculptures and installations grew to eskithe conditions of political violence in
cultures throughout the world as her fame spreddari990’s. Without incorporating the
specificity of figurative elements: the vivid imagéa wounded body, a house damaged by
gunfire with blood splattering the walls, the faxfea victim, Salcedo imparts through materiality

the presence of those harmed by violence, the smgeffects of the violation, and the
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uncertainty and strangeness of life following trauhe testimonies of victims and witnesses to
the violence form the foundation of her approatte sonceives her work drawing from their
experiences; their pain and mourning is seminghéiece she creates.

This chapter explains how Salcedo conveys heresgddyn political violence without
pictorializing by analyzing the six visual strategithe artist employs to make her statement. The
first is her use of space to place. Two approathésis aesthetic strategy operate in the artist’s
project. One relates to the idea of the protegigdate space in the home such as the kitchen or
bedroom, where most of the artist's worn domestraifure derives. Hence, it signifies the safe
haven within the domestic setting, and to see tpaszes altered dramatically, filled with
cement, gouged, spliced with bones or steel baysifies the violation of one’s private space.
And the placement of the bed or kitchen table enghblic gallery or museum setting is an
intrusion, a stark displacement. The second cdrredgites to the idea of space as patrticular; it
cannot be neutral; it is the frequent cause of Wathin violent conflict, victims lose their place,
they are literally forced to flee their homes aheiit space becomes uninhabitable. The absence
of place creates a strange, inhuman means of egestes refugees are forced to live in tent cities
or the shanty towns spreading outside cities, fBogota and beyond. Not only does Salcedo
position her furniture pieces in public spaces whbey appear out-of-place, she installs various
sculptures awkwardly together, or near an entrandbat the viewer can scarcely enter or move
around them. She also places them at an angleystgawall allowing no space to view or
approach the piece; each installation is a meapsoposing the impossible conditions for
inhabiting space. (Figure 1.8)

The second aesthetic strategy critical to Saleepmject is her use of the uncanny and

anthropomorphism. Her works manifest the qualibewhat Freud termedynheimlich the
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familiar made strange, the pervading sense of ticanny, in two ways. First, many of her
sculptures from the late 1980’s and the 1990’wuidelpieces of worn clothing, a child’s dress, a
man’s torn shirt, the bodice of a woman’s blouse later fragments evoking the belongings left
by victims, buttons, a zipper, a spoon, delicateebgegments, threads and human hair. (Figure
1.3) These insertions impart the traces of thosetviolence, and their presence inside the
cement filling a china cabinet, inserted within thi@dowpane, or within the surface of a table
lend a sense of the uncanny to the familiar pie¢e®mestic furniture. Moreover, the buttons,
the hair, the bones, the form of the chair embedd#dn the door, the bureau conjoined with
the bedframe, project a human presence withinddptre. Both the elements she sews,
implants or melds into the furniture from which ghelds her sculpture, and the awkward
splicing and fusing of furniture frames and app@esatable legs, bed frames, wardrobes,
drawers, doors and chairs, result in sculpturegestgre of beings unsettlingly familiar but
strange.

A third visual strategy integral to Salcedo’s pudjis the materiality of surface. Trained
as a painter, surface is a priority in her addrésst exhaustive, deliberate working process
serves to build centimeter by centimeter, a comfag&ring of materials resulting in an
evocative skin bearing the wounds and the histbtii@political violence she confronts. The
surface of her pieces provides a means by whicbad Salcedo’s work. In careful study of her
sculpture at close proximity, one sees the borgnfemts, buttons, torn sleeve and hairs fused or
threaded into the wooden door or table. (FigurgHer stainless steel pieces bearing the wood
grain, the chipped and gouged seat and legs hamdethy the artist, require close scrutiny to
see, their surfaces imparting the fragile conditefhfollowing violence. Monumental

installations, such as hbrstallation, 8" International Istanbul BienniaR003, of 1550 wooden
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chairs filling a towering vacant lot between builgs, projected a finely articulated surface
despite the obvious challenges of placing that remobfound chairs in a pile within the space.
(Figure 1.9) Facing the street, this insertionA®n buildings created a smooth curtain of wood,
no chair leg, seat or back protruded into the sfr@cpiented by passersby. But the surface
appeared a varied interweaving of brown hues, g tiees and shadows, a kind of skin marked
by freckles and scars.

The fourth aesthetic strategy fundamental to Slalseproject is the concept of time,
which operates as a material presence in her warkhe artist explains, living in war one’s
perception of time changes dramatically. It seemsdw excessively for those held captive who
wait uncertain of their fate for weeks or yearg] @rseems to accelerate for victims of repeated
violence, who measure time’s passage compressegdmeieach assault. Time operates in
several ways in Salcedo’s practice. Time is nengdsr the viewer to draw close and study her
pieces, to see the bone, the torn lace of a wonmolse, the woven hair embedded in the
surface, as well as to read the lengthy, meticupwasess undertaken by the artist. Time as a
material presence is manifested in the fixed gatsneazen in the cement filling her domestic
furniture pieces, time’s passage is measured bwéae evident in the torn shirt or stained
blouse, and by the concrete once poured, now dessgHbcating the clothes. The measure of
time as materiality appears, as well, in the diledds and hairs sewn into the wooden tables in
herUnlandseries. The fragile textile created from the wegwf these individual strands into
wood, marks the hours taken to create it, or tadd® of grass growing through the tabletops of
herPlegaria Mudasculptures, in their density and height projectrtiegerial evidence of time.

(Figure 1.10)
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Finally, Salcedo’s performance/installatibdigv. 6-7,2002, employs time as the structure
and the material presence in a piece that begith&ads at the precise hour of the tragic siege of
the Colombian Palace of Justice in 1985. (Figuk#)IFollowing the exact timeframe over
twenty-seven hours, during which the building waeeh over by guerrillas, the military attacked
and a fire and brutal battle culminated in the kleatf over 100 people, she lowered a chair or
chairs over the side of the outside walls of thmriié Palace of Justice. Each chair embodied the
absent victim and the exact hour of death. The aingits passage on those two days became
material with the presence of each cascading chair.

The fifth aesthetic strategy Salcedo pursues irplectice concerns the idea of body to
scale. The notion of body as related to scale ¢tgeia three ways in her work: one, the
perspective and proportions of the viewer’s bodtheodimensions of the sculpture, two, body as
the trace of the victim implied by the proportios&e of the piece, and three, body as a distinct
being suggested by the form and nature of the saealp Although Salcedo’s cement-filled
furniture pieces unsettle the viewer with the mémaqualities of the dense concrete burdening
the wood, suffocating the clothing fragments witland the doors or seats and sides of other
pieces bear sutures, metal rebars, zippers andgpihese pieces are of familiar, approachable
dimensions. (Figure 1.12) They recall domestic fsinmgs and the daily rituals that occur, their
proportions inviting rather than confronting thewer. Similarly, the human scale encourages a
level of intimate study of the sculptures, leadiaghe realization that these worn chairs and
tables bear the traces of those who once touchtad with these pieces. The correspondence
of body’s trace to the scale of sculpture Salcadjepts, not only in the chairs she suspended
over the walls of the Palace of Justice in hergreriinceNov. 6-7,2002 or hetnstallation, &

Istanbul Biennial 2003but in the precisely measured, coffin-size tabldser installation
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Plegaria Muda2008-10. This work fills a room with 166 sculptsireach composed of a
wooden table with another, identical table upenaietbp, a wedge of dark, solid soil between
the two, from which green blades of grass spragaking through the wood to sparsely mark
the underside of the table above. The tableshardimensions of a human body and their gray
boards resemble plain wooden coffins, a deliberhtéce by Salcedo as the work addresses not
only the anonymous deaths of those who live ingaieas socio-economic conditions, but
specifically, the murder of some 1500 young pedm@em marginal areas in Colombia who were
covertly murdered by the military in 2003-2089.

Finally, the third manner is the idea of bodytals manifested through a sculpture that
presents the form and notion of a body at oncelfanand strange, as a kind of creature.
Salcedo’s installatiomenebrae: Nov. 7, 1985999-2000 (Figure 1.13), and her stainless steel
pieces, such adlovember 62001 andlrhoules2001-2, alter a basic chair such that the
everyday furnishing acquires monstrous charactesisiramatically changed legs, seats and
backs. The installatiomenebraancludes lead and steel chairs laying upon therfio two
rooms on either side of a doorway, their elongajgaendages extending across the room,
piercing the adjacent wall, creating a barrier asrihe door. Her stainless steel chairs in
November @ear contorted legs bent backward and sidewayseiieand back barely balancing,
the form recognizable but transformed into othdypdy unknown. (Figure 1.5) Other chairs in
this piece are conjoined, creating a form of legdrts but appendages repurposed and/or bent
and broken to jut out from beneath the imposingrigcreated by the fused seats and backs.

The final visual strategy Salcedo employs in hacfce is disjunction and

disorientation. She realizes these concerns bhgpasing harshly different materials to

% Salcedo, interview by author, April 11, 2011, MexiCity and Salcedo, “ArtisTalk,” lecture at Hargtar
University, Cambridge, MA, April 23, 2013.
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construct her pieces of familiar objects subtly disturbingly changed. This strategy recalls the
realities of living in civil war: the known becomenknown, the random, brutal violence and
destruction is disorienting such that maintainimg daily routine of laundry, meals and
homework, after repeated exposure to horrific actbe street, creates a gaping split in one’s
sense of normal. Salcedo’s work projects the effantd psychological conditions of existence
under political violence, by conceiving sculptueesl installations from pieces of domestic
furniture and materials meant to function in a datioally different manner and context. Her
early pieceUntitled, 1988 a small, worn metal crib, gingerly standingaur, wobbly legs,
presents a disturbing aesthetic statement. (FigL4é¢ The bed is enclosed on all sides by rusted
metal mesh, sewn in place with countless rustysyitereading in and out of the screen, hand
knotted one after another, a swatch of worn plastigyht in the rough wire. The contrast
between the innocence of a baby’s crib and the mstal imprisoning it is startlingly palpable.

The artist'sThouless2001-2, provides another example of these conceats) chair in
the piece, although created from intractable, Eamsteel, bears the grain, nail heads, chipped
seat and cracks of wood, hand carved such théferisache impression that it is painted wood.
(Figure 1.15) On an expanded scale, her instalidtieither2004 (Figure 1.16), presents a
similarly unlikely image of razor sharp, chain-lifdncing embedded and emerging from the
walls of the White Cube gallery, cutting througle tilaster, restricting the viewer’s entrance and
exit. This fencing that belongs outdoors, surrongglaygrounds or sites of confinement, drew
harsh limits meant to disorient the mind and bddgugh its intrusion into the gallery space.
Conclusion

Doris Salcedo’s practice, although founded andofethe experience of political

violence in Colombia, addresses these conditiodgta consequent numbers of unnamed
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victims throughout the world, relying on the weiglitmaterials to convey and mourn this
reality. She lives in Bogota and has chosen to irethare despite the pull of international
acclaim, because her work is conceived from absgrtiie memories and experiences of those
directly affected by the civil war and the politi@stering it. She is not the only artist to addres
political violence through sculpture and instatlati However, her project stands apart because
she employs materiality rather than pictorializiogonvey a sense of the loss. Salcedo takes
the universal familiar, worn, everyday objects amaterials such as domestic furniture,
fragments of personal possessions recognizablartmutymous, and constructs pieces that reveal
traces of those mourned through an evocative sitiam of her painstaking process of
layering, melding, burnishing, scraping and sewing.

Since she began her practice during some of tidi@st years of Colombia’s civil war
in the 1980’s, Salcedo has focused on producirgyiathat addresses the civil violence, choosing
sculpture as the medium and a language based sol¢he material, not the narrative nor
figurative to express her statement. The soci@ipal context she has lived and the artistic
tendencies she chose to consider, provide a basevhich to investigate her project. However,
it is through the examination of a body of her warld analysis of the specific visual strategies
the artist employs that this thesis demonstratesntiportance of Salcedo’s sculptures and
installations. She expresses through materialgithiation, the absence and the loss, presenting
a witness to the violence and the enduring sorxqueeenced by thousands across the world.
By focusing on her process, her sculptural langw@agkthe politics of civil war informing her

work, this thesis explains the significance of 8dlr's practice in the international sphere.
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Chapter 1:

Nature and @@xt of Violence in Colombia
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Civil violence in Colombia stands apart from thelence of most nations of the world
because it is viewed within Colombia as an eleroéntational identity, is examined by
intellectuals as a field of study, has pervadediafamed much of the nation’s history in the
latter half of the 26 century, and has given rise to cultural symbodd suggest its normalcy in
daily life. Its causes are varied, complex andaictizible and despite efforts to minimize its hold
Civil Violence maintains a forceful presence; Colmams have lived with war and intense crime
for more than half a century. The extent to whitthtegic, continuous, horrific violence colors
daily life for most in the country, directly thromddisappearances” and murder or indirectly
through forced evacuations and ongoing displacesnantong other actions, is of such
frequency that survival depends on adapting, omdegwar and violence as “normal.”

The concept of “disappearances,” or “disappearomgene,” in Colombia and in various
countries of the region, refers to kidnapping rétly taking the person, hiding and imprisoning
them against their will. It frequently results hetvictim’s death. This tactic is employed not
only by the guerrillas but by the paramilitary fescand is a tactic used throughout the groups
vying for power. Victims “disappeared” can be amathers, executives held for ransom by
insurgents or suspected guerrilla sympathizersntakehe private militias. Those who are
“disappeared” may not be found, although that tsahways the case. Their disappearance, in
effect, erases their existence. The threat of bisgappeared” generates extreme fear and
silence by the susceptible individuals, and byfémeilies concerned that their kidnapped loved

ones will end up in mass graves. As Charles Merthweeatated in his 1995 essay: “...over the
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past twenty years the experience of ‘disappearamebecome a new tactic of State terror. It
creates a death-space which diffuses fear througthraf society. Far from erasing memory,
this creates a new terror and new impossibilisesh as marking death with the ritual of
burial.”?°

These conditions create a culture in which violesa@dmost a constituent part; that is,
cultural production, performance, etc., takes attgolence into account at every phase. This
chapter will examine the historic roots of Colombmolence as well as how Colombia differs
and stands apart from other violent societies@wtbrld. The intent is to provide a context
central to the focus and visual strategies Dorlsesi®m explores in her practice. The ways in
which war figures in contemporary Colombian art-dasonstrated through the work of leading
artists Oscar Mufioz and Juan Manuel Echavarria,addoess the conflict but through means
distinct from Salcedo’s approach--will be examinee@stablish a framework for the aesthetic

responses circulating within this environment.

The History of Violence in Colombia

Violence takes various forms in the Colombian &ragpe: social, political, economic,
rural and urban, it is both legitimate and illegisite, State sanctioned and illicitly imposed, and
its prevalence as a tool in the functioning of npldt aspects of the nation demonstrates, in part,
the ways in which the country has been defineddyulture of violence. In order to understand
the nature of the violence this thesis will distirgl these varied forms: the historical

background behind violence today including the etroh of the perpetrators of political

% See Charles Mereweather, “Zones of Marked InstgbiWoman and the Space of Emergence Réthinking
Borders,ed. John C. Welchman (Minneapolis: University ohkisota Press, 1996), 118. The paramilitaries, for
example, would dismember and hide the body partsasfe they forcibly disappeared, thereby makirdifftcult

for a later investigation of the crime. Their desatiould not be confirmed and they remain the ueludead. In
2006 the Colombian State began the first sustaimmetibnal search for the missing. See StepheryfFerr
Violentology: A Manual of the Colombian Conflittew York: Umbrage, 2012), 86.
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violence on the left and right from the guerriltaghe paramilitaries; the organized violence of
groups linked to the smuggling tradition first eheralds then cocaine; the formation of groups
of sicariosor professional assassins; and the criminal &gtofistreet gangs. Within these
forms of violence the State and military exert attr influence, often without legal clarity,
which further complicates efforts to diminish viete and its culture in Colombia. Itis a
complex affair, violence and its role in Colomlaad it frequently appears that the nation at
once rejects and embraces its ongoing function.

Evidence of the persistent, predominance of vicéen all levels of Colombian life can
be summarized by the appointment in 1987 by théoNalk Minister of Government of a Special
Commission for the Study of Violence charged withestigating the nature, context and causes
of the violence. It is important to note that dgrthis time, the mid-1980’s, Doris Salcedo began
constructing her first pieces, works that engageisbues central to the Commission’s mandate.
Members of the Special Commission included a rétin@jor general from the Colombian army
and nine leading academics, with Gonzalo Sanclkengnized as the preeminent scholar on the
history of violence in Colombia serving as coordiaman charge of publishing their report,
Colombia: Violencia y Democracia 19873 Not only was the commission and its study
evidence of the prevailing role violence playedwiombian society by the late 1980’s, but an
academic field calledsiolentologia/violentologywas created that year by University scholars,

violentologosto focus on the study of the civil war and viaenThese historians, political

%0 Colombia: Violencia y Democracia, Informe presefttal Ministerio de Gobiernad. Gonzalo Sanchez Gémez
(Bogota: Universidad Nacional de Colombia—FinaniciacColciencias, 1987), 9-14, 17-30.
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scientists, and sociologists and other intellestpabposed objective causes for the nation’s
violent culture, recommending to Government leatlegsmeans of addressing the probléis.
Similarly, the Commission rigorously analyzed tkhefge, depth and history of violence
in the country, concluding that its causes wereomdy political, but resulted from a number of
factors. Moreover, it portrayed Colombia as a maptagued by social and economic structures
that, in effect, prompt and do little to dispel gistent violence. Although the country had an
international reputation for violence related tdigozal insurgency and narcotics trafficking, the
Commission pinpointed a range of causes and proistgdueling war in Colombia, from the
political violence of guerrillas against the Statel paramilitary or privately funded armies
fighting for conservative causes; organized crimgairast reporters, politicians and union leaders;
organized crime against private individuals in fien of extortion and threats for financial gain;
State imposed violence as a means of maintainingliporder” outside the law, including
protecting territory and intimidating suspecteduigents through disappearances, torture and
“other excesses;” State violence through militammcé rather than civil dialogue against social
protest movements; State violence against ethmonties based on racial preferencing,
including land seizures and physical brutality;lemace by individual criminals including
homicide, larceny, robbery; family violence andggal abuse; organized gangs who, on moral

grounds attack homosexuals, prostitutes, drug deag-convicts and others they deem

314 os Violentologos,”SemanaSeptember 15, 2007, 10-12. One of the first golips ofviolentologosvas
founded in 1987 at La Universidad Nacional in Bégotthe center el Instituto de Estudios Politigd®elaciones
Internacionales (Lepri). Reportedly their recomdsions were considered but not always heededlbysraf
State, but the work of these scholars both in Bbgod in centers throughout the country have playeshtinued
role in advising local and federal leaders. Maojdan discusses her weekly meetings with scholantefitologo}
at Universidad de Antioquia in Medellin between 99892, during which they sought to sort out theation of
local terror fueled by Drug Lord Pablo Escobar #relparamilitaries resulting in the flood of asgzestsons of
policemen, political leaders, judges, professosyaung men and the position papers they draftedoamsented
the Mayor of the city proposing means to addresdithtality. They (the violentologos) in turn beeatargets of
the narcos. Mary RoldaBlood and Fire: La Violencia in Antioquia, ColombiE946-1953(Durham and London:
Duke University Press, 2002), 282-83.
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detrimental to society; and finally, in conjunctiaaith several of the groups above, the
Commission cited a new group, professional conk#letrs or assassins for hire, called, among
other things, sicarios, who serve individuals arghaizations both illicit and legaf. Most
importantly for the purposes of this dissertatithe, Commission not only addressed the deeper
problems of social and economic injustice and patlithe array of sources fomenting violence
in Colombia, but analyzed the ways in which theaastructure incorporating violence develops
around economic dominance and wealth generatidh,ibderms of the emerald or coca
industries and the agrarian and political authdrithe countrysidé&® In short, the study found
that Colombia’s development has relied on violeas@ means of ensuring control and
economic growth, with violence the seeping intodhady life of its citizens.

The history of smuggling from emeralds to coca mtes a context for the structural role
violence plays in Colombia and informs a broadespective on the particular nature of the
country’s violent culture. Eighty percent of theuatry’s emeralds are mined northeast of
Bogoté in the western part of Boyaca department tieaMinero river basin. Throughout the
20" century this region suffered heavy partisan copfivrought by area political chiefs in the
1940’s, then armed bands in the 1960’s, led byilleeal Carlos Bernal and the conservative
Efrain Gonzalez, the latter controlling the blacariket through an empire he formed with his
brothers. By the 1970’s the structure surroundimg) r@inforcing the emerald business also
established and fortified the coca industry. Fumdsle from the gems were invested in the
growth, processing and selling of coca. Violengeulgh various means allowed the

maintenance of the emerald and later coca empirwate armies were organized to protect

32 Colombia: Violencia y democragid9-21.

3 bid., 82-3.
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those who led the exploitation and selling of itligems and later narcotics, and to maintain
political control in the area. Violence was empldye settle accounts between competitors for
resources; weapons were stockpiled, body guardthers were hired to commit “dirty work”
requiring anonymity; targeted explosions set inaarbr rural settings sought to kill or terrorize
political or union activists, cattle thieves or slkkaconnected to guerrilla groups; threats,
bombings and sniper fire were directed at busingats’ homes or offices; informants and spies
were eliminated? These are but a few of the means by which thetsire of violence
strengthens the illicit empires and ripples inte slurrounding environment affecting the
innocent as well.

The preponderance of violence as an integralgidhe social dynamic in Colombia,
dates from the end of the"1@entury and the 1000 day war, and continued irpér®d of “La
Violencia” that exploded in 1948 with the assassimeof the populist leader Gaitan. But the
violence has evolved over time to include a diveeteof protagonists, cutting across various
regions, fomented by conditions economic, socidl@timately, politica® For the purpose of
my argument, the period of “La Violencia” was asthrical moment that erupted, evolved and
was fueled by a complex series of factors andgukawhich established the historical
foundation and structure of violence outlined ia 1987 Government Commission, which
continues today. The nation’s violent past, ptorecent history, centers upon the era that

erupted April 9, 1948, with the assassination efgibpulist, liberal party Presidential Candidate,

34 \bid., 84-86.

% Daniel Pécaut, “From the Banality of Violence teaRTerror: the Case of Colombia,”$ucieties of Fear: The
Legacy of Civil War, Violence and Terror in LatimA&ricg ed. Kees Koonings and Dirk Druijt (London: Zed
Books, 1999), 161. The Thousand Day War in Colomleizurred in 1899-1902. It was a civil war broughtby a
sharp decline in world coffee prices. Coffee wasagor Colombian export, central to the nation’sremoy. A
revolt by the Liberals lead to partisan fightingtthlegenerated to guerrilla warfare, and ultimatehe of
Colombia’s most intense periods of violence. Arneated 100,000 deaths resulted, in a populatichrofllion.
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Jorge Eliecer Gaitan. His murder on a Bogota steparked a popular revolt, in which
thousands of his supporte&ditanistasimarched through Bogota and other cities, burning
public buildings and churches, ransacking wareh®ase stores and opening prisons. The
unrest resulted in the brutal deaths of 4000 peoptst of whom were civilians, by the
Government. Gaitdn was a gifted orator who shareg@dpular, liberal platform with energized
crowds of disaffected individuals. He encourageshtho follow him and participate in
congressional elections, and repeatedly exhoredupporters to react publicly if ill befell him
stating “If they kill me, avenge meéf Their widespread response to his murder, called
“Bogotazo” spread nationwide leading to a conséredtacklash, and ultimately, to the
extended period of violence known as “La Violericiuring this period graphic images
portraying the mob wielding machetes as well asnded, bleeding bodies circulated in the
press, deliberately placed to arouse fear and hdfro

The conflict behind “La Violencia” was pottlly based, beginning in 1946 when the
Conservative Party assumed power following yeaislodral Party rule during which the
latter’s social, economic and political moderniaatefforts fomented political polarization. The
victory of the Conservatives led to regional viaerbetween the parties and evolved into what

was deemed a civil war between the two politicalugis. This conflict lead to the

3% Marco PalaciosBetween Legitimacy and Violence: A History of Cdi@n1875-2002Durham and London:
Duke University Press, 2006), 140-141. Plinio Agoldlendoza, “Colombia de ayer a hoy,"@antos Cuentos
Colombianos: Arte Colombiano Contemporaneo/ConteargaColombian Arted. Hans-Michael Herzog (Zurich:
Daros-Latinamerica, Hatje Cantz Verlag, 2004), 808 318. Gonzalo Sanchez Gémez, “The Violence: An
Interpretive Synthesis” iNiolence in Colombia: The Contemporary Crisis irstdrical PerspectivéDelaware: SR
Books, 1992), 76-83. Sanchez Gémez gives a nuarwdetailed analysis of the players and factonsnioethe
eruption and continuation of “La Violencia.”

37Violence in Colombia: The Contemporary Crisis irstdrical Perspectiveed. Charles Bergquist, Ricardo
Pefiaranda, and Gonzalo Sanchez Gémez (Delawar@aBgBooks, 1992), 88-91.
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assassination of Gaitan in 1948, followed by #m@essive rule of Conservative President
Laureano Gomez in 1950 and the emergence of libedicommunist, peasant guerrilla groups,
private, conservative counter-insurgency groupkedapajaros”, a politicized police force
“chulavitas.” The period was marked by countleds a€ brutality, including the massacre
and/or torching of entire indigenous communitiesvali as Protestant villages, and the 1952
incineration of the country’s two main newspapé&isTiempoandEl Espectadoamong
countless other examples. La Violencia wroughestimated 300,000 fatalities between 1948
and 1965. The deaths frequently resulted from deyoracts of terror, including torture,
mutilation and public sacrifice, all practiced lnetState as well as the guerrillas, pajaros and
chulavitas®® The excessively gruesome rituals of violence jradtand widely known during
these years: castration, severing of tongues, disa@ment, etc., were used both to eliminate
victims and to create indelible images in the miafithe remaining Colombiari8.

By 1953 amidst this brutal turmoil, Gustd¥ojas Pinilla assumed power leading
Colombia’s only military Government of the 2@entury, until he was ousted by a National
Strike in 1957 and an agreement between the Lila@@iConservative parties created the Frente

National Government, officially ending the conflicthis pact established an alliance allowing

% Fernan E. Gonzélez, “Hacia el trasfondo histodeda violencia colombiana reciente/The HistorBatkground
of Colombia’s Recent Violence,” i@antos Cuentos Colombianp85 and 298. Mendoza, “Colombia de ayer a
hoy,” 308 and 318. Sanchez Gémez, “Roots of thefliegh 19. Sanchez Gémez cites the State’s 195@ing and
brutal expelling of Indians in the Ortega and Nataw reserve, the 1952 operation of “pacificationtvhich the
army left an estimated 1500 corpses in the ruea &f Las Rocas in Tolima, as well as other exasnple he
explains “La Violencia was characterized by ritualserror, a liturgy and solemnization of deattjet required an
apprenticeship in the art of causing pain. Noyahe killing, but the manner of killing obeyediaister logic, a
calculus of suffering and terror. The mutilatiomdgrofanation of bodies was a way to extend thekwb
conquering, looting and devastating enemy terrjttrg impression caused by hacked, skinned ancedworpses
seemed to form part of the mental landscape obecked earth policy.”

%9 Sanchez Gémez, “Roots of the Conflict,” 19. Samqheints out that this brutality occurred at a timevhich
Colombia claimed to be one of the “most Catholithia world.”
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the alternation of Presidential power and the avi®f political posts between the two parties,
but left no space for political alternatives ou¢sttie established liberal and conservative
organizationd® This inflexibility, among other factors, resultidthe growth of guerrilla
groups, (many of whom evolved from the armed pddsamds created in the early 1950’s in
resistance to the terror imposed by President Giméw, as players outside the established
parties, required aggressive actions to establiskice and space in society.Hence, the
deliberate step taken by the Government to comtiachpreclude the kind of conflict that lead to
violence in the 1940’s and 1950’s, fomented thatioe of groups opposed to the ruling parties,
some of whom became in the 1960’s, the guerril’RE€ (Fuerza Armadas Revolucionarias de
Colombianas), EPC, (Ejercito Popular Nacional),Eh& (Ejercito Liberal Nacional), and in
1970, the M-19 who were formed in response to téwedulent elections. These groups figured
prominently in the violence affecting Colombia het1980’s, 1990’s and the beginning of this
century. As Gonzalo Sanchez explains, guerriltaigs created in the early 1950’s to defend
their rural communities, did not propose politioakrthrow, they were the social framework in
which youth developed. For example, this expeeantormed insurgents such as Manuel
Marulanda, leader of FARC until his death in 2008these circumstances, to become a
guerrilla was a life choice, an alternative to baow a teacher, doctor or priest. This
“routinization of guerrilla activity” as Sanchezsteibes it, weighs heavily on Colombia today.

The formation of guerrilla groups and private aeske groups, paramilitaries,

“0Mendoza, “Colombia de ayer a hoy,” 320 and Gorz4acia el trasfondo...” 298.
“1 Mendoza, “Colombia de ayer a hoy,” 320.

42 sanchez Gémez, "Roots of Conflict,9.
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that endured well past the 1960’s, speaks to thgmlitical and economic conditions that
underlie the recurring presence of violence in @di@. In addition to the violent acts of
organized groups, the environment was such thatircail behavior by individuals or street
gangs, including homicides, robbery and larceny raagpant. These same conditions existed
during the tenure of the Frente Nacional, whichticmed until 1973. Although the narcotics
trade, among other developments, significantlyuerficed power relations, the political, judicial
and social systems allowed the emergence of tmedeee but marginal forces--guerrilla or
paramilitary--which continue to wield leverage.

During the 1960’s Colombia experienced major daxtianges: accelerated urbanization,
the rise of an urban middle class, the changing @blvomen and its effect on the family
structure, and expanded access to secondary avetsity education with a consequent increase
in the number of individuals with advanced degi€est the same time, rural areas of the
country suffered persistent problems of entrengimabrty related, in part, to historical issues of
land tenure. Unlike many Latin American countri@sJombia did not undertake agrarian
reform and the redistribution of land in the coysite. Historically, peasants were pushed to
outlying regions where they subsisted until thaird no longer produced crops and they moved
on to homestead new property; when they moved theirs were taken by creditors or local
large landowners. The agrarian peasants, calledas®, (colonizers), who make their living by
homesteading in peripheral areas, play little nol€olombia’s economy. They live in regions
of such remove from the social and political stuwetof the State, that their voices are of little
consequence, although each town is defined ag dibeeal or conservative and members of the

opposing party are not welcome.

43 Gonzalez, “Hacia el trasfondo,”. 299.
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In these distant, not readily accessible regidr@adombia which were traditionally
settled by marginal populations, (poor whites, kéaand mestizos), the State had limited
influence and the guerrillas, paramilitary grougsd later, the narcotics trade flourished. These
areas included Arauca in the east, Oriente Antinqueast of Medellin and Sierra Nevada de
Santa Marta north east of Cartagéhahese regions, along with the areas that aré buta
reachable, were governed historically in two walysthe case of the remote periphery, rule was
through a kind of patron-client structure, in whttle large landowner directed both the
economic and social networks for the area, issaradit, accumulating moribund farms and ever
greater control, and acting as intermediary with $ttate, which has little other structure. In the
case of the provinces, citizens were connected avithruled by Government institutions. Over
time the liberal and conservative political partiesctioned as the link between local
Governments, or the power structure of the areay Tpresented the Government as an elected
official or as the leader of the regional powerdyagidressing issues of land tenure, economic
modernization and regional and racial rivalries aodflicts.

However, in the 1960's, the political parties mglithe United Front Government, were
increasingly removed from the realities plaguing thral peasants, colonos, and their traditional
political means of confronting these problems weeffectual at this time of national change.
Consequently, this led to, as Fernan Gonzélezsstat¢he erosion of the liberal and
conservative parties’ abilities to express and lizmaocial tensions’® Due to the
heterogeneity of the Frente Nacional, any efforéslento repair the ills were deemed “timid” by

the middle and lower classes and too radical bylites.

“\bid., 296-7.

45 bid., 299.
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Within the vacuum of power left by the ineffectleddership, radical, armed guerrilla
groups emerged, responding to problems of the pgasants, the militant activism of the
University students and the growing urban middéss! The success of the 1959 Cuban
Revolution served, as well, to encourage the omgdioin of the armed insurgent groups, two of
which, the FARC and the ELN, exist today. Follogvi@astro’s revolutionary ideals, the ELN
was formed in 1964 by middle class students, itélials, union sympathizers and previous
liberal guerrillas. Three years later emerged8Ré (Ejercito Popular de Liberacion), who
supported Maoist theories and acted as the militemg of the Communist Leninist Party. In
1966 peasant defense groups in the peripheral aneasiraged by the communist party, and
after attacks by the army, formed the FARC gueasilone of the principal players in the
violence afflicting Colombia over twenty years kat& The M-19 group (the Movement of 19 of
April) which was responsible for a national trage@dy¥olombia’s Supreme Court November
1985, was formed in 1973 by dissidents from the EARrimarily an urban group, they formed
in protest of the electoral fraud that is beliet@thave cost former General Gustavo Rojas
Pinilla the 1970 presidential electidh.

This is an overview of the guerrilla groups fillil€olombia’s socio-political landscape
from the 1960’s on, but it is important to notetthat all of these groups were united within. As
Daniel Pécaut explains, there are various guegilbaips, each following their own specific

priorities and alliances. He cites the FARC, irtigalar, which at one time has included more

“% |bid., and PalacioBetween Legitimacy and Violend®0. Palacios explains the emergence of the ijaerr
groups of the 1960's as follows: “The revolutionguerrillas of the 1960s were several things aeorthe
continuation of the most radicalized Liberal figigispirit of the high Violencia, the response aft jpd the
Colombian left to the Liberal-Conservative oligayshmonopoly of legal politics under the Nationabht, and an
opportunity to bring the Colombian peasantry intoaialist project from which they had been exctutle

4" Gonzalez, “Hacia el trasfondo...,” 299.
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than sixty groups, each with its own loyaltfésConsequently, the motives, goals and actions
taken may differ from one group to another, makhwgycharacterization and containment of
them by those and the Government confronting thheseps, complicated at best. In fact,
guerrilla groups such as the aforementioned, agid $plinter organizations, among other
groups, played a principal role in the nation’slefd, 20" century history.

Another major player within the balance of socaHpcal power, the paramilitary forces
officially emerged in the 1960’s and continue tekse significant influence in the structure of
violence pervading Colombia. These private, ue@ficounterinsurgency forces were created
to work alongside the military in the early 60’sthkweaten and eliminate leftist threats to the
nation. The U.S. Government, in the wake of theaurevolution in an effort to preclude
further Marxist revolts in the region, proposed theation of a civilian armed force linked to the
Colombian army, which would “perform counteragemd @ounterpropaganda functions and, as
necessary, execute paramilitary, sabotage, aretfarist activities against known communist
proponents *

The paramilitary forces formed in the early 60srevlegalized by the Colombian
Congress in 1968, and the Defense Ministry issuers ¢0 these civilian defense groups. Hence
from the outset they were given authority and p#adito use force, but within parameters that
allowed them to operate without sullying the mifjta” Since that time their role has evolved
and with the growth of the narcotics industry ie #arly 1980’s, their prominence and power

expanded dramatically at the hands of the drufj¢kafrs, as well as private landowners,

8 pgcautGuerra Contra la Socieda43.

“9 palaciosBetween Legitimacy and Violend®0 and Human Rights WatdBplombia’s Killer Networks: The
Military-Paramilitary Partnership and the United&es,New York, 1996, cited by Ferryiolentology 66,
footnote 1.

* palaciosBetween Legitimacy and Violend®0, and Ferryiolentology,66.
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businessmen and the State. As narcotics leadgeslie invest profits in vast cattle ranches and
rural properties, they were subject to extortiod attacks by guerrilla forces. Consequently they
formed self-defense militias autodefensakabeled “narco-paramilitaries” by the press. These
civilian armies initially attacked the guerrilldsjt they grew to protect coca growing regions and
their export routes. They accumulated such weathpower that by 2004, a Colombian
government report stated that they controlled mafahe country’’ These forces began, for
example, when drug leader Pablo Escobar and n2@@yther narco-traffickers created MAS
(Death to Kidnappers), a private militia createdkitbguerrillas in 1981 following the

kidnapping of the daughter of the family running tedellin cartel. At the same time another
paramilitary group, also called MAS, was createchbyy leaders, ranchers and businessmen in
Boyaca department. MAS was composed of trainedianma and formed with the purpose of
killing suspected FARC sympathizers.

By 1987 the government reported that an estimad@ddifferent, right-wing militias
existed across the country seeking to destroy tieerias. Their efforts focused not on direct
combat with the guerrillas themselves, but ratireemardering their presumed supporters,
whether leftists or reformers in general and d@adpy invading homes, villages and forcefully
displacing whole communiti€d. As the Government Commission to study Violenegest in its
1987 report, these death squads fostered by “arunhept law” in 1968, are now organized by
private groups or individual military or police aférs and they administer justice by “acts of

extermination against political movements and partopposition leaders, union members and

*! Fiscalia General de la Nacid@estion Unidad Nacional de Fiscalias para la Justig la PazMarch 31, 2011.

*2 Carlos Medina Gallego, “Autodefensas, paramiliaraarcotrafico en Colombia. Origen, desarrollo y
consolidacioén. El caso de Puerto BoyacaAilas Puertas de El Uberrimed. Evan Cepeda and Jorge Rojas
(Bogota: Random House Mondadori, 2008), 45; “Ha® @raupos paramilitares: Mingobiernds! Tiempg October
1, 1987 and Pécauguerra Contra la Sociedd,53.
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sectors presumed sympathetic to the guerrillas.r.tdfeekilling of more than three hundred
activists from the political party...it is clear ththe death squads have shifted considerably from
their initial objectives and have become instruraaritrevenge, reprisal, and
intimidation...Although these groups supposedly aganized to defend the economic, political
and cultural order, their actions translate in® dlestruction of that very ordet>"Stories are
endless of the legendary brutality of the AUC (defensas Colombianos) from their beginnings
through today, including cell phone images recaydirparamilitary instructor demonstrating
how to dismember a man, as well as the militiaefgnence for disappearing victims by
guartering bodies and disposing of the parts byedisng them, in rivers, in shallow graves, or
by burning, leaving no trace to implicate the pémters>* The ambiguous relationship between
the AUC and officials in the Colombian governmewiothe last thirty years lends an additional
perspective on this paramilitary’s characterisiiteemination practice.

An important action taken by both the paramilgarand the guerrillas that bears heavily
on the conditions in which people live in Colomlsidhat of forced displacement. The guerrillas
who are known to finance their operations throuigim&ppings, have directly and indirectly
forced evacuations of families and whole villagdisectly through threats and bombings, and
indirectly as villagers flee in fear of retaliatiby the paramilitaries who presume the local

people harbor sympathy for the guerrifasSimilarly, the private militias displace wholextos

*3 Sanchez Gémeg;olombia: Violencia y Democraci@2-3. The Commission recommends the creation of a
judicial panel to investigate the large numberssassinations hurting Colombian society, a tribgeaking to stop
the criminality of these groups.

> Ferry,Violentology,86-88.

%> Herbert BraunQur Guerrillas, Our Sidewalks: A Journey into thielénce of ColombigMaryland: Rowman and
Littlefield, 2003),176-181.

42



in the course of in their search for and eliminaiid guerrilla supporter®. Armed conflict in
Colombia has displaced an estimated 3.7 millioro@dlians from their homes, which after
Sudan is the second largest population of inteyrthdiplaced people in the world. Countless
families, men, women and children have been fotodhbe empty-handed from their homes,
neighbors, relatives and all that they know andl ld@ar to start over, living hand-to-mouth,
often in the growing circle of shacks around theesi And in their exodus, someone they know

will have disappeared at the hands of the combdtirags.

Contemporary Art and the Culture of Violence ind@abia

The historical conditions and the protagonistsriming the structure of violence in
Colombia beginning with the period of La Violenaige important to identify as they shaped the
period in which Salcedo began her practicéhe complexity of the Colombian situation, the
kinds of violence, the powers behind it, the sosrpdayers and institutions that facilitate and
encourage it, explains the challenges faced inrdghing it, and they form a part of the urgency
and imperative behind Salcedo’s project. The veryassibility of her process, the materials she
chooses, and the issues to which she gives palpablsical weight speak to the relentlessly
formidable circumstances with which her work iglialogue. At the same time, as an artist in

Colombia she is also in dialogue with her colleagared their work. Here one realizes the

%% Ferry, Violentology,8, and Mary RoldarBlood and Fire291. As Roldan goes on to explain “As was alse tru
duringla Violencia( at least in Antioquia), violence in contempor@glombia is the responsibility of both the left
and the right, but the majority of those curremtigplaced have been forced to move by the presgfimight-wing
paramilitary groups, while leftist groups (the aqléent ofla Violencia’'sguerrilla groups) are responsible for
approximately a third of all displacements, and@mdombian Army for less than 5 percent. She refeiithe New
York TimesQctober 21, 1999.

*"Roldan,Blood and Fire282-3, 286, 291-4. Ferryiolentology,18 and 26. Both scholars, among others, cite

various factors and inherent conditions, as weéitagctures and players that link current violetwcehe mid-26
century history of violence in Colombia.
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dialectic between the public discourse on violetize reality of violence as a daily occurrence,
and the tension to work as an artist.

Consequently, it is important to situate Salcegwactice in relation to that of other
Colombian artists for whom the violence factorsvilgan their production. The two most
important are Oscar Mufioz and Juan Manuel Echavairieir work dwells on the pervading
presence and/or effects of violence. An examinatiotheir approaches affords a perspective on
the ways in which Colombia’s socio-political condiits inform and actively figure in their
respective projects. Moreover, it provides poiritsamparison which highlight the particular
contrasts between their work and the visual strasegf fundamental significance to Salcedo’s
project.

Before analyzing the work of Oscar Mufioz and JManual Echavarria it is important to
note that by the 1990’s art criticism in Colombisadisses the growing reflection on violence in
Colombian art, the expanded, continuous presenemleint images in the media and the resulting
heightened public tolerance for these graphic irmaBeople were slowly becoming numb to the
brutality. As critic José Roca points out in hiauary 2003 colum®and Columns'in this
regime violent visual images play a dual and calittary role ‘simultaneously presenting
violence and making it disappear’ as the criticv®gé Lotringer noted....In other words since the
death photograph presents incontrovertible prooflemce of a fait accompli, the images do not
motivate us to act....The repetition of these imagess the violence into something mythical,

and therefore inevitable, resulting in our passesignation.”® He goes on to say that although

*8 José Roca, “Ausencia/Evidencia: José AlejandrdrBes, Oscar Mufioz, Teresa Margolles,Galumna de
Arena,No. 48, last modified September 24, 2012, http:MwWniverses-in-universe.de/columna/col48/col48.htm
Roca quotes, Sylvere Lotringer, “RepresentacioNidiencia/Violencia de Representacion.” InterviewthwRuben
Gallo inTRANSNo. 3/4 Telesymposium. 1997, accessed Septemb@022.
http://www.echonyc.com/~trans/Telesymposia3/Loteri(SLotringer.html
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violence has figured in the art of Colombia sirtwe mid-28" century, the impact of the relentless
stream of graphically violent images on televisama in print, identified in cultural spheres as
“pornomiseria,” raises the issue among artistsos¥ bne presents an image of death such that its
personal and public significance engages the viéWémother critic, Santiago Olmo explains:
“Over the last few decades, in the social and igalicontext of Colombia, the struggle between
appearance, representation and perception ofyréalia reality beset by conflict) has determined
the social body’s adaptation and coexistence temgdized violence®® He says that Colombian
society protects itself within these conditions*hykeeping the ghosts at a distance,” and that it is
within the art and literature that a means of aslslte the personal tragedies has found an
emotional voicé® Some artists responded to this issue by refusimge such images, an
approach I will further analyze in my chapter otc8do’s visual strategies.

A measure of the response by artists and writettse face of the violence was explored in a
seminal exhibition, “Arte y Violencia en Colombiastie 1948/Art and Violence in Colombia
since 1948” mounted in 1999 at the Museum of Modetrin Bogota. Organized by the museum
director, Gloria Zea, as a means of addressing sliatalls the most horrific conflict in recent
Colombian history, she explains in the cataloga th.artists cannot evade their moral and civic

responsibilities. On the contrary they have thécatlobligation to incessantly search for a better

% Roca, “Ausencia/Evidencia,” 3-5.

% santiago Olmo, “When Drawing on Water is more thast Metaphor,” itDscar Mufioz: Documentos de la
AmnesigBadiaoz: MEIAC, 2009), 155.

®|bid., 155. He adds that important and effectivegpams such as programs produced by radio statiaves been
created which focus on lived experiences that sasvithe sole communication between captives andféimilies.
Nonetheless, he says, the population chooses (otkese realities removed from daily life when floiss as means
of coping and existing day by day with violence.
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world.”® The hope she voices is that through the reseatipiesentation of this art it might
“...help change behaviors and habits that impedé discourse.®**The exhibition was the first
systematic presentation of the ways artists addhessiolence, through painting, sculpture,
installations, video, prints and photography tmfifiction and poetry. Organized in a dozen
sections, it stretched over four floors of the numseeach focusing on a particular manifestation
of the violence Colombians have endured: tortuidnappings and disappearances and
displacements. The work ranged from the semi-abistr960’s paintings of the national prize-
winning painter Alejandro Obregon, to more gramd deeply disturbing videos and
installations by Clemencia Echeverri and Ricardoa&a) the figurative canvases of Beatriz
Gonzélez, Debora Arango and Fernando Botero, dheeptual work of Antonio Caro and Maria
Fernanda Cardoso, sculpture of Enrique Grau, poinBiego Arango and Bernardo Salcedo,
installations of Rosemberg Sandoval, Rodrigo Facwardl numerous others. These works were
interspersed with popular films and theatre stptsetry and works of fiction, such as Vallejo's
Virgen de los SicariosThe work of fifty Colombian artists of variouges was shown, including
pieces by Doris Salcedo, and the two artists whas& | will explore below, Oscar Mufioz and
Juan Manuel Echavarria. Mounted in one of thenatleading museums, in the final year of a
decade of extreme violence, the exhibition was &gemore than 60,000 people in its opening
three months, arousing strong reactions includemgldthreats for the chief curator, Alvaro
Medina® The exhibition clearly spoke to the pervasivespree of Colombia’s culture of

violence and the need by artists and writers toestdand diffuse this brutal constant distorting

%2 Gloria Zea, “Presentacién/Presentation,Aitte Violencia en Colombia desde 198®gota: Museo de Arte
Moderno de Bogotd, Grupo Editorial Norma, 19999, 8-

% bid., 8.

% Larry Rohter, “In the Trauma of Barbarity, Art s Out,"New York TimesOctober 17, 1999, 41.
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everyday life. As Zea states “The violence haslibjemarked Colombian culture...” and
consequently various artists speak to this dasyitye But | would suggest that few besides Doris
Salcedo, address the war employing visual strageggience in dialogue with the Colombian
context and with a set of visual concerns operatiitlgin an international language of
conceptualism. The specificity of Salcedo’s projean be illuminated through the study and
contrast of two major artists from Colombia, Od¢lioz and Juan Manuel Echavarria, whose
works address the violence through dissimilar means

Oscar Mufioz incorporates the figure, creatingnd kf portrait that speaks to the violence
in Colombia, but, does not he declares, put fopploldical statement. He is an artist who grew
up, lives and works in Cali which is somewhat isetigeographically from the rest of Colombia,
is a main center of the narcotics trade. Consetjydrd has endured the trade’s influence in
economic and social terms and in the ensuing conptasence of political violené&The idea of
portraiture that he explores in various series ofiks from the mid 1980’s to the present, imparts
likenesses that represent and stand for the victintsare rendered through impermanent means
such as water on a stone ground. Hence the pappéars then disappears in a sequence of
images projected on film, suggesting the ongoinp@obian reality the presence then
disappearance of victims. As he states, “...the afdhe portrait also interests me because it
extracts individuals from a formless universeis Baid that those killed by violence in Colombia
are faceless and without identity. Paradoxicaltizink that never before has the portrait had more
evocative and cult powef® Through means stemming from photography but tgstie

parameters of the medium and incorporating drawimd)painting as well, Mufioz explores

% Oscar MufiozGuerra y Pa: Symposium on the Social, Politicali @tistic Situation of Colombi&Zurich:
Daros-Latinoamerica Kunsthaus Zurich, 2005), 113.

% Oscar Mufioz, quoted in conversation with Hans-M@tHerzogCantos Cuentos Colombiand3.
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photography’s conceptual possibilities. He focus@she play between illusion and reality by
literally evoking and erasing the image in a predée viewer observes and in a sense, measures.
The temporality, illusiveness and materiality palean the work are qualities characteristic of his
practice and fixing the portrait as a lasting imegan endless challenge for the audience. Water,
air, ashes, light and stone figure in his piecegl@aphotographs of the deceased that he collects
from the newspaper obituary pages, and his owneémagywell. Conjuring portraits that are at
once impermanent and evocative from these mateaktes to the complicated history and
circumstances of Colombia, and as Mufioz explairesscomplex nature of memory under these
conditions: “...in Colombia there is the war, a deauphenomenon in relation to memory. The
war began at the end of the 1940’s...I don’t know ¢an be called a process, but it's a situation
that has existed for fifty years, that has not esolved...Even the faces of the dead can never
be determined. There is something very contaminateldconfusing in all of that which is
memory....what we have here, where people have miitger particularities, where nobody
remembers anyone else, where the deceased aenmanbered because they do not have a face
or a name...*

Mufioz’ response to this context of continuedemale is to produce works that repeatedly
impart an image and then change, essentially dagtthre destabilization, the impermanence
inherent to a country in war. In an early, sempiate Aliento (Breathing1995, (Figure 1.1)
twelve metal discs hang at face level, each rewgan unknown person (taken from the artist’s
collection of obituary photos) when the viewer bhes upon it. The deceased’s face appears with

the viewer’s exhaled breath and disappears wheimnbiaées, at which time the mirrored surface

%" Mufioz, inCantos Cuentos Colombian@}0. The artist goes on to compare the Colombitaat®n to that in
the work of Christian Boltanski saying that theadées use of the photographs of Jewish childrerdcaot occur in
Colombia because the victims are without facesaones, and establishing memories is difficult to do.
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reflects the viewer’s visage. Breathing bringsHahd extinguishes the fleeting image of a
stranger, and you, the viewer, exist in reflectioen disappear in between, a process that
continues over and over again at each of the twaikes. One cannot help but consider this work
within the context that the artist, among othelsady describe in Colombia, the disappearances
of vast numbers of people, family, friends, neigisbaever found, faces unknown, in a ceaseless
situation. As Colombian scholar Lupe Alvarez wsjtin this work one cannot overlook the
allusion to political context, since the disappeasaof people in the incommensurable and
habitual armed conflict afflicting the country,gsobably one of the ghosts that haunts the
collective conscience. In effe&liento,uses portraits of people who were assassinatectbr m
with violent deaths, thus allowing it to be intexf@d as a protest against apathy®s..”

In Biografias2002/2003, (Figure 1.2) Mufioz creates from the gip@tphs of the deceased
collected from newspaper obituaries, individualtgots rendered through charcoal dust
suspended on water, in a film that records a psobgsvhich the image evolves, a process he
began with the seriddarcisos,in 1994-5. InBiografiasthe portrait appears from the dust loosely,
but obviously, projecting the likeness of the paut@ar individual on the water contained in a sink.
As the video proceeds the water begins to disapp@man the drain and as it does the portrayed
face distorts to grotesque, then indecipherablisptbat ultimately flow down the drain, forever
lost, accompanied by the sucking sound of wates@eg. In a continuous, seven minute loop,
the drain soon spouts water, the sink fills andpibetrait of the recently disappeared, reemerges to
the sound of water filling the basin, only to cantdisfigure and disappear again, when the drain
opens the next time. Each of the five portraith@Biografiaseries is installed upon the floor in

a large, 138 x 138cm square of light for viewergatbinto; as if they, too, might disappear down

% Lupe Alvarez, “Dissolution and Phantasmagoria,Oscar Mufioz: Documentos de la Amne$ia7.
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the drain, helpless to the circumstances that thelkdeceased subject, and the countless other
victims in Colombia.

Mufioz’s portraits employing photographs from tigevspaper obituaries, demonstrate an
integral aspect of the artist's practice. Althodmghstates that the images of the deceased he
collects interest him, not for their relation tdipoal violence, rather because they illustrate th
dead and are published in a daily list: new dayy deaths, new faces replace and hide those
reported yesterday and so on. As he mentionsgilCtilombian context of war, everyday events
require one to filter out occurrences as a meassivival “We need to forget, for legitimate
reasons of self-defense and health, but it isds@ssary to remember...And | am referring now
to things that happen every day in this countfy.Hence his portrait subjects provide discernible
faces that read as individuals who are unknownsbuotehow familiar, within this nation in
conflict, as examples of victims, disappeared andéad.

This interpretation relates to Mufioz’ reliancel grarticular way of using photography as the
medium central to his expression. He cites RoBadhes when discussing his approach:
“....Barthes’ idea is very relevant: that the truadtion of photography is fulfilled when the
referent disappears; it is at that point that pb@phy acquires all of its force and value. Okthe
individuals who have disappeared and died, the dobpment that can attest to their existence—
in addition to those mementos sometimes preseryeldir families, like articles of clothing or

certain objects—is photograph{'The obituary photo serving as the subject in Mufiork acts

%9 Mufioz,Cantos Cuentos Colombian@}6. Critic Santiago Olmo, historian Daniel Pécand various other
writers, historians, sociologists and others wheehaved and/or studied the Colombian civil wartleése last thirty-
five years, in particular, discuss the extent tacwhiving requires forgetting for survival undéreise conditions of
extended, brutal conflict and uncertainty. See @l@scar Mufioz,155-57, PécauGuerra Contra la Sociedad,
137-9, 211.

" Mufioz,Cantos Cuentos Colombianog46. Roland Barthe§amera Lucida: Reflections on Photograptrgns.
Richard Howard (New York: Farrar, Straus and Girdl881), 78-79.
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as the index for the deceased individual; the éd@especific person, a particular nose, chin, pair
of eyes is legible, and therefore, remembered tiirdduiioz’ art. Although the artist declares his
work not overtly political, the distinct faces aimeless, deceased individuals in his pieces lend
themselves to interpretation through the lens efiblent context surrounding their creation.
Because they are faces of the dead, Muiioz’ p@ttadtwever they are conveyed and evolve in the
course of the work’s projection, serve as index @mlembrance of these individuals and the
countless others whose unacknowledged deaths imaskdlence in Colombia. Regardless of
Muioz’ statement of disinterest in the politicgbast of his work, by including images of the
deceased, conveyed as figuratively rendered paisalyis pieces evoke individual victims within
the Colombian context.

In Re/trato(Portrait/re-treat) 2003, (Figure 1.3), Muiioz toes upon the impossibility of
fixing the portrait in a lasting image in a twergight minute video incorporating his own face as
the subject that is repeatedly rendered that tismoldes. In the large-scale projection of the
video looming over the viewer, Muioz draws his tikes with a water-soaked brush on a ground
of gray stone, creating a simple caricature ofdjres portrait recognizable but fluid, without the
exacting portrayal of a photograph. It is a remdgethat changes as the lines dry and disappear,
the likeness a fleeting image that recurs repeaiadhe video, suggesting the deliberate effofts o
trying to fix and save the portrait but, like a namit dissolves gradually, leaving only the
strongest lines of the composition until they teanish. Within the constancy of violence in
Colombia, the futile attempts to hold and protédse taken, killed or displaced, resonates in this
piece.Re/tratoenvisions change, continuous and disquieting, hadnicessant effort to regain

what is lost.
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Hence, unlike Salcedo whose work includes nalyifigurative portrayal of a person, no
face, no name, no appendage or facial feature, Kluéoters his practice on portraits and the
rendering of people recognizable but anonymousjmgake toll from violence human and
personal in readily legible ways. Again, he does wWorking in a genre different than the medium
Salcedo chose, one that carries a separate sgb@dtations by the viewer. Alternatively, her
approach elicits the viewer’s deliberate confrantatind study of the work to absorb the deep
seeded sense of pain and loss endured by victithewtirelying on visual cues—albeit faces or
scenes depicting violent acts. As the complexitthe history of the conflict in Colombia defies
straightforward summarization, the visual addrease®lo constructs within the context of daily
violence challenges and complicates the means Iohvelnt conveys the measure of war’s effects.

By way of contrast, Colombian artist, Juan Marktthavarria explores the effects wrought
by violence through constructed photographs andosdhat speak to the brutality through images
at once indirectly and vividly referential. Echaitarwas an author of fiction who after decades of
writing began in the mid 1990’s to address the locnih photo-based, metaphorical images. His
first, deeply unsettling photographs are a serdled¢Retratos/Portraitsl996, (Figure 1.4),
numbered black and white images of chipped, craekeldscarred mannequins found on the
streets of Bogota, not unlike Beatriz Gonzéalez’ osund objects from urban sites in her
sculptures. Each piece presents a head revelakngldnk stare of these improbably idealized,
blond, blue-eyed figures, jarringly battered witipmg holes, gouges, chipped areas and
enormous fissures surrounding their imperturbahleeg A sense of the uncanny pervades these
human likenesses. Despite their immobile featuhes; symbolize in graphic detail, the violence
suffered by the Colombian people, and as functgsineet models for the merchandise sold in

the nearby stores, they resolutely continue toc¢fiom” despite what they have endured.
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Although the idea of portraying mannequins as adsta for victims sounds predictable,
Echavarria’s portraits are anything but expectedch image is shot from a perspective that
sharply fixes our gaze on the irreversible damadgfeied, the tape and string awkwardly mending
the wounds, and the continued role they play delcmeshopkeepers who ignore their injuries
because their bodies remain serviceable, theredatired our empathy for their shattered faces.
The artist describes these portraits, his initislial rather than written expressions, as indieativ

of his approach “Somehow in taking these pictundsch became my first series, | understood the
direction my art should take. | would explore vinte through metaphor..””

Echavarria approaches his focus on the conflichfthe perspective of someone whose life
spans the history of “The Violence,” and he seeksonfront the normalization of this terror. “I
was born in 1947. We have not had a single yepeate since then. There has been an ongoing
civil war in Colombia. In 1950 it was the politicstruggle between Liberals and Conservatives
throughout rural Colombia....Many in the paramilitaryd guerrilla forces come from families
that were victims of this violence. The pointhat this recurring cycle, this vicious circle of
violence, has become normé&f.From his experience Echavarria conceives worgsifir
photographs, later in videos, that draw one’s &y deeply unsettle as the viewer interprets the
nature and implications of his images. As he swthy states: “But without seeing blood, because
when you work with such painful and chilling thenyesi have to be very careful. Deciding how
to represent violence is an important ethical judgtt’® Although his medium differs from

Salcedo’s sculpture-based practice, both artisddsesd the conflict in their country by creating

™ Laurel Reuter, “Requiem for a Country,”Jnan Manuel Echavarria: Mouths of Ash/Bocas de £&fNorth
Dakota: Edizioni Charta Milan, North Dakota MuseafrArt, 2005), 10.

2 Ana Tiscornia, “Juan Manuel Echavarria,” transitB@o Giraldo inMlouths of Ash/Bocas de CeniZa,

3 Juan Manuel Echavarria, in Herz&@gntos Cuentos Colombiand€0-91.
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works that require the viewer’s sustained visuglagement to discern the full measure of
violence’s effects.

Echavarria’Corte de Florero/Flower Vase Cu®97 (Figure 1.5 and 1.6), series of thirty-
six, large, black and white gelatin silver prinkemplify his deliberately constructed,
metaphorical approach. The artist draws from twelated traditions in creating these works,
building from a history that weighs and enlivenssth images. Based on the beautiful, la® 18
century botanical prints created by the Spanisgiottument the flora discovered during
expeditions, Echavarria constructs exquisite imaféiswers, each on white ground, the blossom
labeled below in elegant scrifit. The name given each specimen derives from thainL
scientific name followed by an adjective the artisbse related to his impressions of violence and
drawn from old memories. Those memories informatiist’s choice of subject in this series as
one realizes upon studying each flower, the stetal® pistil and stamen are created from human
bones precisely arranged such that they unnervipgtiray the flora. The sense of violence each
image evokes, derives not only from the human bboéfrom the reference Echavarria makes to
a tradition during the 1950’s violence, in whiclrgses were mutilated in a specific manner
labeled “cuts,” a horrific practice his arrangedhbs imply. As he explains, “The work has to do
with a childhood memory from the 1950’s when | tiiea Medellin. Violence at that time was not
in the city but between conservatives and liberathe Colombian countryside. They used to
mutilate the victims’ corpses to which they gave tlamecortes(cuts). As a child, | remember

hearing about theorte de corbatdtie) and thecorte de franelgvest)....They really were

" Tiscornia, “Juan Manuel Echavarria,” 66-67. Intjgalar, Tiscornia discusses the botanical exjpeuttfrom the
late eighteenth and early nineteenth centuriesoaedook from this time that was an inspiratiofcthavarria

work, TheReal Expedicion Botaniogroyal Botanical Expedition) a trip led by Jose&3#ho Mutis in the

Kingdom of New Granada. See also, Ana Maria ReYagpturas y mirades sensacionalistas: Reflexiones
fotograficas de Juan Manuel Echavarria sobre lenita en Colombia (Disrupting the Sensationali€ize. Juan
Manuel Echavarria Photographic Reflections on \fioéein Colombia), Bocas de ceniza. Juan Manuel Echavarria
(Bogota: Valenzuela y Klenner arte contemporan889y
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atrocious mutilations...I had to exorcise those euts transform that memory into something
else.”®
The name of the series and of each specimeigehsrthe artist’s dialogue with the violence.
For example th€orte de Florero/Flower Vase Cuof the group refers to an infamous “cut” from
the 1950’s and his individual titles impart furthmeanings, such &daxillaria Vorax,the former
is the word for orchid andorax,is voracious in Latin, drRadix Insatiabilis: Radixs root and
Insatiabilis insatiable in Latin. In specific titles such assbgamong others, the adjective
suggests the endless, continuous presence of gmldvioreover, the artist’s choice to depict
flowers should be considered not only as it linkd 8" century botanical prints, but to the
dominant role the flower industry plays in the Golman economy. It should also be noted that
although the artist creates these images in aatslyi evocative reference to the lovely historic
prints of flora, his works are engaging but notlaescally appealing upon close viewing they are
disturbingly vivid references to the tradition ablence. These works impart national identity,
legacy and pride, in the bones of those deceasadgad as the flora and therte de florerahat
figures prominently in Colombian history.

A final, powerful example of Echavarria’s addre$she reality and effects of the conflict is
his four minute vided®andeja de Bolivar/Bolivar's Plattet999 (Figure 1.7). This brief film
based on his series of ten photographs, begiistirgtimage of a beautiful, ornate platter bearing
flowers and the words “Republic of Colombia parar$pre” (Republic of Colombia Forever), a
reproduction of the porcelain platter commemoramlombian independence given to Simon

Bolivar, legendary Father of the Nation. In thecassive images the priceless dish is broken, the

S Echavarria in Herzog;antos Cuentos Colombiano$80-184. See also, ReuterBocas de Cenizad,and 28.
The bones used by the artist were human and adguifg@ogota. In reference to thertes,the artist goes on to
describe the contemporary practices of the part@més as similar in terms of the frequent disemélavent they
would undertake so that the corpses would thenwhdn thrown in the river.
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sound reverberating in the viewer’s ears, then Betto pieces, then shards, then pulverized
into a pile of dust that, in the final image apgeas a snowy mound of cocaine. It dramatically
portrays the violence, the current enduring cao$esrco-trafficking and the devastating
consequences to the nation, its heritage and oriizés he statesBolivar’s Platterrepresents

the fragmentation of a nation...In the beginninghef 1980s, the drug war began and the
fragmentation continues with more than two milljggople forcefully displaced from their lands.
Not to mention the death and mutilations that aquamy the drug war™® No face, no flesh, no
body nor blood appears, but with precisely consédiamages, Echavarria depicts what violence
destroys.

From the late 1990’s on, the artist repeatedipleyed video to convey his work. As he
describes it, “... At this time | am much more intdegekin projects involving people who have
suffered personally from the horrors of violencartlprojects about my own ideas of
violence...Art, photography and videos can, | beljdethis country’s memory. To become an
instrument for those without voice or vote, becahgs have so much to tell us, so much to
teach.”’

In a nation plagued by more than half a centfini@ence the role of art bears a distinctive
place within the complicated legacy of war fuelgdobotagonists fighting causes that have
evolved, players who have changed, controls imptegglly or illicitly, processes of attempted
negotiation and the continuing displacements, gisapances and murders. As the 1987
Government Commission and its report publishechenvtolence stated, the causes of the conflict

are various and constant, and without straightfodvgalutions. There are reasons that the study of

’® ReuterBocas de Cenizagb.

" EchavarriaCantos Cuentos Colombias0193.
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violence is an academic field and its frequencykmo Colombia. These varied conditions have
allowed authorities to blame others and to avoateShnitiated memorials for the countless, tragic
victims and survivors.

Under the conditions of ongoing war that invadéydife in Colombia, the visual projects
of artists such as Salcedo, as well as Mufioz ahd\Eeria, contend with the horror and unreality
of what this means. As Salcedo states: “Life imo@tbia has many brutal aspects, and re-working
them allows us to survive because otherwise we avbealin total chaos. Art is a necessity
throughout the planet but it takes on a greatesesefiurgency in a country at wadf."This
chapter accounts for the depth of certainty indt@etement regarding the Colombian situation and
the ensuing chapters will unpack her antecedentsrenstrategies she proposes. Since the middle
of the 20" century and the period known laa Violencia,political violence has figured
prominently in the nation, such that during thetjg@seral decades, cultural production has taken
acts of violence into account at every phase. Withis culture of violence Salcedo and fellow
artists, such as Juan Manuel Echavarria and Oseao}/] speak to the realities of the horror, the
memory of those mourned through distinct meansgamdes, drawing from images and accounts
circulated in the press or interviews with victintsach creates work in dialogue with the civil
violence by means deliberately chosen to conflomidss, the memory and the realities of life
under these conditions, through metaphor, throogges that appear and disappear and in the
case of Salcedo, through materials that evoker#étoe of unnamed victims. Within a nation that
recognizes and studies the dominant role violeasepayed in history through the presentin is
socio-political dynamics, the projects of artisisls as Mufioz, Echavarria and Salcedo propose

strategies for acknowledging the human and culwosat of this reality.

8 Doris Salcedo itCantos Cuentos Colombiand$§8.
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Chapter 2:

Works drfPractices of Influence on Salcedo

58



Critical to the evolution of Doris Salcedo’s prdjare the works and practices of Beatriz
Gonzalez, Joseph Beuys and Marcel Duchamp. Alththegissues and ideas from each artist
vary in terms of their influence on Salcedo’s wake interweaves them in subtle ways that
offer an important perspective on her visual ch&icérom play with the Duchampian idea of the
readymade, to the use and significance of everyttgrials, to the idea of the uncanny and to
the idea of “social sculpture” giving form to sagieamong other ideas factored in her
formation, | argue that the influences of Gonzaleachamp and Beuys thread together
providing a point of departure for Salcedo’s apploa

Salcedo’s most recognized practice focuses omptoel and installation, however she
began her studies in painting at the UniversidaBaigota Jorge Tadeo Lozano. She found the
sculpture program and performance related-curriadkss rigorous. Salcedo describes her
painting studies as thorough, and critical to leemfation as an artist. Its impact will be
discussed in the next chapter. For a short timeberses included the design of theatre sets
where she says her interest in the interweaviragtadnd politics began. After completing her
degree in Bogota, she travelled the world for a y@&awing sculpture of various cultures and
eras, from Modernist and contemporary pieces inWestern world to the monumental works of
various non-western cultures which she prefernegalticular, the sculpture she saw in Egypt,

specifically the monuments related to death, enastydnfluenced hef? Following this

" Doris Salcedo, email to author, May 5, 2013. S#doexplained that the sculptures she saw thaeclatdeath
during her visit to Egypt before beginning gradusthool clarified in her mind why she wanted taatsculptor.
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decisive exposure to the active presence and plseulpture throughout the world, Salcedo
began her graduate studies in sculpture at New Yaikersity in the early 1980%.

Prior to these travels, Salcedo cites the impodarf her studies in Bogota with the artist
Beatriz Gonzalez, whom Salcedo describes as, nptagmainter, but an art historian deeply
trained in theory, who experimented in ways unbkieer artists in Colombia at the time and who
provided her with a thorough and rigorous intellatgrounding* In particular, Gonzalez’
incorporation of photographs documenting actuahesrand the layering of different kinds of
information as decisive elements in her piecesefalcites as influential, “You could see how
she went about developing a piece of work supergimgolayers of information that she would
bring in from different fields of knowledge, notlgrirom the pictorial. | feel that this model of
working was essential for my developmefft.This fusion of different kinds of information
conveyed through a complex overlay of diverse nilteand means figures in Salcedo’s project
from her earliest pieces, but in a visual langudearting from that of her teacher.

Beatriz Gonzélez creates figurative paintings ezed in brightly toned pigments
depicting art historical masterpieces or localgielis or political icons which by the late 1960’s
through the 1970’s she rendered on enamel, insaitbdth and framed by a piece of domestic
furniture. It is the furniture work for which Goéilez has received national and international

attention. A bed, vanity, nightstand or table, mme of the articles of furniture in which

8 Carlos Basualdo, “Carlos Basualdo in Conversatiith Doris Salcedo,” ifDoris Salcedoed. Nancy
Princenthal, Carlos Basualdo, Andreas Huys@esndon: Phaidon Press, 2000), 8-10.

8 Doris Salcedo, interview by author, Cambridge, Mvyril 22, 2013. Salcedo explained Gonzalez crbate
training program for art guides in which she emall In this course she said, Gonzalez createdriz@um
requiring her to read all of the major theoristd arnt historians and to produce weekly essaysalkd analyzing
what they read. Salcedo described it as an educstisigorous that when she arrived at NYU fordraduate
program in Sculpture she found the readings andirements far less demanding, and decidedly les®tigh and
substantive.

82 Basualdo, “In Conversation,” 9.

60



Gonzélez incorporated her radiantly hued paintiige. furnishings varied, many were metal
with faux-wood grain painted over it; others weoastructed of wood, their warm tone and
surface sharply contrasting with the bright, flamel image attached to their frames. The
leading Colombian critic during the time, Marta Baarelated the two types of furniture to
distinct social classes in Colombia, the metalifure she said engaged the lower class masses
and the wooden pieces the middle classes. Gonledézxpressed that she chose the wooden
pieces from second hand stores, as a deliberéigueriand statement of poor taste, a comment
that substantiates the Colombian perception ofnvoek as an attack on the elitist aesthetic
dominating national cultural institutions and leesthgp. Within this context, the furniture pieces
conveyed a layered address of social and culturahs generated not only by the paintings and
subjects, but also the composition of the furniftire

Before delving into the nature of Gonzalez’s fture pieces it is important to understand
that from the beginning her practice explored thiespnal, often gender-specific and popular
activities deemed inappropriate subjects for anil@ted in public museums and galleries. As
art historian Ana Maria Reyes states “Gonzalezdadittention to private, diverse, and hybrid
visual cultural practices and proposed them asihegie sources for a modern art
exhibition....Gonzalez thus distanced her sources fitweir “proper” context: the privacy of the
home, and an intimate relation with their ownef$&n example of Gonzéalez’s approach

includes the fourteen paintings she rendered ircharacteristic, brilliant tones for her second

8 Ana Marfa ReyesArt at the Limits of Modernization: The ArtisticrBduction of Beatriz Gonzalez during the
National Front in Colombia,” (PhD diss., Universidf/Chicago, 2011) 399, 402-3. Gonzalez commenteken
deliberate choice of the unattractive wooden funeitas an insult to cultivated audiences in amiige/ with Reyes
in August 2005, and said, as well, that she hadcoosidered the furniture attractive until yeatedavhen a
collector admired and purchased it. Reyes explhiaisGonzéalez was criticized during the 1960’s begond for
incorporating popular culture imagery and subjettitsch” in her paintings, unacceptable and “uglg'the cultural
leaders in Colombia.

8 bid., 223.
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solo exhibition held at the Museum of Modern ArBiagota in 1967. (Figure 2.1) Each of the
canvases conveyed popular culture, three includetheercial photography of children, one
portrayed a family in an image taken from a newspgpotograph, nine were based on the
popular prints or devotional scenes illustratethincommercial images produced by the Cali
based printers, Graficas Molinari and the lasssiewas based on the U.S. television series
then shown in Colombia about a collie dog who wasramunity hero. The canvases stemmed
from the newspaper clippings she collected fromcthiure, crime and tabloid pages,
commercial photographs, popular prints and starhpgathered in her studio and clearly
referenced the idea of scrap-book and aloum makwy@jcluding the photo corners and
matting, the elements evident in the homemade faeafilums. Not only that, but the subjects
she highlights, the family, children, devotionakiges and the dog starring in a family television
drama, are what Reyes describes as “...maternalli#nand pious subject matter—the realm
of the feminine within Catholic Marian ideolog$'Private life was not considered an
appropriate subject in the public sphere untilléte 1940’s, with the emergence of the popular
leader Jorge Eliecer Gaitan. Hence to include peissubjects in a painting, making clear that
these images were rendered as if they recreatedmswais private scrapbook, confronted social
as well as aesthetic rul&s.Not only were Gonzélez’ themes commonplace; a@&points out,
they were subjects associated with the femininenaerstood in the Catholic culture that
prevailed in Colombia. Her paintings conveying ¢t matted and pasted collection of
photographs and prints references the kind of fdmwak” hobby associated with female

pursuits. Although critics objected to her painsirigr the popular subjects, not gender

8 bid., 217-18.

8 Herbert BraunThe Assassination of Gaitan: Public Life and Urb&nlence in ColombigMadison: University
of Wisconsin Press, 1985), 87-88.
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affiliations, above all, her work brought the prees and uncultivated subjects of private life
into the public space, appropriating and re-presgntvhat was deemed unacceptable for cultural
institutions.

The critical response to these works providesxamgle of the issues frequently
addressed by those writing on Gonzalez's work 1860’s and early 1970’s. One reviewer,
art critic Luis Fernando Lucerna described her wawkieliberately including objects and colors
representative of “our milieu” and of the “sincefgservation of our people and of their “bad
taste,” while others, such as art critic, Alvaror@as describes Gonzalez in his review of her
1967 exhibition as “...one of the most representaditests of our art...” which he explains
through her ability to “...take newspaper photograp¥tsere, one finds outlandish, tragicomic
things reverberating with black humor, which make @acillate between screaming or jumping
from joy, that occur in our lovely countr§”Although generally favorable, most reviews
similarly position Gonzalez’s work as concernedwittcorporating the kitsch, the
commonplace, “low-brow” core of general Colombiauttere, claiming it is of “bad taste;”
consequently, her pieces were not readily embrbgeate traditional cultural leadership.

This dichotomy of critical perspectives about Gilez’s practice culminated in the
reception of her next works from 1967, two painsireg tin, the precursors to her furniture
works. The two paintinggpuntes para la Historia Extensa de Colombia Tor(®dlivar) and
Tomo llI(Santander) portray the two central heroes in @bla’s history, rendered in her
characteristic flat, simple forms of rich tonespased down and colorful as cartoon figures set
on an oval ground. (Figure 2.2 and 2.3) The &tigsual language critics associated with the

Pop Art movement in the United States and the bpgiments, clear lines and shapes of Roy

87 Luis Fernando Lucena, “Dos Exposiciones| TiempoJune 12, 1967 and Alvaro Burgos, “Beatriz Gonzékez:
satira de lo ingenuoEl Siglo,June 11, 1967.
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Lichenstein’s figures or Andy Warhol’s portraitse@use her two portraits were painted on tin,
the surface shine and visual absence of brushstiekd an appearance of commercial art,
unlike her works on canvas in which her brushstsditethe surface and the unique nature of the
piece is apparent. Given the significance of tHgexis, the critical response was dramatic, with
some applauding her critique of the nation’s offitiistory through such portrayals of these
iconic figures and others labeling them ugly, tbecs putrid. She was also accused of
plagiarism for creating these works based on pitstfim the previous centuf{l. Typical of

her practice, Gonzalez re-presented previous imagbgse two works. She based these
portrayals on poor photographs of a portrait ofiBolby a 18' century painter, Pedro José
Figueroa and a miniature of Santander that appeeprdduced in the Sunday magazin&bf
Tiempo,adding color, re-presenting them entirely in h@ndanguage on enamel. As she no
doubt expected given her choice and treatmenttodmed heros, they raised a heated response.
These enamel paintings were followed by the fureifrieces for which Gonzélez has received
the greatest attention in Latin America and abraadyell as critical praise for her continued
embrace of local culture in her practice.

During the 1970’s, before and during the time 8aécwas her student, Gonzélez created
various painted furniture sculptures, framing imgtiet depicted subjects of art historical,
didactic or devotional significance. Beginninglwiter submission in 1970 bfaturaleza Casi
Muerta, (Figure 1.6) to the International Art Biennial Gbtejer, a faux-wood-decorated, metal

bed with an enamel painting depicting a sufferinmi§t filling the base, Gonzélez created a

% Reyes, “Art at the Limits of Modernization,” 301eyes explains that, Arturo Abella, a politicahunentator
and the editor of the conservative pafESiglo,accused Gonzélez of copying her portrait of Bolivam a portrait
of Pedro José Figureoa from 1819, clearly misdiegdea that Gonzalez deliberately appropriateidnage she
found, and was re-using, what had been interpratatie national icon, raising questions aboutsbissiew of
Colombian history.
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series of what were deemed “Pop art” portrayalsriesl into pieces of furniture. Critics
associated her In this case her iconic figure eésl&t one of the most venerated images in
Bogot4, the Fallen Christ of Montserrat, the famsudpture in the Basilica of Montserrat,
which represents the Biblical image of the Falldmi& of theVia Crucis.In particular, this

image was known to Colombian viewers through theuper local print by Graficas Molinari
representing the Christ sculpture depicted crownddorns laying against a Cross strewn with
roses” This work succinctly demonstrates what Gonzéleggests when she describes her
furniture pieces as “a representation of a reptasien.” In this and her other works that
juxtapose paintings of religious, social, natiomaart historical icons sassily rendered on enamel
in a seemingly “paint by number” simplicity, sh@resents an image “framed” in an elaborately
dramatic manner, one that continues to strike tbwer as unexpected and unfathomable. The
metal furniture painted with trompe I'oeil woodegrtons, the brashly toned, flat and strangely
unsettling depictions of recognizable subjectsyaigein a critical space that confronts
expectations of what is art, where it belongs dedaiace of furniture as frame or subject.
Although the international jurors at the biennial dot champion this work, Latin American
critics celebrated the local furniture, her nowogmizable “pop art,” colorful depictions on
enamel and writers such as Marta Traba deemedetva_atin American avant garde, regionally

specific, but integrating fresh language, materidisas*

# Ibid., 347-50.
% Gonzélez quoted in Marta Trahas Muebles de Beatriz Gonza(&gota: Museo de Arte Modern, 1977), 65.

% Traba,Los Muebles de Beatriz Gonzal8zand ReyesArt at the Limits of Modernization,” 400-401 cignDario
Ruiz Gomez, “La Il Bienial de Arte, La Figuraciéreiotada” inEl EspectadorMay 1970, who discusses
Gonzaélez's art as based on authentic urban populaure not folklore. Not only critics, but arstorians interpret
Gonzalez's furniture pieces of 1970 as part of @nLAmerican avant garde, her use of furniture hase, a frame,
the language of images set within domestic fureitwas recognized as introducing new forms, sownds
materials into what was practiced in the Coloml@ad regional art world at the time. See for examidieri
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Gonzalez’ furniture pieces, in particular, addnemsous issues that deserve notice for the
perspective they shed on Salcedo’s practice. Ngr@&inzalez chose furniture that was not only
secondhand, but also, most importantly, belongkmestic interiors, specifically in the most
private rooms in the home, the bedroom and dressimg. She focuses on the furnishings
where one’s intimate life exists hidden from thdlpueye, placing her vibrant enamel paintings
within its form, then installs it before the eydsweryone, making the private public.

Moreover, Reyes points that, given the nationatexdn “Emphasizing the private world in the
public sphere had important connotations aboupthtigical culture in Colombia and its
mechanism of gender and class exclusion. Gonzétm®graphic choices paired with the
bedroom furniture, call attention to the pervasasnof Catholic ideology in the private world of
intimacy, sexuality, and gender constructs... Thedseteference to the domestic and private
interior is central to Gonzéalezfsamingof problems and issueg?”

Not only is Gonzalez’s choice of furniture anddtsnotations of the private, protected
space of home compare to Salcedo’s selection dféit tables, beds and bureaus but, the
former’s concern with encouraging the viewer’s eleagagement and examination of the work
is a strategy important to Salcedo. Gonzalez eoaloréhe faux wood grain, the trompe I'oeil
painted on the metal frames of the furniture, pngishe artisans for their great skill, and
commissioning them to create a kitchen table inclvishe inserted héma Ultima Mesal970
(Figure 2.4) her rendering of Da Vinci'$he Last SupperGonzéalez found the “visual trickery”
of the faux wood a means of inciting the viewelowk closely at her pieces, creating a lively

tension between the trompe l'oeil wooden surfackthe colorful enamel image it framed, be it

Carmen RamirezZinverted Utopias: Avant-Garde Art in Latin AmexigNew Haven CT and London: Yale
University Press, 2004), which lists her furnitpieces as examples of vanguard art in the region.

92 Reyes“Art at the Limits of Modernization,” 364.
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The Last Suppesr Naturaleza Casi Muerténer representation of al@entury painting by
Colombian artist Pedro Quijano. Each is “a repnegtéon of a representation,” the painted metal
conveys a likeness of wood, and her painting omehaher version of a famous image. Hence
her furniture pieces take on the issue of visionrasinfluenced by the cultural context in which
the work is seen, the kind of furnishings--bed,itsampainted table--for example, are associated
for a Colombian viewer, with sellers from a partauBogota area and with working-class
consumers?® And to Salcedo, these references resonated.

The visual construct Gonzalez fostered implicéttesviewer through not only physical
proximity to the piece, but through the mode ofceering the work. Rather than the traditional
approach of viewing the painting, hung on a wak-level, one must bend or crouch beside
the furniture to look down at the bed or table tmpinto the place where the mirror would sit
upon the vanity. The viewer’s body physically tetato the furnishings. As one hovers over the
piece of furniture and peers down at these devatiomages, the viewer assumes a posture that
as Reyes states, conveys a kind of disrespedidsetsacred figuréds Hence, Gonzalez's
furniture pieces pointedly criticize the establidimeeans of presentation and placement of
images of reverence by inserting these representatwithin a piece of furniture, specifically
furniture from the space of private, intimate ddifg and situating them where the viewer’s
body reclines. Moreover, the image is depictedhthe simplicity of form and color typical of
popular media notices. Furthermore, the artistldigpthis bedroom furnishing in a public space.

By various means Gonzalez confronts the Colombigtui@l and social elite and the audience

% bid., 370-372.

% |bid., 389-90. She states that, for example, #ikeR Christ is painted “irreverently” on a surfagkere the
viewer's body would lie, clearly not the hallowerbgnd befitting him. Hence, the respect due Clisigbsent with
the implication that she critiques Colombian demodl images and beliefs through the framing ofréipresented
popular image on a bed, and in the flat, colorfahmer in which she depicts the famous representatio
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overall, by contesting accepted artistic practiggl subjects, materials and a visual language
that juxtaposes disparate worlds of thought.

Exposed to Gonzalez’s approach of questioning i@bla’s cultural structure, Salcedo
absorbed the importance of creating work in diatogith the country’s socio-political context;
the fusion of disparate material elements i.e.tpagron enamel, furniture, printmaking, the
importance of engaging the viewer at close proximithere one can discern issues and
technique visible upon careful scrutiny; the usewdryday objects as part of a carefully
conceived and constructed visual expression; amthgertion of found, domestic furniture into
public viewing space, with all its material implicans. It would be an oversimplification to
reduce Salcedo’s incorporation of household fureitahairs, bureaus, beds and tables to the
influence of her teacher, Gonzalez. Salcedo csestelptures and installations with one or
multiple chairs or tables, but no painted, figuwratelement is contained by the furniture. In
addition, the surface of Salcedo’s piece bears mahtasertions, evocative and palpable such
that vision is activated through the presence ofard, cloth, hair, surfaces scarred and chipped
rather than filled with brightly rendered likenessg famous figures. Salcedo absorbed visual
lessons from Gonzalez such as a thorough foundetipainting and the techniques of
incorporating unexpected forms and elements, beiado drew from her teacher’s deep
grounding in art historical ideas, artistic thesrand deliberate efforts to generate art’s role in
social dialogue. This grounding and approach tmaking affected Salcedo’s particular interest,
for example, in Joseph Beuys’ ideas. Gonzalezesesork that engages directly in Colombian
culture, and that engagement figures prominentlyaltedo’s practice.

Building from Gonzaélez's ideas of social engagemattention to mundane objects and

the visual weight and significance of materialdc&ao chose to begin a graduate program at
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NYU in sculpture where she intensively studied pbsBeuys’ theories and oeuvre. Her decision
to pursue graduate work at NYU stemmed from heirelés live and study in downtown New
York, amidst the art world and galleries. As Sdfrstates, she deems Beuys’ practice
extremely important, and that when she was in Nenk\uring the early 1980’s she studied his
work obsessively; she recalls that his pieces westalled in various institutions and his ideas
were widely discussed and circulating in the &itySalcedo came to New York deeply interested
in Beuys’ project after seeing an exhibition of maltiples in Bogota that intrigued her, she read
extensively on the artist and his ideas, includimgfirst book she read in English. Studying his
work became the focus of her graduate programulptae, as she states, “...I1 chose it as a
point of departure® In particular, she found in Beuys the means dhneking the tradition of

Modernist sculpture and addressing the socio-palittapacity of the medium. As she explains

....Encountering his work revealed to me the conoéfsocial sculpture’, the possibility
of giving form to society through art. | becamegianately drawn to creating that form,
which led me to find sculpture meaningful, becausgely handling material was
meaningless to me. Placing a small object on a fasmed completely vacuous. That is

why Beuys was so important to me’’...

Moreover, she points to the thematic weight witholthe charges materials, “I found the
possibility of integrating my political awarenesgwsculpture. | discovered how materials have

the capacity to convey specific meaningSReading Salcedo’s words, Beuys’ influence on her

% Doris Salcedo, interview by author, New York, NYgtober 21, 2012 and email correspondence, MagB3.2
% |bid., May 5, 2013 an&alcedo quoted in Basualdo, “In Conversation,” 9.
*"1pid., 10.

% Ibid.
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practice is unmistakable. The particular aspeckssoproject, his ideas and means that she
chose to consider, and the ways in which they thret® her address, all deserve examination as
they provide sharp insights into her priorities.

Salcedo arrived in New York for graduate schodhwhe theoretical foundation for her
approach to sculpture in her mind before she bagdrBeuys’ theories were already part of it.
The art historical and theoretical education sleeixed under Beatriz Gonzalez’ direction, in
which Hegel, Benjamin, Levinas and Adorno, amorigedd, figured prominently in her rigorous
studies and weekly presentations, prepared herfarehe issues and philosophy underpinning
Beuys’ practice® Salcedo’s project grew from the approach thanthgerial expression she
created addressed political violence in the coraéste victim and viewers experience. Her art
was to be situated in the world, that world whigople lived but endured in silence, created
from the theoretical foundation and perspectiveabsorbed through Gonzalez, hence Beuys’
approach resonated profoundly. As she states, “adht had the chance to make sculpture until
| reached New York. | already had a theoreticatfework for what | wanted, or didn’t want,
prior to sculpting in practice. That in itself maitiéngs difficult at the beginning. | wasn't at all
interested in the Modernist sculptural tradition'°°"Beuys’ project exemplified a sculptural
tradition in sharp contrast to the modernist legatig emphasis on sculpture’s socio-political
space and role, as well as the significance of p@ebed, everyday materials, as part of
sculpture’s work as an agent in society, are elésnemportant in Salcedo’s practice as well.

In particular, the idea of “social sculpture” wa8euysian concept widely known,

discussed and a central idea Salcedo considetegt joractice. Social sculpture was a kind of

% Doris Salcedo, interview by author, April 22, 20N&wton, MA.

100 carlos Basualdo, “Interview,” 9-10.
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activist aesthetic project; Beuys believed in axpanded notion of art” in which all individuals
are artists. But the ways in which his theoriescfiomed were as much on a conceptual as a
material basis and were explained by the expamsugre of his practice. Beuys created work
that ranged from drawings, prints, sculptures, abjanstallations, multiples, and performances.
Later in his career in the 1970’s, he became paliy active in Germany, initially creating
“counter-institutional frameworks” for timely sotiand political debate, then political parties,(
he was a Green party candidate), and activist gaons. By the early 1970’s he described the
open public discussion and debate of issues ag#tieation of his idea of “social sculpture™

It should be noted that he believed that creatiwig central to his idea and that in directing
these political discussions his address was a&itasi he explained when asked in a 1972
interview if his work with this focus was politicattion: “...For me it's an artistic action. More
and more we proceed from the assumption of sedrdehation, from human freedom as a
creative, that is, also an artistic point of depat So it is a cultural question in the first @ac.

all human knowledge comes from art. Every capamiyes from the artistic capacity of man,
which means to be active, creatively*” Add to this approach the cult of personality thet
encouraged throughout his career, from his earp’s>‘actions-performances” telling the story
of his survival as a wounded German soldier in \WaMar Il, to his use of materials such as felt
and fat in his sculptures and “actions,” to his emeb and focus on symbolic creatures, the stag,
the hare and the coyote in his installations amtbpaances, and one sees that the extent of

Beuys’ presence and practice circulating in theldvaas formidable. (Figure 2.5)

101 Claudia Mesch, “Institutionalizing Social SculpturBeuys'Office for Direct Democracy through Referendum
Installation (1972),” indJoseph Beuys: The Readed,. Claudia Mesch and Viola Michely (Cambridgel TNPress,
2007), 198-9.

192bid., 211, taken from ‘Postulat auf WandtafelnBuro Beuys, Documenta 1972’ (postulate on boafd3RD
office at Documenta 1972), reprintedJieder Mensch ein Kunstler. Gesprache auf der Dooten®1972, ed.
Clara Bodenmann-ritter (Frankfurt: Ullstein, 19F8)-2, 68.
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In terms of Beuys’ proposals, his idea of “sosi@lipture” resonated most closely with
directions Salcedo pursues in her practice. Hpgwsed, as he wrote in the catalogue of his first
major U.S. museum retrospective curated by Cardlisdall in 1979 at the Guggenheim in New
York, that sculpture and the idea of sculpting barexpanded to include different results as well
as means accessible to everyone and immateriahe Atates: “My objects are to be seen as
stimulants for the transformation of the idea aflpture, or of art in general. They should
provoke thoughts about what sculptaea (his emphasis) be and how the concept of sculpting
can be extended to the invisible materials useeMayyone:Thinking Forms—how we mould
our thoughts o6poken Forms—how we shape our thoughts into words®QCIAL
SCULPTURE—how we mould and shape the world in which we ISeulpture as an
evolutionary process; everyone an artist!® Tisdall interprets these ideas, describing Beuys’
intention as one in which “...It means a widened emof art in which thevhole process of
living itself is the creative act...it implies an intenstfifeeling for life, for the processes of
living, and for the structures of societ{?* Most importantly for the purposes of the Beuys-
Salcedo link, she points to the German artist's@g@gh as, “For Beuys this process of personally
understanding and discovering the world began sathipture, or more precisely, with material.
Material is substance, both carrier and conveyeneéning.*®

The meaning of materials in Beuys’ project plagesignificant role within his concept of
“social sculpture,” but in particular, it bore syalic weight within the context of post-World

War Il Germany. As Gene Ray proposes in his eskaseph Beuys and the After-Auschwitz

193 30seph Beuys, “Introduction,” in Caroline Tisddbseph Beuy@New York: The Solomon Guggenheim
Museum, 1979), 7.

194 Tisdall, Joseph Beuys7.

1% |pid.

72



Sublime,” the artist’s work was a “project of moungy’ and within this construct Beuys’ chosen
materials and objects, felt, fat, flashlights, émample, carry connotations linked to German
history during and after the wd® As Bejamin Buchloh states in his 1998 essay rgidening
Beuys’ work, “All of Beuys’ materials are no doudrived from the shambles of postwar
Germany, in the literal sense of a culture in sHasta culture of debris.. ¥ Beuys repeatedly
used felt and fat in his actions and sculpturegerrads he explained as integral to his personal
history and survival during the war, when he wast sfown over Crimea and found by Tartars
whom he credited with saving him, “...They coveregmody in fat to help it regenerate
warmth, and wrapped it in felt as an insulatoréexthe warmth in**® Regardless of the
extensive scholarly discussion as to the veradiBenys’ tale of this war experience and the
colorful, seemingly mythical life story he repediepresented, the artist’'s choice and frequent
use of fat and felt in his practice bears a soailitipal significance integral to his social

sculpture project that registered with Salcedo@thér artists’® Hence, the materials and the

1% Gene Ray, “Joseph Beuys and the After-AuschwitdliSie,” in Joseph Beuys: Mapping the Legaegt, Gene
Ray (Sarasota and New York: The John and MabellRmdluseum of Art and DAP, 2001), 60-65, 68-69.

197 Benjamin Buchloh, “Reconsidering Joseph Beuyscedhgain,” inJoseph Beuys: Mapping the Legad§,
198 3oseph Beuys, Tisdallpseph Beuyd7.

199 Benjamin Buchloh, “Beuys: Twilight of the Idol&rtforum, (January 1980): 35-40. Buchloh’s critical
assessment of Beuys’ declared personal historyhantble this plays in his practice was articulatesiv famously,
in this article. He stated “As for Beuys, the aid the myth seem to have become inseparable frerwadrk, and
as his confusion of art and life is a deliberategpammatic position, an ‘integration’ to be achigwy everybody, it
seems appropriate to take a critical look at sospeets of Beuys’ private ‘myth of origin’ beforeoking at the
actual work. Beuys’ most spectacular biographiddaonvenue, the plane crash in the Crimea, whigiposedly
brought him into contact with Tartars, has nevarbguestioned, even though it seems contrivediasifamatic.”
Buchloh’s criticism was followed by numerous schigl@uestionings of the Beuys’ story of his pastl és relation
to his project, as Gene Ray states in his essagefh Beuys and the After-Auschwitz Sublime,” ‘tiedising on
Beuys’ asserted project and in accepting the ptedarnity of his life and work, critics have rested themselves
to a general dependence on Beuys’ own discourseelfithterpretations. Such sources are of courisegpy for art
historians seeking to reconstruct Beuys’ intentiothe genesis of particular works. But criticg,tvhether
discussing an action, interpreting an installatmmanalyzing Beuys’ theory of social sculptureyvénéollowed the
leads and borrowed the terms provided by the dnitisself.” Hence, the artist's statements weigheahiy in the
reception and embrace of his work during his Iifetiin particular. He died in 1986. It should béedcthat
Caroline Tisdall, in her exhibition catalogue foew/s’ first U.S. museum retrospectiveseph Beuygresented
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larger than life biography Beuys presented werggaly interwoven that one’s perception of
his work was fueled by this joint address.

The idea of the “project of mourning” and the siigance of materials Ray proposes,
provides a means by which to perceive the wayshiiclwSalcedo finds resonance in Beuys’
practice. As Buchloh stated in his 1980 essay emyB, “In the work and public myth of Beuys,
the new German spirit of the post-war period fitdsiew identity by pardoning and reconciling
itself prematurely with its own reminiscences aéaponsibility for one of the most cruel and
devastating forms of collective political madnesatthistory has knowrn:*° Ray makes clear
that Beuys did not publically state his intentioratidress the war and its atrocities, as he did
announce his focus on creating an expanded notiart encompassing a broad public in actions
of creating social sculpture, however, in Ray’s a@gf...Evoking and avowing the Holocaust
through various strategies, Beuys’ pieces and @&t@an also be read as objects and gestures of
mourning...Beuys’ strategy for evoking and avowing Holocaust became one of indirection.
The strongest works function through formal resembé, material affinity, and allegory, rather
than through direct representation or confrontatidh Ray establishes that Beuys did not

directly discuss his beliefs and feelings regardimgHolocaust, nor did he state a deliberate

the artist’s account of his WWII plane crash arld td the Tartar’s help with fat and felt, and indéd three
photographs of the damaged plane in Crimea asasellseparate photograph of Beuys in soldier'umifn
Manfredonia. She refers to the crash as “...abdgldetermining...It is certainly true that withoutigtencounter
with the Tartars, and with their ritualistic respéar the healing potential of materials, Beuys Wdonever have
turned to fat and felt as the material for sculefui6-17.

10 Bychloh, “Beuys: The Twilight of the IdolArtforum, (January 1980), reprinted doseph Beuys: The Reader,
ed. Claudia Mesch and Viola Michely (Cambridge: TMAress, 2007), 114-115. As he further states: ‘Mi&

myth does tell us, however, is how an artist, stibwerk developed in the middle and late 1950s,winolse
intellectual and aesthetic formation must have geclsomehow in the proceeding decade, tries teedonterms
with the period of history marked by German fascemd the war resulting from it, destroying and &ilating
cultural memory and discontinuity for almost twacddes and causing a rupture in history that lefitaidlocks
and blanks and severe psychic scars on everybeady lin this period and the generations followihgBeuys’
personal myth is an attempt to come to terms witisé¢ blocks and scars.”

M1 Ray, “After-Auschwitz Sublime,” 57 and 59.
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strategy to encode his materials, objects andractth references to that horrific tragedy.
However, visual links can be drawn from his wor&tttas Ray suggests, support a reading of
indirect statements that act as part of a kind efiming project.

| cite two from the several examples that Rayulses, as they should be considered in
the context of materials and objects figuring ifc8do’s project. The first is fat, and in
particular, Beuys’ 1963 worlChair with Fat,(Figure 1.7), in which an enormous wedge of fat
sits upon the seat of a basic wooden chair, Tha fdrthe chair suggests the absent human
figure, the fat placed, as it is, upon the seatrevfiee body would rest, evokes a disembodied,
but physical presence. As Ray describes, “...theeddauman figure which the chair’s form so
strongly evokes is absent, but reappears stubhaméykind of ghastly afterimage, in and
through the wedge of fat Beuys has substituteit.fdi Fat, although equated by Beuys with
the lifesaving, warming properties he learned ftbm Tartans, Ray associates with the oven
fires at Auschwitz, and specifically, its “form tormlessness” quality as it relates to the body.
“But it must be said unequivocally that fat firgtadl refers to the body and to the vulnerability
of the body to fire. Beuys could have demonstréte sculptural principle by simply using
wax. There was no need at all to use or namenthtrevolve the inevitable links to the body.
That fat marks not just the body but the body eftiblocaustal sacrifice is clear enough:2”

Felt is a second material Ray suggests as an égarhBeuys’ World War Il reference.
Beuys claimed the Tartans insulated his chilledydmdwrapping it in felt, but the material was
known in wartime Germany for other disturbing reesone cannot help but consider. (Figure

2.6) Ray explains that after 1942, the hair of emi@tion camp victims was cut, gathered on

12hid., 69.

13hid., 62-63.
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site and sent to German-owned factories to be nmddelt that was then used to make products
during the war, such as slippers for U-boat cremegsrailroad workers’ stockings. In short, as
Ray states, “...Seven tons of human hair, packedeamtly for shipment, were discovered at
Auschwitz when the camp was liberated in 1945. \&\&t Beuys’ personal experience of this
pressed material may have been and whatever ifgts@al properties may be, felt has a place in
the history of the Holocaust that cannot be erasenoided* Beuys incorporated felt into
many of his works, from hiBelt Suits, 1970 multiples tdnfiltration-Homogen for grand piano,
the greatest contemporary composer is the Thaliderohild,1966 in which a grand piano is
completely enclosed in a felt cover sewn to fiflgemd perfectly, to hi$ Like America and
America Likes Meaction from May 23-25,1974 (Figure 2.5), at RenecRIgallery in New

York, in which he shrouded himself in an enormaalsiilanket and lived the three days with a
coyote. His felt works are too numerous to mentiie, fat, felt is a material one associates with
Beuys’ practice and when considered from the petsgeRay proposes, the significance of the
material evokes Holocaust references, as well@suggestion of a muted silence, absence,
empty space or place, ideas prevalent in Salcquaiice.

The “project of mourning” through indirection, tHay proposes as a Beuysian strategy,
provides a basis in which to examine the elemeintiseoartist’s ideas of “social sculpture” and
the expanded concept of art from which Salcedo dindver own work. Germany after World
War Il was a country in which unspeakable traundecurred, such that in 1949 Theodor

Adorno wrote his famous statement: “To write poetiter Auschwitz is barbaric-*> As Ray

14 bid., 64-65. Ray cites Andrzej Strzelecki, “Theiler of victims and Their Corpses,”Amatomy of the
Auschwitz Death Campd. Yisrael Gutman and Michael Berenbaum (Bloontingtndiana UP; Washington D.C.:
United States Holocaust Memorial Museum, 1994) -2639.

5 Theodor W. Adorno, “Cultural Criticism and Socieiy Prisms,trans. Samuel and Shierry Weber (Cambridge:
MIT Press, 1967), 34.

76



succinctly states, “...the art of a German of Beggesieration must refuse both the beautiful and
the direct or “positive” modes of traditional repeatation. It must, like Beuys’ art at its
strongest, produce its effect according to differefes—those of the sublime. Only an art in
that register, an art which evokes and avows, wkigkes, hits and hollows, can hope to honor
the major trauma of the historical referett”

The widespread violence and brutality that ruptu€®lombian society over the last half
of the 20th century and especially during the tlaisty years, raises issues related to those
Adorno’s statement addresses and Salcedo, likeBé&ugs the weight of materials as the
means of approaching a context in which traumaagl®Vvlhe idea of “social sculpture,” in its
dialogue with the social and political circumstasiogith the context in which people live,
provides a proposal fundamental to ideas Salcedsups in her practice. But, in specific terms,
the focus on materials, the objects chosen to natghe address, Beuys’ use of the domestic
and ordinary, felt, flashlights, sleds, broomstluiag, chairs and furniture, stuff familiar and
aesthetically defined not by words of beauty bupbgpose, and the significance invoked by
their presence in the artist’s form of expressiom i action, sculpture or installation) resonates
in Salcedo’s approach. She chooses the everymagamestic furnishings, the worn clothing,
the frayed cloth, the hairs, the threads, the adpgib, the narrow doors to invoke, to convey
what cannot be expressed with words or figuraterelerings in oils or marble. As she says,
“Sculpture is its materiality. | work with matersathat are already charged with significance,
with a meaning they have acquired in the practfieveryday life. Used materials are

profoundly human; they all bespeak the preseneetafman being™’ In some of her early

1% Ray, “After-Auschwitz Sublime,” 68.

"7 Basualdo, “In Conversation,” 21.
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works she incorporated the belongings of the disapgd victims in the Colombian war given to
her by their families, but in most of her sculptutlke objects, the furniture signifies without a
known history or status as relit® The indirect statement through materials weightit
references, social and political, is central topreject.

Not only the importance of materiality, the speiiy of what is chosen and how it
figures in each artist’s production bears comparisait, Beuys’ engagement with his audience,
his interest in seeking their physical involvemieniis work, is an approach evident by different
means in Salcedo sculptures or installations. ddles not actively encourage viewers to create
and participate in her pieces in the manner Beuysusated in his concept of social sculpture
with words and actions. However, many of her paegjuire the viewer to draw physically
close: to examine carefully the cement-filled chdstsee the worn clothing or the grain of the
table to recognize the human hairs woven into thedy or to walk between a sea of coffin-like
tables one turned upside down upon the other, tsare the vast space they fill, the silence of
these hulking forms and to feel the humid soilhie &ir and note the tender green grass shooting
up from within the wood; or to walk along the exgeng then diminishing width of the crevice
that split the monumental expanse of the Tate’difigrHall; or to approach and step back in an
attempt to read, quantify and fully perceive th&@8hairs, the depth and height of the vacant
space between buildings and the wall of diverspossibly balanced, strewn and stacked
wooden chairs perched beside rather than spillieg the Istanbul sidewalk. The viewer’s
engagement with her works is more than visual amdemplative, her pieces reference the body.
The furniture is from domestic spaces, it is commeorn, accustomed to holding a person’s

weight, filling one’s home. Hence, as one seesveallls beside, between, around her pieces,

18 Doris SalcedoGuerra y Pa’, Simposio Sobre La Situacién Socielitiea y Artistica en ColombjgZurich:
Daros-Latinamerica AG, 2006)29.
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they physically engage by drawing on the vieweg®ognition of the kitchen table or chair from
daily existence, prompting one’s active, immedraizeption of the work. Salcedo’s sculptures
and installations are composed of objects and maé¢hat are by no means neutral, they claim
the viewer’'s engagement by the sheer familiaritthefdomestic furniture, fabric, cement and
soil she chooses then painstakingly alters sudhttisaat once familiar and strange, forcing one
to think and to do so in the public space.

More recently, since the turn of the century loeuk on political violence broadened to
include not only the experience of victims and stoks in Colombia, but to address individuals
throughout the world who have endured violent oggian at the hands of forces public and
private. Heinstallation for the 8 International BienniaR003, (Figure 1.9), is a topography of
war, a memorial that speaks, for example, to théemt oppression of Armenians and Greeks in
Turkey’s history, while also evoking a broad seofRistorical atrocities and the notion of a
mass grave in the seemingly chaotic assemblagewf ghairs:*® In Plegaria Muda2008-10,
(Figure 1.10), Salcedo addresses the violent aydepermeates the lives of those living in
precarious socio-economic conditions from the gandg®s Angeles to the youth in Colombia.
As she explained, “IRlegaria Mudal try to articulate a series of violent eventst tthetermine
the unstoppable spiral of mimetic and fratricidalence that equally marks out gang violence,
internal conflicts or civil wars, all over the wdrl*?° These are two examples of works among
others, in which the materials selected and thensibg which Salcedo juxtaposed, melded and
installed them address and remember victims ofipaliviolence through a lens, at once,

Colombian and international in scope.

119 Rod Mengham, “Failing Better: Salcedo’s Trajest,” in Doris Salcedo: NeithefWhite Cube: London, 2004)
9.

120 poris Salcedo, “ArtisTalk,” lecture, Harvard Unieity, Cambridge, MA, April 23, 2013.
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Not unlike Beuys’ proposal, but with a differingrdext and address, Salcedo sees the
viewer as an integral element in the realizatiohafwork. Her pieces create a space and place
for acknowledging the absence and devastatingdosssught by violence in Colombia, as
people experience what she constructs from madesiaighted with the familiarity of
possessions from people’s homes, whether or natrdligerally from the victims. As she says,
“This work is an attempt to form a certain commynén ephemeral community, the community
of the desaparecidos, with whose families | wottkey gave me objects that had belonged to the
desaparecidos of the violence in Colombia, and theed to recreate these objects, which came
from the individual space, the private grief of thailies, into a work with many niches in order
to convert an individual phenomenon into a sodedrpmenon. The grief that is limited to the
family circle becomes a social phenomentfi.By contrast, Oscar Mufioz addresses these tragic
losses by incorporating the photographs of thesfa¢eictims who were assassinated or
violently killed. In hisAliento1995, (Figure 1.1), the viewer’s breath upon a dyumetallic
mirror reveals momentarily the image of a victifmeit portrait adhered through photo-transfer to
the metal dis¢*? Hence, unlike Salcedo, he incorporates the vistiigage, which appears as an
ephemeral, fleeting image, one that hauntinglyesetin the viewer’s interaction to be realized,
and then lasts only moments, a memory soon lostdByrast, Salcedo renders a palpable
material presence in which the victims’ specifiatyd absence depends on their worn shoes and
the traces these harbor, encased in wall nichesyudéd behind animal skin. (Figure 1.4)

By conceiving her work and placing it odisiher studio, in a museum, gallery or public

setting she draws the audience into an interaationind and body. In the space her sculpture or

2L salcedoGuerra y Pa129.

122| upe Alvarez, “Dissolution and Phantasmagoria,Oscar Mufioz: documentos de la amnéBiadajos, Spain:
Museo Extremeno e Iberoamericano de Arte Contermeor&2008), 176-177.
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installation assumes vis-a-vis the viewer, shetesea physical place for viewers’ connection
with the deaths, the pain, the harrowing circumstarthat so many have endured during war. As
Salcedo states, “...my interest in the space of sardpvas in the way it can represent a
crossroad, a meeting pointf® It is in this space that the audience confrontsergages the

ideas weighted in the materiality of Salcedo’s ptiuks.

Central to Salcedo’s practice is the incorporatbrveryday objects, a strategy that
engages but transforms the Duchampian idea oftdymade. Duchamp’s influence played a
central role in the issues and ideas circulatingragrartists from the mid 30century on. As
Robert Smithson stated in a 1972 interview, “... Thenar period was dominated by Matisse
and Picasso and the post-World War 1l period wamidated by Duchamp...There has been a
kind of Duchampitis recently...** In particular, one or more of three paradigmstaited to
Duchamp on artmaking figured in the approach ofowar artists in Europe and the American
continent beginning in the fifties: the idea of teadymade and decontextualization, the idea of
the index or visual mark as a trace in a pictuit the central role of language in the
expressiont*> Varied elements of Duchamp’s approach were enebray artists such as John
Cage, Jasper Johns and Robert Rauschenberg, Ridred, Fluxus artists Allan Kaprow and
George Maciunas, and European conceptual artists Xiein and Piero Manzoni, among
others. However, it was the readymade, the matwriza object (utilitarian, not original nor
charged with particular aesthetic qualities) plaaed titled such that it is presented as art, that

played a fundamental role in tandem with his emishas the artist’s idea over the aesthetic

123 Basualdo, “In Conversation,” 11.
124 Robert Smithson, “Robert Smithson on Duchamp: Iferview,” Artforum 11, no. 2 (October 1973): 47.

125 Art Since 1900: Modernism, Anti-modernism, Postmuidm, ed. Hal Foster, Rosalind Krauss, Yve-Alain Bois,
Benjamin H. D. Buchloh (New York: Thames and Hugs2004), 496-97.
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expression, that sparked fundamental changes istitaieegies, means and language of art mid-
century through today. (Figure 2.7) As a former &at] Hans Richter declared upon Duchamp’s
death in 1968, “It is a fantastic phenomenon, amnglpart of the myth surrounding Duchamp,
that his intellectual tour de force, his Readymattesse philosophical, esoteric, critical, social
statements, weigh infinitely more for the presesrgration than his remarkable unique works of
art....”*?® As Lynne Cooke discusses in her essay ‘Reviewmagdis Picabia, Man Ray, Marcel
Duchamp, Rrose Selavy, Marchand Du Sel...’, The Readymade Boomerang. Certain
Relations in the Art of the 2@Centurythe 1990 Sydney Biennale, “...it was the three-
dimensional found objects, the readymades, whiclame major stimulants in the sixties, as
may be seen in the flourishing of the assemblageemia the early work of Robert Morris, as
well as, less directly in the activities of manypRamd Nouveaux Realistes artist§”Recalling
Smithson’s comment about the “Duchampitis” Coolegest that the French artist’s influence
grew in the seventies and eighties, with artisthsas Bruce Nauman citing his influence in the
way in which objects represent ideas. She alsdiorenDaniel Buren and Lawrence Weiner,
and other 70’s artists, who “...reiterated Duchanggsiinal realization that an ordinary artifact
is designated as art by inserting it in the apparaf the art system?® It bears mention that the
claims of Duchamp and the depth and scope of Higeimce are issues without consensus among
scholars in the art historical community. Theretlaese who consider most of his recognized

ideas as unintended and regard him as a vacuou®tiwhose works and the proposals gleaned

126 Hans Richter, “In Memory of a Friend,” Marcel Duchamp 1887-1968d. Cleve Gray, ifrt in America,
(July-August 1969): 40.

127 ynne Cooke, “Reviewing Francis Picabia, Man Rdgrcel Duchamp, Rrose Selavy, Marchand Du Sel...” in
The Readymade Boomerang. Certain Relations in thefAhe 2¢' Century, the 8 Biennale of Sydnegd. Rene
Block (Sydney: Art Gallery of New South Wales, 099104

128 1hid.,104.
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from his words have assumed an authority in theckstury that they find suspeét.Regardless
of the profundity or vacuity of Duchamp’s pronounmnts and the power or weakness of his
intellect, he set the conditions for artistic pbgdgies hitherto unknown. And it is within these
expanded parameters that artist’s such as Salcetocaintless others before her, began to use
found objects in their work.

Of particular importance to an examination of phesence of Duchamp’s ideas in
Salcedo’s choices, is the marked position Beuys\alithe French artist in regard to his own
project. Beuys criticized Duchamp, but also ackieolged the artist’s theories and objects in his
practice, leaving little doubt that Duchamp figuradis approach from diverging perspectives.
In 1964 Beuys performed an action he calléé Silence of Marcel Duchamp is Overratedhe
studios of the ZDF North Rhine-Westphalia televissbations which was broadcast as part of a
series. Characteristic of Beuys, materials assymaettular significances. Felt, fat, ringing
chimes, brown cross, brown bandages, walking stitkchocolate, and their use in his action,
were said to suggest principles of nature and weeepreted as a reference to the French artist’s
indifference towards his care€f. Following on Duchamp, Beuys created a later work
referencing the French artist’s first readymade,litycle wheel on the stool, 1913. (Figure 2.8)
The German’s worls it about a Bicycleas produced in stages, and includes a bicycle and
fifteen blackboards some covered with white or mediochalk drawings and later paint and the

tread impressions from bike tires. Beuys’ spokemments on Duchamp pointedly criticize the

129 5eeThe Duchamp Effecgd. Martha Buskirk and Mignon Nixon (Cambridge: TMPress, 1996). This book,
which is an expanded edition for the Fall 1994 ésstOctober relates the discussion surrounding divergent
viewpoints regarding the historical reception ofchamp’s work from the 1950’s to the present. Inipalar, the
exchange between T. J. Clark and Benjamin Buclilominates the contrasting perspectives on Duchanugas
and significance.

130|pbid., 103, and TisdallJoseph Beuy®2, and Antje von Graevenitz, “Breaking the Siedoseph Beuys on his
‘Challenger’, Marcel Duchamp,” idloseph Beuys: The Reagda2-3
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artist for his lack of social engagement, whictsbggests was the direction his project should
have taken. “Duchamp was a slacker who completadtlfal and interesting experiments as
shocks to the bourgeoisie, and those were dor&btiy in the aesthetic typology of the time,
but for all that, he did not develop a categoryhafught for it.**! In a later statement he
continues “So he [Duchamp] did not enhance allthek and all the labour to a new
understanding of art as necessity....This would Hmeeen of great importance, because since
then it could have already become a kind of disonsgbout existing ideology in society.... But
then he distanced himself from further reflecti8n. he did not understand his own work
completely.*? He concluded “....So in being very modest, | cowg: smy interest was to make
another interpretation of Marcel Duchamp. | triedill this most important gap in his work and
make a statement, ‘the silence of Marcel Duchangvésrated’. YOU know, after he stopped
working...he did not speak any more of art...So | gpably tried to push this beyond the
threshold of modern art into an era of anthropaalgart, as a beginning in all fields of
discussion...**® Years later Beuys admitted that his statemerastadbuchamp were
misguided, and there is some question as to hierstahding of the French artist’s ideas,
nonetheless his preoccupation with the older astiggests the importance Duchamp’s approach
plays in the German artist’s projécf.Although both artists proposed an art in whichitiea

was of singular importance, the object was notigue) rarified expression for which the

131 Joseph Beuys quoted in von Graevenitz, footnofe 30, citing Joseph BeuyBintritt ins Lebewesen
(‘Honeypump athe Workplace’), August 6, 197Documenta VIKassel (Wangen: FlU-Verlag, 1991) audio
recording.

132 Joseph Beuys in discussion with William Furlorgjated to Anthonly D’Offay Gallery, London, exhiloin,
1985, von Graevenitz, “Breaking the Silence,” 31.

133 Joseph Beuys, Les Levine, Krzystof Wodiczko, SeepWillats, William Furlong and Michael Archer, eslidio
Arts Magazineyol. 8, no. 1 (London: 1986), audio recording, sravon Graevenitz, 45.

134 Buchloh, “Beuys: The Twilight of the Idol,” 39 ambn Graevenitz, “Breaking the Silence,” 31.
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aesthetic qualities superseded all, the everydpcband common materials predominated. The
artist’s role in “activating” the work and engagitigg audience figured prominently in Beuys’
practice as opposed to the silence, the passigenmtlaimed Duchamp chose. Among other
differences, this dramatically demonstrates thdreshbetween the two artists.

The underpinnings of Duchamp in Salcedo’s workam#s in her choice of everyday
objects and materials as fundamental to her pgaithough her strategies are not directly
beholden to the French artist’s tactics. Rather thany artists of the last decades, she focuses
on another set of concerns. The readymade, thetdbpen daily life Salcedo privileges is one,
unlike Duchamp’s urinal or bicycle wheel which haaespecific origin, that is deliberately
chosen as a link to the particular victims andemblevent her piece addresses. The everyday
object she employs in her sculptures and instatiatis determinedlgot a banal, anonymous,
mass-produced object just out of the factorys tin is meant to represent a worn, personal
possession from the victimized home, which Saladdise and altered in vividly legible ways
that evidence her hand and the exacting processwsbiaes in getting back at violence’s effects
within the context of war. Robert Smithson’s chéedezation of Duchamp’s perspective on the
readymade illuminates the difference between tleadh artist’'s approach and Salcedo’s
practice: “...Duchamp offers a sanctification faeahted objects, so you get a generation of
manufactured goods. Itis a complete denial oftbek process and it is very mechanical
too....Duchamp is trying to transcend productionlitsethe readymades when he takes an
object out of the manufacturing process and thelatiss it. He has a certain contempt for the

work process...*®

135 Smithson, “Robert Smithson on Duchamp,” 47.
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Although Salcedo’s treatment of objects producdsnction and strangeness that
could be compared to that of the Duchampian readgnthe purpose and significance of this
estrangement stems from different concerns. Nansaligedo’s practice incorporates the
everyday table or chair as the material presendesading the absence of those claimed by
political violence. Her work expresses an act olimang; the worn furnishings evoke the traces
of those killed and the deliberate alterationsht@rtsurface suggest the repeated ways in which
life is forever changed and contorted for those wiwive. Unlike Duchamp’s objects,
Salcedo’s sculptures bear a complex history, ingehédut unknown, in the furniture given to her
by the families of victims, and abraded, gouged;rsand patched by the artist in acts of
remembrance (Figure 1.2). The conception angtheess of deliberate construction Salcedo
undertakes in layering cement supported by stels wathin a mahogany china cabinet, in
allowing the collar of a woman’s blouse or cuffsaoinan’s shirt to surface within the
impenetrable gray mass, speaks to her concerntiwgthct and efforts of making, to her hand in
this work. In contrast to Duchamp’s readymade stieer technical and aesthetic skill evident in
her pieces, in the splintered wood texture of thekess steel chairs, the shimmering surface of
the table bearing hairs and threads woven int@thim, evidence the machinations of the artist.

In short, Salcedo’s engagement with Duchamp istlbatedraws from ideas he put forth
that have been re-considered through various irgons by artists in the last sixty years. As
Lynne Cooke succinctly proposes, “ It could nonktbe be argued that much of the most
challenging three-dimensional work of the last deygars [1988-90] is more complex or more
layered in its range of reference than much ofith@f the early eighties which also drew on the
readymades as its starting point; that is, thismework seeks to address not only or not even

directly the apparatus that the artist is threatleough...but instead attempts to introduce other
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sets of concerns...it might be argued that Duchamgdribution is so thoroughly embedded in,
so central and so pervasive to, the art of the-wastera as a whole, that it constitutes part ef th
very foundations out of which vanguard art practitany kind inevitably now arises

Sculpture and the object are seminal to the pr§@atcedo puts forth, to the language of
materials she employs to address the social anticpbtonditions of violence experienced by
so many. Mark-making in two dimensions, paintingadifat surface, photography, film, these
means do not produce the address she seeks rapeasaliis brutal effects, the act of mourning
and memorial to the victims, those absent and thdsese lives are forever damaged. The object
projects the statement she seeks, and the wonnd foloject, domestic furniture, in particular,
generates that level of emphasis and expressibe.miaterials carry thematic weight as Beuys
too, proposed, and the everyday object, threadaaly bb Duchamp’s readymade, and Gonzalez’
furniture pieces, suggests a space, a place Saosddk addresses.

But her project is particular to the circumstanoépolitical violence experienced in
Colombia and various societies in the world, arertbtion of the found object in Salcedo’s
practice diverges significantly from Duchamp’s ayimious, mass-produced readymade, and the
brightly painted pieces Gonzalez created; it ie@@nal possession bearing the history and
often, the traces of those mourned, original otidasusly created by the artist, in its handmade
form, from local materials. Her choice of domestimiture, of everyday objects, stemmed from
the fact that these were the materials that rerddmlowing the violation, then the void, the
absence and sorrow wrought by ongoing politicalerioe in Colombia. These objects are at

once the ordinary, worn, unpainted household flwngs and the witness to the violence,

136 Cooke, “Reviewing Francis Picabia,” 106-7.
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bearing the traces, the lingering touch of theiwist This dual charge weighs decisively in

Salcedo’s choice of these chairs, tables and baraagentral to her practice.
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Chapter Three:

oz Salcedo’s Visual Strategies
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Introduction

Doris Salcedo’s practice focuses on political wiae. Her trajectory as an artist since she
began creating sculpture in the early 1980’s, lem$ered on the violence born of a condition of
civil war that has long plagued her country, amotigrs, rupturing lives and leaving victims
who remain unacknowledged by the State. Her X8&Bn to Bogot4, following a two year
Master’s program in sculpture at NYU, when she ®gged the tragic deaths resulting from the
guerrilla takeover and military response at théoméd Palace of Justice, strengthened her
resolve to create pieces that make measure ofmigried dead and silent victims of political
violence. She chose sculpture as her medium enmgaxeryday objects and materials,
purposely selecting domestic furniture as the baisé creating a layered, fastidiously composed
surface as evocatively complex as that of a pajntideginning with individual or groups of
sculptures incorporating bedframes, chairs, tattegardrobes, her work has expanded in scale
over time and with her success internationallydadved to include site specific installations of
monumental proportions.

Salcedo’s project as a political artist, fueledney experience living in Colombia since
birth and listening to the victims of thirty yearwar, addresses the enduring societal
consequences of this continuous violence and imigliritiques the politics that fosters it. She
creates sculpture through the visual weight of nelsewithout pictorializing or relying on a
narrative rendered with realist images of deathis Thapter will examine a body of Salcedo’s
work following her career trajectory focusing oripeal violence to determine how she creates
a material expression that evokes the presendedhisent victim of political violence. It will

also explore how she conveys the burden of theohand sorrow wrought by civil war and
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condemns the political conditions behind it, inrgjgect that grew from addressing Colombia’s
situation to include global examples. This studly agcur through the analysis of six visual
strategies essential to the artist’s project. S qminstakingly conceives and constructs each
piece, deliberate in her efforts to address trogevice without legible figurative elements and the
following six strategies are the means by which@&heveys her statement: 1) the suggestion of
space to place, 2) the sense of the uncanny ahdaonimorphism, 3) the materiality of the
heavily worked surfaces of her sculptures, 4) tkeeit of time as a material presence, 5) the
correspondence of body to scale and, 6) the sdrdisjonction and disorientation. The analysis
of these strategies follows a roughly chronologpzth through her oeuvre beginning with her

early single pieces leading to her large scale,sgkcific installations.

Salcedo’s Early Career

Salcedo’s practice has always focused on the sugfad materiality she creates from
everyday objects. She composed her first sculpiar&883-85, from palpable materials such as
wax, wood, leather, steel and/or latex. They messaround 100cm and she was able to
construct them alone. By the end of the 1980’ssttade of her works expanded to 200cm or
more on occasion, (Figure 1.12) and the procesd tesereate sculptures in materials such as
steel, wood, found furniture, clothing, cement andmal fibers in the 1990’s lead the artist to
engage assistants to help construct her pieces.

Salcedo pursues an elaborate, meticulously plaand@xecuted process of construction,
from conception to completion. Beginning with dea related to acts of political violence, she
conceives the material image in her head, fastalyodevises the steps and painstakingly builds

the sculpture, layering, scraping, melding, burimghleaving no detail to chance. As her pieces
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grew in scale during the 1990’s, her working preoespanded to include a group of assistants,
most of whom are trained architects, who help esginhe construction of sculptures that
challenge the physical limits of materials, suchvasden furniture with narrow legs that bear
cement interiors, bones and zippers seamlesslyt@ise a wooden door, or crumpled and
carved stainless steel chairs. Others assist igetMeng, sanding, joining, fusing, burnishing and
related actions essential to making her widfkSalcedo’s sculpture is of such technical and
physical complexity that a team of individuals ssential to the realization of her idea and
image, literally working with her to determine hoovconstruct structures that impose near-
impossible demands on materials, not only cenremioden furniture but countless hairs sewn
into wood, chain-link fencing emerging from plastalls, 1500 chairs piled seemingly by
chance in a vacant lot creating a flat surfaceests&le, grass growing through the tops of
wooden tables, rose petals sewn together creategiag, room sized shroud. Creating her
work is a demanding, highly exacting process, &aedsheer challenge is elemental to the nature
of Salcedo’s practice. It is work that is realizbtbugh focused interchange with assistants who
help find the means and help enact the steps bghwdiie creates her pieces.

From the 1980’s into the following decade her gtiues centered on the civil war and
political conditions she lived in Colombia. Howeysince the late 1990’s her practice has
focused not only on the nature of such violencetaedontributing social circumstances
afflicting countless victims in her nation, butabghout the world. Her exhibition history
follows a similar trajectory. Her emphasis centgram Colombia’s political violence evolved

after several years of showing as well as creatitegspecific installations abroad, expanding to

137 Doris Salcedo, interview by author, April 22, 20Cambridge, MA and with Arq. Carlos Granada, J2Be
2013, New York, NY. As Salcedo has said, her te&assistants helps her realize, to make concreteaterial, the
idea she wants to express through sculpture. Woset all of her pieces require a level of engirieg
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address the existence and enduring effects optbislem within the international context.
Salcedo exhibited only in Colombia from 1985-19®ith solo shows in Bogota, at the Casa de
la Moneda in 1985 and at Galeria Garcés-Velasqu&é®90. She was included in group
exhibitions of emerging and/or recognized Colomladists in the XXXI Annual Salon
organized by the Government Cultural organizat@®ogultura in Medellin in 1987, the Primer
Salon in Cali the following year and further cotige shows through 1991. In her first shows,
such as the XXXI National Artists Salon (Figure)3ahere she was awarded the national prize,
she showed sculpture composed of worn fragment$rameks of metal furniture, bound together
with animal fiber, familiar but disturbing work®y which critics responded by claiming she
represented an important new direction in Colombsiripture'® In 1992 she exhibited

primarily outside Colombia, in a solo show at Sralghin Zurich, Switzerland and for example,
four group exhibitions including the Sydney Bienni&urrents 92: The Absent Body” at the
Institute of Contemporary Art, Boston, to “Améritas Huelva, Spain..

It was 1992, in particular, when Salcedo’s inteloral presence grew. Through the
visibility she received from exhibitions, some dfigh travelled, she drew the attention of
curators, dealers and critics and soon after beghe represented by one of the prominent New
York galleries, Alexander and Bonin, who continaeepresent her toddy® In 1993 she was

included in a group show at the gallery, in whible snstalled_os Atrabiliariosin a separate

138 Miguel Gonzalez, “Premio del Salén Nacional, D@&cedo: una escultura simbélicRfemio Nacional del
Salén Naciona(January, 1987). Discussion of her work centeretiawv her work was part of a generation of
Colombian artists to break from the minimalist laage of known national artists such as Negretre¢ate work
with used materials, with symbolism and significamt the work, so that the viewer connects to tbekvphysically
and spiritually.

139 Carolyn Alexander, telephone interview by auttome 27, 2013. Alexander explained that her forpaemer
saw Salcedo’s work in the exhibiti@urrents 92: The Absent Bodyits venue at Junta de Andalucia, in Huelva,
Spain in 1992 recommended it and the gallery, tadled Brooke Alexander invited Salcedo to exhitith the
gallery in a group showlatthew Benedict, Jim Hodges, Doris Salgadd 993, in which she installed her work
Los Atrabiliariosin a separate room of the gallery.
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room. She mounted another exhibition the followyegr presenting her new watlk Casa
Viudal1992-94 that drew praise from among others, Rol&artdh, a promineniiew York Times
critic, as well as with Dan Cameron, a leading travho reviewed her work iArtforum**°
Her visibility and the critical success of her wakread in the United States and then worldwide
beginning at that time. From 1992 on, she has lagenous solo exhibitions in museums
ranging from the Tate Modern, London, the San RsaodMiuseum of Modern Art, the Museo
Universitario de Arte Contemporaneo, Mexico Citye Moderna Museet, in Malmo and she has
been included in group exhibitions at major intéioreal museums including the Museum of
Modern Art, NYC, the Centre Pompidou, Paris, theskum Boijamans Van Beuningen,
Rotterdam, and the Centro Reina Sofia, Madride Bas also selected to show at the Biennials
of Venice, Istanbul, Liverpool and Sao Paulo, ali agthe Carnegie International in 1995 and
Documenta 11 in 2002, not to mention numerous sttigoughout the world. Moreover, in
2010 the Spanish Ministry of Culture awarded her\feldzquez visual arts prize, for the rigor
of her artistic proposal in terms of formal qualgtiand the socio-political content of her work.
She is the first woman to receive this prestigiawsrd™**

Since the mid 1990’s Salcedo has been represantazhly by Alexander and Bonin but
also by White Cube gallery in London. Both galleniegularly exhibit her work, and frequently,
help support the long, deeply researched and detidxd process of conceiving and constructing

her pieces. As is true with many contemporary @rtidrose work entails specialized materials, a

140 pan Cameron, “Absence Makes the Art: Doris Sal¢eddforum (October, 1994): 88-91, Alexander, interview
by author, who reported thiiew York Timesritic Roberta Smith came into Alexander’s offadfer viewing
Salcedo’s pieces and told Alexander that Salcedoi was important, that she was an artist to watatording

to Alexander, that exhibition and the positiveicdt response it drew lead to Salcedo’s fame inlthiéed States.

141« a escultura colombiana Doris Salcedo, Premicé¥eliez de Artes Plasticas 20H)"Pais,Madrid, Cultura,
May 5, 2010. Accessed August 20, 2013.
http://www.cultura.elpais.com/cultura/2010/05/05/edidad/1273010404 850215.html
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particularly complicated, labor intensive creatprecess and enormous scale, outside support
through the gallery or a private/public commiss®necessary to realize the art.

Although Salcedo’s work has generated internatianalaim for the material means by
which she addresses the pain and absence wroughtibyar, she has not had a solo exhibition
in Colombia since 1990. At the time of that show|dinbian critics commented on her work as
speaking to what it is to live in their country &y of what happens to those who live around
violence how it “destructures life.” Critics alsommented on how she uses objects on a human
scale to create the tension between life and deatiork both simple and complex, and noted
that in an installation with few works the combioatof the work’s elements and the artist’s
intentions created an emotional charge so greavibaers were pulled into the work which
captured the state of the nation of the time, “the mental image of our nothing*? Although
she has not had a solo exhibition in Colombia sif#®0, she created a major performance piece,
November 6 and {Figure 1.11) in the center of Bogota on those tags in 2002. While the
artist’s reputation outside the country developdasgantially from the early 90’s on, her
presence in Colombia, where she has lived almagtragusly, remains comparatively, less
prominent. In the last 20 years she has shownlyare exhibition in her country, “Arte y
violencia en colombia desde 1948” at the Museo de Woderno in Bogota in 1999° As her
onetime teacher, distinguished Colombian artisgtBBe Gonzalez stated, she is Colombia’s most

important artist of the time, however, her workeiss visible in her homeland, where she lives,

142 Carolina Ponce de Le6n, “Acciones de Duel, Tiempg May 12, 1990. “Doris Salcedo, Misién: acorrakar |
conciencia,”El Tiempg May 13, 1990, and Maria Claudia Parias Duran,Vida en Yeso,'El EspectadarJune 5,
1990. Parias Duran says, “...Por eso, las mezclaldélanca, yeso, varillas de metal, resortesasirimuy
racionalmente compaginada-puede arrojar un resuttadconmovedor: la imagen mental de la nadatraués

143 Two exhibitions of Salcedo’s work scheduled toropeColombia since 2010, one in Medellin and aeoth
Bogotda, were not realized for administrative cogtiions at the institutions which were to presemtvork.

95



than it is in the world** She has, however, created three public instatiatio Colombia over
her career, one was the performance marking theensary of the Nov. 6-7, 1985, Palace of
Justice tragedy(Figure 1.11), the second was #qunstallation incorporating a 150 meter long
wall of 5000 roses created with other artists ageaof memory for the slain, beloved humorist
Jaime Garzon in August 1999 and finally, she |lgdaaup of artists in July 2007 to create an
installation of twenty-five thousand candles in Blaza Bolivar of central Bogota, in memory of
the 11 officials of the Valle del Cauca Assemblyowtere murdered in conflict between the
military and the FARC guerrillas who had imprisoriedm for five year$* Salcedo also
petitioned the Bogota municipal government in 260freserve the central cemetery, the mass
crypts and burial grounds for the poor they souglttemolish, and to rezone it as a park and
and a space for site specific art. She intercaded effort to stop what she deemed another
political act of violence through the erasure @& Burial site, an act which revealed blatant
disrespect for the remains of innumerable, nameleeple!*®

Salcedo’s choice to remain living in Colombia déspihe civil war and the pressures felt
by prominent international artists to move to as aub such as Berlin or New York, was a
deliberate decision. Colombia, the nation, theuraltthe peoples, the history that binds the
country to particular conditions of political violee, fuels Salcedo’s project. It is her southe,
source of the trajectory she has followed froméweaty works focusing directly on tragic events

at home, to the broader issues of political viogemcworld history addressed in her site specific

144«Doris Salcedo y el contenido de la form&)éspectador.conEditorial, May 7, 2010. Accessed July 30, 2013.
http://www.elespectador.com/articulo2202090-doaksedo-y-el-contenido -de-forma.html

145 salcedo, interview by author, April 23, 2013, Caitdge, MA.

146« artista Beatriz Gonzalez interviene los colambs del Cementerio Central,” August 2009. Acceskey 30,
2013.http://www.Cambio.comco/culturacambio/827/ARTICUMIEB-NOTA_INTERIOR CAMBIO-
5147907.html
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pieces in Istanbul and London. Despite her grgateninence and frequent exhibitions outside
Colombia, her sculptures often speak to incidentswvactims of political violence from her
home; they are dialogues with survivors, with mangrfamily incorporated in her conceptual
process without names, without pictorializing thretperiences. Although Salcedo builds
sculptures focusing on a particular context oftpal violence, her material expression seeks to
frame the issues from Colombia to conditions knawwarious cultures, countries and eras.
Salcedo produces sculptures from elements of tegyday, taking Duchamp’s
readymade as a starting point, as we have seemdtead of decontextualized, found objects,
she chooses specific, domestic furniture and thenmads of daily life, weighted with the
context, thus evoking war’s consequences withquieiseentational specificity. She creates a
kind of Beuysian social sculpture, but one thategates and assumes that viewers understand
the significance of what it means to see familianiture, garments, soil, hairs and fabric
intricately melded together and conjoined. Essetdithis reading, is the surface Salcedo
fastidiously creates, which like a skin, imparisadpable, immediate visual impression of the
wound, the scar and the damage beneath, the lgedaimplied traces of the violence, without
vivid figurative elements (Figure 3.2). She cousts her pieces from the testimonies of
witnesses, but without names, narrative, nor aggeg means of reading the work, situating her
sculpture built of everyday furniture and material$he world as reminder, “witness of the
witness” of political violence, by means which thdefrom references to ideas of Duchamp,
Beuys and Gonzélez, but conceived within the spoidical circumstances informing her

production™’ . This chapter will examine a body of Salcedotshy focusing on her deliberate

17 Doris Salcedo quoted in Charles Merewether, “Armview with Doris Salcedo,” itVnland/Doris Salcedo: New
Work(San Francisco: San Francisco Museum of Modern1®9), 5. Salcedo says “My works are for the wisti
of violence. | try to be a witness of the witnddsok for an intimate proximity with the victimd @iolence that
allows me to stand in for them....”
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choice of sculpture and installation as the mearaltiress civil war and the politics behind it,
by analyzing the visual strategies she pursuehandthey operate in generating a profoundly

charged but silent material expression.

Salcedo’s Approach to Political Violence

Political violence has plagued societies for ceagy irreparably rupturing lives and
communities, creating circumstances in which pladesfuge and daily routines are destroyed,
and the traumatic loss of family and friends leameguring pain and uncertainty and a sense that
the world is awry and life monstrously distorteelating to Adorno’s famous statement, “...To
write poetry after Auschwitz is barbaric...” the kality wrought in decades of Colombian war
afflicting thousands, devastating towns, familigbple regions of the country presented a
history of such horror that it challenged the shidea of creating an aesthetic expressf§nNo
marker for those countless victims or for particgligges, i.e. a village massacred, has the State
created to register the losses and sorrow, noialfficsual acknowledgements exist on sites from
this war*® The unburied dead remain a lingering remindehait closure for the survivors of
the continuous violence. How does one pose a hitatement to the barbarity, the pain, the
absence, the fear and uncertainty endured fronagigsession without incorporating narrative,
without images of the body, with no figurative elmf? That is the challenge Salcedo embraced,
making present the absence of those unburied badk¢his chapter will examine critically how

she confronted the complicated realities and layeftects of political violence through a

148 Theodor Adorno, “Cultural Criticism and Societj’Prisms trans. Samuel and Shierry Weber (Cambridge:
MIT Press, 1967), 34.

149 Ana Maria Reyes, interview by author, Septembdri2Cambridge, MA.
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nuanced, painstakingly conceived and constructegliage of materials, creating sculptures that
evoke what silence masks.

From the beginning, Salcedo focused on familianéstic furniture and belongings but
the manner in which they figure in her sculpturenstallation changed with time following the
visual strategies she successively prioritizedr eétebrace of used household furniture and
clothes grew when the victims of political violeneehom she interviewed and accompanied as
they searched for their disappeared loved one® hawobjects the missing left behind.
Although her earliest works were created from wioon bedframes from a Bogota hospital,
(Figure 3.3), she then incorporated domestic objetghtstands, a crib, shirts, chairs, shoes. Her
focus has long centered on the material presentedamiliar object and as this chapter will
investigate, the objects she incorporated changedtbe course of her career from these relic-
like pieces, found shoes, blouses, torn fabridscamd collars, (Figure 3.4) to the domestic
furniture, worn chairs, doorframes, bureaus, talflegure 3.5), objects known but offering a
trace without the charged intimacy of the garméms once held the scent and warmth of the
bodies they touched. In parallel to these develops&alcedo’s work has grown in size over
time. By the early 1990’s she began to construstes of imposing scale (Figure 1. 1),
employing a process and materials that requireihtr@vement of her assistants. She expanded

her address beyond the limitations of the individua

Violence in Salcedo’s Process

Before examining the visual strategies Salcedpleys, given the integral role of
violence in her project, | will analyze the manmewhich violence operates in her work as a

process of creation. Salcedo depicts the effdcth® reminder of, the witness to violence, she
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does not render explicitly the suffering of mutiéid victims, survivors with bloody wounds, or
loved ones broken, crying in pain. The dead, tieeited bodies, the blood are not rendered in
her work, rather, the war’s unseen horror and endweffects pervades. Violence in Salcedo’s
practice is manifested through process, what ske olothe making of her pieces: forcing
cement inside wooden furniture (Figure 3.4); sargpgouging, splitting polished wood surfaces
of tables or chairs to insert a zipper, bone, mgttd-igure 3.6); bisecting bureaus with
bedframes (Figure 3.7); fusing fabric into a chigsrseat into a door(Figure 3.8); puncturing the
surface of a table with innumerable holes and thrggindividual hairs, and threads one after
another, after another, after another into the w@agure 1.2). The steps taken and the
continuous repetition of these gestures demonstrkied of aggressive process den¢he
sculpture. The artist's acts of making entail alesf intensity in focused, forced manipulations
of materials beyond their characteristic propertoesond what should be physically,
structurally possible. She undertakes a kind @riéss effort to achieve the improbable visual
results she seeks, such as sewing thousands canhlaairs into the surface of a table, creating a
skin of strands, crumpling stainless steel andingrthe surface with dental tools to impart the
texture of woodgrain (Figure 1.15). As she statesl work matter to the point where it
becomes something else, where metamorphosis isegac.™° Filling a wooden china cabinet
standing on tall, narrow legs, with solid concr@gure 3.4); sewing an iron infant’s crib into
the surface of a table with threads and singlesi{&igure 3.9), creating simple wooden chairs of
stainless steel, with the grain, nails, gougesgtakingly carved into the metal, their seats split,
splayed and crumpled like heavy paper (Figure 3fillgg a vacant lot surrounded on three

sides by old buildings with more than 1500 ordinapoden chairs strewn, seemingly

150 53Icedo in Basuald®oris Salcedo?1.

100



haphazardly, in a pile that does not spill into $kreet but balances impossibly, creating a flat
surface like a curtain strung between buildinggFe 1.9); growing tender shoots of grass
through the thick wooden tabletop sprouting fronh sandwiched between two tables one
inverted upon the other, (Figure 1.10); these eXamilustrate the improbable effects she
forcefully achieves. The manner in which piecesjamned, contorted, filled, layered,
juxtaposed, spliced and fused, and the ways inlwste manipulates the materials she employs,
figure in how violence operates in her work. Ascgdb explains: “l work with gesturesl
absurdumuntil they acquire an inhuman character. The @msee go beyond me, beyond my
very limited capacity, whether because one singlsgn couldn’t possibly have made the work
(Unland,1995-98) (Figure 1.2) or because of the brutalitg anassiveness of the act (untitled
furniture sculptures, 1995-98) (Figure 3.4 and 37 pecause it is inhuman to handle certain
materials (a Casa ViudgFigure I. 3 and 3.6)**! Finally, she said recently that her
fastidiousness, which | would describe as the alroospulsively focused efforts she undertakes
to create a piece, is part of her process of ‘ggtdiack at violence’s effects->? Apart from the
artist’s statements, upon close scrutiny of helpgates, one perceives the repeated,
painstakingly complicated actions undertaken inntfa&ing of many of her pieces. So focused
and intensively enacted are the gestures entailbdr process, the hundreds of hand woven and
bent wires on the crib, as an example, (Figure) | thvt the impression created is that of a
compulsively repeated act, done again and agaggrtront, respond and work through the
incomprehensible facts of violence. There is @meint of physical and emotional catharis born

by these acts of making, and a kind of push toteraastatement of control over the materials,

B1bid., 21.

152 3alcedo, interview by author, April 23, 2013, Caiaige, MA.
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through the precisely orchestrated acts and repgtieaving no space for the wire, the hair, the
button, the wood to be other than as she decidedutd appear in her piece.

Salcedo’s process, the abrading, filling, fusicayyving and suturing of materials creates
the impression that her sculpture witnessed, aadslkibe wounds of violence. . The crumpled
steel chair, the side tables broken, contortedcanaented one to another, (Figure 3.11), the
chair bisecting the door with a woman'’s lace-codesigp melded into the wood (Figure 3.8),
suggest that violence happeriedhese pieces and they demonstrate the destruotigejng
effects. The strange fusion and attachment of digedurniture pieces results in a work
distorted and monstrous, a deliberate effect Saltikdns to the psychological repercussions of
violence, it destroys all that one knows, disoiignthe individual such that one’s belongings,
one’s home is lost, changed irreversibly. Her odulhyster pieces created from chest and chairs
joined with cement, for example, evoke the monstreffiects violence reaps’

Finally, ripping the kitchen table, chairs, bed dureau from the protected, inner
sanctuary of home, placing them in a public spacalf to examine and judge, suggests a
violation of domestic privacy and shelter. A sheddf recognition registers unspoken when one
realizes that Salcedo’s sculptures include the vbedside table, the bedroom chest holding
favorite shirts and dresses, the kitchen chairsrangh wooden table where family meals
unfolded, familiar furnishings now startlinglysitted in a spare, impersonal gallery removed
from their customary seclusion (Figure 1.8). Egtitag these domestic furnishings from one’s
rooms of shelter then installing them in the pubgbt for viewing, declares the rupture of the

once safe privacy of home. This intrusion is tsben as an invasive, violent act.

153 salcedo interview with Hans-Michael Herz&gntos Cuentos Colombianos: Arte Colombiano Copteameo:
ed. Hans-Michael Herzog (Zurich: Daros-Latinameridatje Cantz Verlag, 2004), 160.
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Salcedo’s Visual Strategies

As a means of understanding how Salcedo addrdsse@ersonal loss, absence and act of
mourning wrought by the political violence thatides her practice, the following examines six
visual strategies the artist employs in her scuépta convey the condition and consequences. It
is through these aesthetic means that Salcedo seekpress the weight of memory, of
violation, of sorrow, of the state of uncertaintyrithg civil war. Over the course of her career,
without pictorializing, she put forth her statementpolitical violence relying on these
strategies: the idea of space and place, of tharumycand anthropomorphism, of the materiality
of surface, of time as material presence, of bodscalle and of disjunction and disorientation.

1. Space to Place

Central to Salcedo’s practice is the sense oflatigment conveyed by used, everyday
domestic furniture installed in a gallery, her \akstrategy of space to place. As she states, ‘I
think of space in terms of place, a place to eat place to write, a place to develop life. So
there is no way of isolating living experience frepatial experience: it's exactly the same thing.
Certain types of contemporary work underscoredbjsect of sculpture as a topography of
life.”*>* The charged significance of space/place in Salsedork should be viewed not only
through Gaston Bachelard’s concept of “felicitopace,” the kinds of “...space that may be
grasped, that may be defended against adversesfaheespace we love,” a “protective space”
such as the site of one’s intimate lives, but #8tsough Jean Franco’s seminal analysis of the

devastating violation of these spaces in Latin Aozein the 1960’s and ensuing decatfésFor

154 Salcedo in, Basuald®oris Salcedp17.

135 Gaston Bachelardhe Poetics of Spaceans. John Stilgoe (Boston: Beacon Press, 19@&y-xxxvi, 7,8.
Bachelard introduces topoanalysis, “...the systenpaychological study of the sites of our intimates.” Jean
Franco, “Killing Priests, Nuns, Women, Childrem’®n Signsed. Marshall Blonsky (Baltimore: Johns Hopkins
University Press: 1985), 414-420.
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the purposes of examining Salcedo’s practice andth&tegy of space/place, Franco’s essay
discusses the traditional role of the home as @epdé protected refuge, one that frequently in
Latin America presented a barrier to the outsidddvoOften surrounded by a wall, houses were
built to face an inner courtyard and had shuttelisom bars on the windows; the interior space
was hidden and difficult to enter. Franco equdtesshelter afforded in physical and
psychological terms, by the home, the conventdmuch, as a “territory of immunity” that
allowed wives, mothers, children, nuns and pripstgection, as they functioned following
established traditions over decades, throughoubgewhen the State’s power fluctuated (The
church and convent were protected sanctuaries) ambassy is today and could not be entered,
S0 once that barrier was transgressed a real sépsditical and social order was violated. But,
in the mid-28' century, she explains, “It is this counter-insumggemovement which has
destroyed both the notion of sacred space andrthrinity which, in theory if not in practice,
belonged to nuns, priests, women and childf&hThe effects of this breakdown were acutely
experienced in Colombia during the 1980’s througa@s when the war and continuous
political violence ravaged families and daily liv@$e violation of homes, of as Bachelard
termed, “...the environment where protective beimgs’land the ongoing assault on people’s
existence, Salcedo addresses by taking the evepjgagt from that intimate world and placing
it in the public space, at once ripping it fronsitontext and providing a site for a collective
response to the material statement she cré¥tes.

Two approaches towards the visual strategy ofespad place operate in Salcedo’s

project, first, the place, the protected, “felicigd space that domestic kitchen and bedroom

1% Franco, “Killing Priests,” 415-16.

157 BachelardPoetics of Spacéd.
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furniture evoke, and second, the space her scelpmgsume as she installs a single piece in a
gallery or as an installation of various piecesoamgassing an entire room. Salcedo describes
the deeply entrenched significance of space, iglbleal sense, but with ramifications on a
particular level for all and for her work. “I dorielieve that space can be neutral. The history of
wars, and perhaps even history in general, is henaless struggle to conquer space. Space is
not simply a setting, it is what makes life possitif® Related to the specificity of space and
place, a point central to Salcedo’s project coreerar and the uninhabitable space that results
for the victims and countless refugees in Colonamid worldwide. “Once you travel to a war
zone, you realize that life is impossible in thpees. You cannot find any place there to call
your own. To cite Levinas again, he changes théeSian dictum, “I think therefore | exist,” to

“l inhabit therefore | exist.” To live somewherevibiat makes life possible, although in many
places in Colombia and throughout the world itrigttainable. You are in a negative space.”
The charged, non-neutral nature of space, the ahitdble circumstances and resulting absence
of place, the artist deliberately addresses impheduction, from pieces such as the early,
Untitled 1989-2 tables (Figure 3.11), hdntitled 1992 furniture series (Figure 1.1), and har
Casa Viuda 1,1992-94 (Figure 3.8).

In works of larger scale, incorporating severalkpss, Salcedo sees the space of sculpture
as a place where ideas can come together, a gomtecsection, where the audience can
physically move through and think about issues. thirik the space of an installation can
become a very beautiful form of political resistanin the installation the audience is allowed to

walk and live in a very concrete space. It is acepahere you are allowed to think and reflect on

158 salcedo in Basuald®oris Salcedp12.

%9 salcedo in Herzodantos Parallelos]54.
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reality.”*®* Moving before, beside and behind her furnituregse as in the/ntitled 1989-95
furniture works at the “Carnegie International 19@=gure 1.8) and thé.a Casa Viudd 992-95
series (Figure 3.8)the viewer confronts the pieces with no prefeperspective provided. The
spacing between objects is either strangely vast aleliberately crowded that one’s viewing is
distorted or at the least compromised. An awkwagthdce and relationship between audience
and object leaves the viewer trying to acclimatthtophysical surroundings and the ways in
which space is consumed by Salcedo’s imposing piece

One of Salcedo’s early sculpturébytitled 1989-92 (Figure 3.11), seemingly two bedside
tables spliced and fused together as one, mantfeststrange sense of displacement her works
project. This sculpture is at once a simple woacslda table and a jarringly awkward, hybrid of
wooden form melded with a steel frame and threse $egtained with cement. The domestic
furnishing that holds books, papers, a teacup padtacles in countless homes, has been
transformed by Salcedo into an object bearing tmsequences of brutal efforts in the process
of joining wood, metal and concrete into a tabkeIstructure. The table’s appearance suggests
the aggressive processes the piece experienced Saldedo’s hand, resulting in aesthetic
characteristics that could be read as violenceaesgad firsthand in a home during wartime. The
table’s familar symmetry and stability is brokemrmatal table with three legs supports the top
and adheres to two of the three wooden legs, thieebrstump of what would have been the
fourth leg, made of steel, hangs severed beneattalite. A wooden leg smeared with cement,
juts oddly and without purpose along one side, seglsna remnant of a damaged table,

reconfigured into this piece. Salcedo talks ofdtigiculties of habitation during war, of the

180 santiago Villaveces-Izquierdo, “Art and Media-tioReflections on Violence and RepresentationCirtural
Producers in Perilous Statesl. George E. Marcus (Chicago and London: UnitsecsiChicago Press, 1997), 241-
2.
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uncertainty, the precariousness of that life, wheither a place nor space exists for people. In
those conditions the familiar, domestic interiod drelongings disappear and are pieced together,
an aggregate of what was and what replaces it suffste. She refers to Paul Celan’s words, “In
one of his poems Celan talks of those who do neh éave the protection of ‘the traditional roof
of sky"—those people are totally vulnerable. Thenpbam interested in is the impossibility of
inhabiting a space*®® Untitled 1989-92 conveys the separation from place, sesjmaae where

it appears to tentatively reside. The table, thevictims of political violence, is displaced and
forever changed.

Salcedo evokes the uninhabitable nature of spaderuhe circumstances of war in her
Untitled 1992 (Figure 1.12), a cement-filled furniture pieBairing much of the decade of the
1990’s the artist produced these monumental workdenof wooden furniture literally packed,
burdened, seemingly suffocated with concrete. caimstructed these sculptures during some of
the most brutal years of political violence in Gulwa and they are the pieces for which she
drew international attention and acclaim. Unlike tablesUntitled 1992is of an imposing
scale, a quality accentuated by the fact thatargelwardrobe that dominates the piece lies
toppled on its side as if it fell from the weighta@ment or from the brutal force born of
violence. Lying on its side the wooden cabinet ingan unsettling presence, one furthered by
the cement filling the space where personal belaygshould be stored, instead the back of a
wooden chair appears, barely visible, suspendddmiite cold, lifeless concrete. Literally
joined to one end, beneath the upended legs afiéinérobe, Salcedo fused another chair

paralyzed in a cement block, with steel rods spyjchrough the seat, and concrete fixing the

161 Carlos Basualdo, “A Model of Pain,” Boris Salcedo: NeithefLondon: White Cube, 2004), 32. Herzog,
Cantos Parallelos154. Salcedo tells Herzog that “...it could be shat all my work stems from that extreme
difficulty or impossibility of living” during war.
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chair to the cabinet. Metal rods bisect the denaterial and smaller metal pieces pierce the
wood, connecting sections of the furniture likécstes of steel literally holding the wooden
frame together against the immense weight andhsfirain the cement. The surface of Salcedo’s
sculpture suggests her process of constructioriandful manipulation of materials, wire and
steel embedded in wood and cement suggest sutairgsmg physically intrusive and deliberate.

This sculpture, similar to many of hgntitled furniture pieces from the 1990’s, conveys
a dramatically altered, disturbingly distorted payal of domestic furniture, soldered together as
a kind of monster built of familiar chairs and ardi@be, removed from home, encased in
concrete, frozen and useless, sprawled on itssidgublic space. This collection of furniture
belongs in a house, but the sense of intimate spassumes physically and psychologically is
displaced when one sees it in the gallery. It nesonates deeply precisely because it
extracted from its expected environment and hds®ad the immense weight and pressure of
concrete forced within and upon it. It bears theksauggestive of an uninhabitable place where
domestic furniture cannot function and has endpredesses that shroud and paralyze the pieces
such that they intimate a past in which the settihgre their support was relied upon was
violated. What is buried within the cement inside wardrobe? Salcedo inserts this work into a
public space at once conjuring up the place thesgedtic pieces belong and confirming the
impossibility of returning to that site. Theirsadorced displacement from their domestic context
and purpose, like victims fleeing violence. Moregvhe materiality of the piece changes its
dynamic as it becomes much heavier, just as histdsyrdened by the weight of the almost
unthinkable, yet true.

As the strategy of space and place are examingisithapter, | make a distinction

between the installation of a group of Salcedoidares in a gallery or public viewing space
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and the public commissions/projects she has createdmonumental scale, such as for the
Istanbul Biennial (Figure 1.9) and the Turbine HatllTate Modern, (Figure 3.12) for example.
These were created in the context of the spacep@amdvast scale. As the artist has said,
creating a work for an exterior, or public spacehsas the Istanbul biennial implies different
problems from creating it privately. The work denpd as it is installed, and the artist alters and
evolves her conception based on the physical cistamees. Locating the materials she wants
for the piece can be complicated, particularlynother country and culture, and as the work is
being constructed, the unfamilar conditions, framygical, material constraints to labor customs,
present issues that challenge Salcedo’s prefesxed bf control. “I think my brain functions
differently when thinking of a piece for a publijgage than when | am thinking about one for an
interior space. When | am working for an indooasp | think about it as | am doing it...It is
different in a public space: a project must alrebdyn existence and should conclude with a
piece of work.... In a public space the city itsslpresent. Buildings have a charge and a
memory, and all these factors enrich the piece.stebd, when | face a white cube, getting
through it or transforming it in any way is veryfitiult...” *°?

In an installation of numeroudntitled cement-filled furniture works, such as the
Carnegie International 1995, (Figure 1.8), Salcedostructed a space crowded with more than
twenty of these disturbing pieces composed of dtimbareaus, beds and chairs, deliberately
constraining the viewer’s room to view or engageworks as separate sculptures. Within the
large gallery, most of the pieces were clusteret tiee walls at one end, including a large
wardrobe with a bed frame bisecting the cemergdilhside, a bureau filled with concrete and

two chairs encased in cement on top of it, besad®us, cement-filled china cabinets, chairs,

182 Herzog,Cantos Parallelos144 and Salcedo, interview by author, April 23120Cambridge, MA.
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chests, etc. Nearby, another collection of simjlditturbing, cement-filled clusters of furniture
varying in scale lined part of the wall, the baclone chest abutting a wardrobe on its side filled
with cement and chairs, while a towering antiquepden wardrobe with two doors stood apart,
a lone figure amidst the groupings of strangelgflyslysfunctional, seemingly wounded
furniture works. At first glance, the installatioesembled an attic, with unused chests and
bureaus collected together, stored away, posititmede minimal space. Upon walking toward
the crowded cluster of works, the viewer saw theem affixing pieces together, chairs atop or
inside of chests, cabinets frozen solid with cenbeiind their glass front windows with fabric
and objects caught in the concrete. One could aartess or see each piece individually because
they were so closely placed, and when placed &pantthe cluster, they faced the wall, as did
two chairs set alone at the opposite end of theryalsilenced, paralyzed in place within blocks
of cement. To walk behind or between the piecegntinat, if one could fit through the narrow
cavity between the chests or chairs, one’s bodyiynweaiched the wood, the cold concrete.
One’s face, arms, torso could not avoid acknowlegigihe familiar, but profoundly strange
furnishings of a home.

Viewing the works in close range, body to buresith an almost confrontational address
and in a setting in which the arrangement of piecescpectedly challenges the viewer’s ability
to see the sculptures and read the space, areskeygta of Salcedo’s strategy. As she explains,
“When we see a piece of furniture we know we caniyssit on it. By converting them into
dysfunctional objects | wanted to find a way ofqitey all of a work’s meaning on its surface, a
direct opaque surface. | have tried to avoid petsypes the comfortable distancing of the world.
| wanted to bring everything to the surface, aatefthat confronts the spectator directly...up

against your being, your body. There is no way gawi observe: rather it forms part of your
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immediate environment*** The installation of these sculptures, their sgawplace, the
challenges they present viewers, figures in Salsextoategy of giving material expression to
war’s effects on victims, in a collective spaces #he explains, “...1 think that the space of an
installation is configured by a struggle, a resis@atoward this society where there is no space
for this suffering to be manifested and recognizkdthe space of the installation one encounters
another rhythm. | think that these pieces are #lgtuanstructing and returning that spac&*”
Salcedo’d.a Casa ViudaThe Widowed House) series from 1992-95 pointediykeg
the dysfunctional, impossible space and the nattiexistence for those living in war (Figure
1.3, 3.2, 3.6, 3.8, 3.13). Wooden doors figure pramtly in this series, some placed against
walls others standing in space, in both casesld#s/nowhere. Upon the floor with some of the
pieces, floor boards mark space, as if delinedtirghome as it once was, contained within walls
that once protecte® The non-functional nature of the works in thisegrtheir expression of
the domestic space attacked and abandoned, istaatshby pieces of either chair, chest,
bedframe or another segment of furniture that bigexfutile, wooden door. The Casa
Viudaseries of sculptures contort space and place irs\saltly but profoundly disturbing.
Referring to the pieces in this series the artegesl, “...the specific location of the works is an
essential element because it speaks to the comditilife in zones of extreme violence, where to
inhabit, to be or to exist in your own private spas impossible. We know that victims must

leave their homes to face execution and in othsesare forced to move away.*®

183 Herzog,Cantos Parallelos]152.
%4 villaveces-lzquierdo, “Art and Media-tion,” 241-24

185 Charles Mereweather, “To Bear Witness,Unland/Doris Salcedo{New York: New Museum of Contemporary
Art, 1998), 20.

16 Natalia Gutierrez, “Conversation with Doris SalogdArt Nexusl9 (January-March, 1996): 49.
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Hence, the home, the private place these sculptiuggest and the artist’s title,
deliberately chosen “The Widowed House” referslax@ and space where violence occurred
within the safe haven home should provide, destigpthe husband, ravaging the dwelliriga
Casa Viuda [1992-94 (Figure 3.8), vividly conveys the tracksiolence. An oddly tall, narrow
wooden door rests against the wall, its frame reluglun with the butts of severed limbs
marking the right side, crude stumps jarring therfame. From the bottom third of the door
juts the seat and two legs of a chair, conveyirgripression that the chair’'s remainder
continues behind the door colliding with the wadhind. Salcedo registers the effects of
violence in this sculpture through the surface emadition of the chair, the legs reversed
pointing towards the viewer on curving, narrow %belearly meant to face under the seat and
the swath of white, lacy fabric seared into thdae of the chair crudely stitched to thin cotton
lawn in front and pinned between the chair and d@orging in loose, but secured folds.
Violation occurred and that violence forced theicttaough a door and horrific actions
occurred against a victim whose lace garment isdyermanently into wood. The door leads
nowhere; Salcedo conjures up a material statenfesutoh vividness that one dares not imagine
what did lie behind the door.

She conveys the precariousness of space andyldee these circumstances, comparing
it to Robert Smithson’s idea of the “non-site.La'Casa Viudaitilizes an idea of the
uncertainty, what Smithson has called no space-¢itein (Figure 3.14), that is a place of
passage, where it is impossible to liv&"”Smithson installed the literal materials of whible
landscape consists within proscribed containeteergallery: rocks, sand etc. framed, out-of-

context, filling space but without conveyiaglace; they embody a non-site. Salcedo extracts

187 bid., 409.
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the domestic furniture associated with the sheltérome, disturbingly fused with fragments of
various personal belongings implying the violatadrthat once protected space Lim Casa
Viuda IV1994 (Figure 1.3 and 3.13), a narrow, pale woodmar avith four windows missing
glass appears pinned against the bare wall by pigfcgark wooden bedframes menacingly
piercing the door on either side, seeming to bigentd continue into the wall behind. In the
space between the jutting frame the door’s windowowvered by layers of a thin cotton blouse,
the pleated bodice with lace and button holesisgifrom the window onto the wood below
where segments of bone are stitched to the subaceuntless threads. Two long, narrow
slivers of bone, inserted into the wood, mimic hloeizontal line of the window frame, their
blonde hue matching the color of the wood. Therfragts she joins in this sculpture do not fit:
bones, cloth, and wood collide, pieced togethestmBer force; their assemblage presents a
statement of the precarious nature of that pldeeimpossibility of living in the space that was
once home. Walking between these sculptures thwevieirculates through testaments of places
condensed into tightly forged pieces wrought bgédrassemblages of domestic belongings.
Each sculpture leads nowhere, each conveys thanmoas, impossible nature of familiar and
private space after violence.

2. The Uncanny and Anthropomorphism

Present iha Casa Viudaeries is a second visual strategy critical to &hits project,
the uncanny, which I will connect with anthropomitigm. Salcedo’s sculptures are conceived
and constructed over an extended period of timeldped from long interviews with victims’

loved ones, or as she says, based on a testimmmyafivictim'®® The objects she incorporates

188 salcedo, interview by author, Mexico City, April2011. Salcedo talked about the days she spéngsiround
kitchen tables talking with and listening to the thiers, siblings, relatives of the disappearedyitiéms of
violence. She said their experiences, how thegrsliwere forever changed, how deeply they mournddwvat they
endured was pivotal to the sculptures she creadsb Jill Bennett, “Art, Affect, and the ‘Bad Ddat Strategies
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from furniture to personal belongings relate inteaease to a particular victim. Whether once
that person’s possession, or suggestive of thatichdal, the objects bear the traces of the victim
and Salcedo’s work becomes an act of mourningh®iabsent body and the surviving loved
one. As she explained in a 1996 interview, “Theich of objects is different in each piece. The
only similarity is that these objects are used @adsformed by each victim during the course of
daily life. The surface of each object bears thed of specific aspects of that person’s life. In
some cases | received the possessions of the sictimother cases I intuitively chose the
object....”®® She sees this effort as a means of connectirttetuittims and the violence they
endured, as witness of the witness. As she desthbr approach to Charles Merewether “I try
to be a witness of the witness. | look for an irgtenproximity with the victims of violence that
allows me to stand in for them. One must feel ctosanother in order to stand in for him or her
and create an artwork out of another’s experieAsa result, the work is made using his or her
testimony as its foundation. It is not my ratiomaént but rather the experience of the victim
that tells us about trauma, pain, loss. As a soulptam aware of every detail that informs the
life of the victim: the corporeality, the feelingbe vulnerability, the failings, the space, his o
her life’s trajectory and language. | don't forratd the experience of the victim, rather, |
assemble it so that it remains forever a presenteei present moment...Sculpture for me is the

giving of a material gift to that being who makés presence felt in my work™® During the

for Communicating the Sense of Memory of Los3igns,28, Gender and Cultural Memor§Autumn, 2002): 342
Bennett states that Salcedo made long researshititipthe interior of Colombia where she spokénnlie families
who had been victimized by political violence.

189 bid., p.49.
170 Merewether, “To Bear Witness,” 7. Also, Salcedueiview by author, April 23, 2013, Cambridge, Me
artist discussed the fact that in working closeithwthe surviving parent, sibling or spouse, whartes so much

about the absent victim that she creates a mafggaknce that speaks to that person and to the awturning the
survivor lives day after day.
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late 1980’s-1990’s many of her sculptures acknogeelthe victim’s presence through the
inclusion of material traces from these individualsteral belongings or fragments of objects
they once touched surface in her pieces (Figuzarsd 3.4). But the victim’s body is, as Jill
Bennett states in discussing Salcedo’s work, aitiftegnot figural” presence in her sculptures;
the trace is an indeterminate one that does naarintpe narrative of a specific victit®
However, it generates affect, leading the viewesttmly closely and try to understand the
ramifications of the scrap of worn shirt embeddethie cement. It puts one in the position of
witness to the consequences of violence, elicjugstions and emotions, elements critical to
Salcedo’s practice

That the artist’s sculptures act aswitaess to the witness of those who have lived the
horror of political violence, is Salcedo’s intentidHowever, this realization is not always
perceived by the viewer. When fragments of worthehg, buttons, a piece of bone or the
weavings of human hair figure in the sculpturesthiaces create affect, the viewer recognizes
these insertions as related to persons, and theeechehwkwardly conjoined domestic furniture
suggests something disturbing happened and thentdithed bureau bears and signifies
something grave. Because neither narrative, gordtive element plays a role in Salcedo’s
sculpture, much is conveyed by subtle means regualiose viewing and contemplation, and
sometimes there is nothing to see. There is nmmbeg and no end to what she lays out in a
sculpture, with the risk that her intention of aslling political violence is not always legible.

Some of her cement furniture pieces created fro@8 I, (Figure 3.13) appear so seamlessly

71 J3ill Bennett Empathetic VisiorfStanford, California: Stanford University Pres808), 54 and 61.
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constructed that the melding of one piece of fumneitwithin another creates a cleanly abstract
image, in which evidence of the artist’'s hand issimmg and with it, an aspect of the experience
lived is submerged to the point of imperceptibility

The domestic furniture, worn clothingldragments of bone, as well as buttons, plates,
zippers, stitching and hairs that figure in Salcgqbieces at once resonate for their familiarity
and foster an unsettling sense of strangenespénades each sculpture. Although rendered
through different materials, her pieces conne@&datriz Gonzalez’ painted household furniture
from earlier years. These traces instill an antbnoeprphic quality in her work and contribute to
the manner in which she actively generates thenmgcalthough the uncanny plays a pivotal
role throughout her project, the vivid renderingafat Freud described as tineheimlich the
familiar made strange, can first be demonstratemhasof Salcedo’s visual strategies in her
early,Los Atrabilarios(Figure 1.4 and 3.16)a Casa ViudgFigure 1.3),the 1990’sUntitled
furniture (Figure 3.4) and tHgnlandseries (Figure 1.2). Salcedo perceivesuhbeimlich that
sense that the known is now unknown, as relatédetdiving conditions created by civil
violence and she manifests that disturbing sensdtbeying and distorting familiar furniture in
her sculptures. She characterizes it as: “ltesdea developed by Freud when he analyzed what
is heimlichandunheimlich..something that at a given moment was part of alf@m
environment becomes distorted and terrifies us wireare unable to recognize it. The
incapacity to relate directly to that familiar otjelisconcerts us. This rupture and distortion
interest me since they are similar to the effect&lpced by violence, which perverts and

destroys the idea of what you know?

172 Herzog,Cantos Parallelos]160.
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Salcedo induces the sense that theitarkitchen chair, bedroom chest or closet door are
strangely altered, scarred, no longer functionalasestic objects, by introducing
anthropomorphic elements in Hea Casa Viudaeries. InCasa Viuda 111993-94 (Figure 3.2
and 3.6), likd_a Casa Viuda I\M1994 (Figure 1.3), pieces of bone are imbeddetdiwihe
wood, visible upon close scrutiny, following thediof the window frame in the latter and
inserted within a crack finely splitting the smelllest abutting the door in the former piece. In
La Casa Viuda llthe pale bone fragment appears to glow within #egpdorown hue of the
wood, beside scraps of a shirt, the buttons visildag the seam, as if the rest of the garment is
stuffed, hidden beneath. Finally, within the baitlef the chest, an opened zipper mirrors the
adjacent seam of wood, its tines securing a swatobd and black cloth submerged into the
wood beneath layers of dark stain. These mateaeés evoke a human presence, a palpable
sense, but without the narrative and specificitindividual victims of the violence suffered in
this “widowed house.” As Jill Bennett observesic8do’s inclusion of these objects and
fragments is a means of signifying not particuleope, but the altered function of these bits and
pieces within the context of war’s churning consspes on life and home. “...The fragments
of clothing encased in furnishings...no longer enlitieose objects but haunt them in a way that
does not recall their former use, confirming indtézat these items no longer function as they
once did....I would argue, then, that the ‘widowedi$® does not constitute a visual analogy in
the sense that objects stand in for mourners brather an effect of the way things change when
loss is experienced....Salcedo’s methods demonstnat@erriding concern with inhabitation—

that is, with the ways in which those left behiedrh to inhabit the world made strange and
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uninhabitable by death* That strangeness permeates these once famili@siimgs and
belongings.

Los Atrabilarios(Atrabilous), or as she translates it from than_abots, Black Bile or
Rage}’® 1991-96 (Figure 1.4 and 3.16), exemplifies thefiralance Salcedo strikes imparting
the anthropomorphic, the human presence withouifgigg whose. She presents worn shoes,
personal possessions, imbued with the victims’hipbat installed such that they are removed
from direct viewing, entombed and shrouded. In#etthe wall, small niches of varied size and
spacing enclose a shoe or a pair, most are wonesch, barely visible beneath the murky
surface of cow’s bladder covering the opening wisctoughly sewn on the wall with thick
black sutures. Placed at eye level, the line di@s somewhat reminiscent of cemetery sites for
bodily remains following cremation, does not imnagely make clear what lies within thef.

It is upon closer scrutiny that one recognizes ¢im&t or two shoes are encased behind the skin
from animal bladders, some with soles to the viewtrers presented as a perfect pair, and
others askew and facing opposite directions. Thhses stem from the beginning of Salcedo’s
concentrated research throughout Colombia witHahwlies of the disappeared and deceased

and their presence in this work unnervingly realjze terms more directly rendered than in most

13 Bennett, “Art, Affect...,” 344-45.

1" Doris Salcedo, email to Emily Pulitzer, January 2@03. Salcedo explains that the word AtrabikiSpanish
but is not a common word and the strangeness ofitihé in Spanish she deliberately sought. Sheaixplthat the
Latin root comes from atra-bilis, atra for blacldagilis for bile. The closest English translatidresays is
Atrabilous,which the Oxford English dictionary deds as irritable, but she prefers that it notrbesiated. Some
catalogues have translated itefiant.

75 Nancy PrincenthaDoris SalceddNew York: Phaidon Press), 49. Princenthal referthe similarity of these
niches to the glass-fronted boxes revealing mensarftthe deceased in the cemeteries in Spanistkisgea
cultures, but makes clear that Salcedo did nohéhthese to recall burial boxes, as they are mu¢#y in Colombia,
where, in fact, cremation is common. Charles Metéer, “Naming Violence in the Work of Doris Salo&dh
Third Text24 (Autumn 1993): 42 and 44. Merewether statesttiehiches recall the “cemetery as site” and
suggests that by placing the niches of the piecthe museum context, the museum assumes thefrole o
“mausoleum of forgetting.”
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of her work, the searing loss and absence thatreadaor the survivors. Because she presents
the shoes not as fragments, like the shirt cufiveaitch of bodice, but as the entire leather
possession that enclosed someone’s foot, the shoeatearly signifies than the bits of dress or
trousers,a personthe human being who once lived and wore these shibésthrough these
possessions that Salcedo suggests the memorysef vietims and the loss endured by their
loved ones, vivid traces but without the faces #padear in the work of her compatriots, such as
Oscar Mufioz, whosaliento (Breath}1996-97, (Figure 1.1), includes the news imagdb®f
disappeared visible when the viewer’s breath tosithe twelve steel discs where the images are
printed. During her research Salcedo learned tlust of the female victims who were taken
from their homes or “disappeared” were held capiireextended periods before execution. In
her talks with the victims’ family and friends, stleared not only their stories and sorrow but
ultimately, she experienced their painful procdsslentifying the corpses found in mass graves,
by their shoes. The shoes Salcedo placed in lmiorks in théAtrabilarios series, belonged to
victims, which was not true in her later pieced, the impression remains unchanged and deeply
disconcertind®

Although the shoes of victims are préseémn this work, Salcedo frames them not as
personal narratives, but as objects eerily uncaopgrating on various levels but above all,
marking the absence and mourning that continué& atcumulation of worn shoes figures

memorably in exhibitions at Holocaust museums. igfihn Boltanski too has accumulated piles

178 salcedo, interview by author, April 23, 2013, Caitipe, MA. Salcedo explained that because she wa® g
these shoes she created the installation preseavitdigpresenting the shoes untouched, and caréfathed within

the boxed niches. She deliberately chose the Kiaahimnal skin she used to cover the niche, basat®n
circumstances these women endured. Held in captafitused and not allowed privacy or the placetend to their
physical needs they endured the inability to ralithemselves, clean and care for their bodiese8alovho has
used animal skins in other sculptures, such abdepital bed frameg)ntitled, 1989-90, chose the skin of the cow’s
bladder as a direct reference to the indignitieséhwomen suffered. Olga Viso, “Doris Salcedo: Dramic of
Violence,” inDistemper: Dissonant Themes in the Art of the 1980sNeal Benezra and Olga Vigashington
D.C.: Hirschhorn Museum and Sculpture Park, 1998)and PrincenthaDoris Salcedp49.
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of discarded clothing with found photographs to Iyrthe enormity of the loss wrought by the
genocide (Figure 3.17), but Salcedo’s use of whoes imparts a different charge. Her work
pertains to the violence fueled by the politicsCalombia’s civil, narcotics-related war and its
domestic and global complications, and, althoughai horrific situation that cost hundreds of
thousands of lives and widespread destructios,nbt acknowledged internationally through art
and exhibitions as a history representative offrmas is the Holocaust’ The reasons for this
are various and outside the focus of this theBigt the powerful circumstances of a violence
that claims countless victims as the means toifigadlend, victims unnamed and remembered
outside their families only if someone acknowledtesr absence, figures in Salcedo’s use of
these shoes. Each shoe or pair, signifies a péosgrseparately presented, defined and framed
as individuals, an address distinct from the paleshoes and the unfathomable numbers of
victims they represent from the tragedy of the dalgst.

Salcedo’s use of shoes speaks to thaitomms and constraints wrought by the politics
and the violence it engendered in her country Jih8ennett explains “Such personal effects
are not incorporated into Salcedo’s work as theyisto the displays in Holocaust museums,

where they rest intact as shocking reminders eSliaken. Enclosed, occluded, embedded, or

" The political situation within Colombia was extreiycomplicated during the time Salcedo began ¢ater
sculpture, in particular wheros Atrabilarioswas conceived. After Colombia signed an extraditreaty with the
U.S. in 1979 and into the 1980’s, extreme violdmgguerrillas and narco leaders, for example, teatie
assassination of political and judicial leadersysmaper editors, layers and left hundreds deadatesgt to the
treaty and the U.S. involvement in Colombian poditit represented. In 1987 the Colombian SupremeatGoted
to annul the treaty, in a vote of 13-12. Simultarsy, in the late 1980’s right-wing paramilitaryganizations were
formed, reportedly often formed by the Colombiafitary, their battle was against the leftist rebelsd they were
said to assassinate left-leaning political figuaesvell. Both the paramilitaries and the guerriifathe late 1980’'s
into the 1990’s were said to violently target goiéns, the police and their families as a meariafafencing the
Government. In short, they used violence for pmditiends, and by 1993, newly elected Presidentd@gljrtiting
Colombia’s dreadful human rights record, cut twelears of huge financial support for the Colomid&vernment
and military and in 1996, the U.S. decertified toentry, stopping all foreign aid and imposing &adnctions on
the then economically unstable nation. See Fe@Bwralez, “The Historical Background of ColombiRscent
Violence” in Cantos Cuentos Colombian@99-302 and “Columbia’s Civil War,” accessed Jay013.
http:/Mww.pbs.org/newshour/bb/latin_america/colombia/leshiml.
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encased, they no longer function as mementos afdhd—or as the kind of personal effects that
animate family shrines—but are absorbed into agptual scene in which they refuse to come to
life, fail to signify. The shoes barely discermiltdehind the thick hewn skins, are less concrete
signifiers of their owners than objects that nowreat be grasped, touched, or brought into
focus.™’® Not only are the shoes chosen by Salcedo difftoutliscern with clarity, or approach

in any manner, their presentation beneath the tlyellowed and fibrous cow bladder blurs their
appearance to the point that it is the animal Bkid by coarse, black stitches that commands the
viewer’s attention. Salcedo vividly evokes the einde that claimed the owners of these shoes,
through the brutal suturing of pieces of skin ta@®al the cavities holding evidence of these
victims’ fates.

The shoes are neither relics nor fetigitesented in the space of a museum or gallery and
partly obscured behind the animal covering, alttnoGfarles Merewether places them between
the two. “Atrabilarios’ occupy a point somewhere between a relic and shfetAs a relic they
stand in for the remains of the deceased; asshfiéttey become a substitute object of both
identification and disavowal"* Since these shoes are the personal effects ahgietho
disappeared, in one sense they signify specificpagh nameless, females; their presence in this
work grounds the viewer with evidence that theséqdar women suffered violence. These

shoes, however blurred their presentation, wittles®rasure of these women from the world

18 Bennett, “Art, Affect...,” 344. Mieke Bal also digsses what she refers to what is known as the ¢aokt
effect” referring to the piles of shoes that aldtat remain after mass violence or genocide. Shwes testify to the
enormous numbers of lives lost. Bal does not sugbeas Salcedo collects heaps of shoes, rathdrttibgplacement
of worn shoes in her piece, recalls the kinds sffetic approach to the tragedy of mass killinge Blieke Bal,
“Earth Aches: the Aesthetics of the Cut,"Dioris Salcedo: Shibbolettiondon: Tate Modern Museum, 2007), 45.

79 Merewether, “Naming Violence,”.42. Merewether goes on to say “Thus, althoughke’s shoes appear to be
without a clear identity, they were for their owsenevertheless, personal reliquaries and objécentembrance,
and something of this difference draws us back imofolds of an individuated history: a place afjm, a wearer,
family ties. These are shoes from families of woméo have disappeared.”
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they left behind. In another sense, each shaadlistinct, material object separate from the
person whose foot it covered, and without informatinking this shoe to a particular body nor a
clear view of the pumps and oxfords enclosed bethiactloudy skin, the worn shoes operate
ambiguously as traces thfese particular victims. However, the title Salcedo deliberatehpse

for this work,Atrabilarios, a word of antiquated Spanish, translateBlazk Ragefurthering the
notion that the artist sought to materialize théwimg fact and memory of these women'’s
absence in this piece.

Salcedo imparts the space between thentgitbody and the life lived pervaded by this
absence. Masked behind the veil of animal skielfiemn unnervingly vivid trace of life,
enhanced by the surgical thread like sutures aosiwound, the shoes impart the strangeness
born of the familiar oddly removed from life, pensd belongings without the body, literally
entombed, in the void in which survivors live fallimg such loss. The world is made strange by
violence. The ways it transforms the lives of thammaining, all that was known is now altered
hauntingly: the body disappeared but the absenpalps permeates home, surroundings,
existence. In her address on political violen@d¢c&lo deliberately fosters a sense of the
uncanny and the disconcerting silence that pertiadevorks. She focuses not on the victim’s
body but on the perspective of those who suffehwhie absence, their lives deformed by this
tragic void. She chose this strategy rather thghlighting the faces, wounds and stories of
countless victims as her emphasis centers on ntatkeafact of violence’s occurrence, its
devastation and the contortion of the lives of mewuable victims, bodies and witnesses. “My
work speaks of the continuation of life, a lifefdisred, as Derrida would say. Memory must

work between the figure of the one who has diedthadife disfigured by the death:*

180 Merewether, “To Bear Witness,” 140.
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In hetnland 1995-98 series (Figures 1.2, 3.9, 3.18), anthropgpimem and the uncanny
operate in a particularly pointed address on malitviolence, realizing a principal tenet of
Salcedo’s practice. These pieces palpably retlizespace between the absent body, the victim
of the war and the scarred survivors. As the asteied: “...1 believe that the major possibilities
of art are not in showing the spectacle of violebgeinstead in hiding it....It is the proximity,
the latency of violence that interest me. But &feoaffective dimensions associated with the
latency of terror....*®! She places the viewers in the position of witr#die witness by terms
subtly, but profoundly disturbing. This series umbds three monstrously elongated tables, each
created from the fusing of two extended, simpletaregular wooden dining tables. When
installed together each commands a space distanttfre others and, as with her other series,
although the pieces bear aesthetic similaritiesh éable is an independent sculpture. Of
particular importance in these works are Salcedotice of materials and the manner in which
they reveal her hand and impart the deeply haumtntginfinitely fragile balance filling the
space and lives of survivors of this violence.

Unland: the orphan’s tuni@997 (Figure 1.2 and 3.19), is one of the threéemblts title
is related to a poem by Paul Celan, the exiledslewoet whose writings evoke the depths of
post-holocaust despair. Salcedo refers to Celantsgs, ideas and their resonance with
various issues she explores in her work on politicdence. His bare, deeply troubled utterances
move to get beyond Adorno’s statement regardindripol®caust expression, as her pieces such
as this sculpturéDrphan’s Tunicagain give material voice the enduring depth of pain
experienced by those who witnessed war’s brutalitiin the safety of home. The piece is

based on the artist’s interactions with a six-yadrgirl who, tragically, witnessed the murder of

181 villaveces-lzquierdo, “Art and Media-tion,” 238.
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her parents. Salcedo saw her daily and each ddytteeirl was wearing the same dress. When
the child was asked about the horror she withesdexlyas unable to remember anything prior
to their deaths. However, Salcedo learned thatitbgs the little girl wore day after day was
one, her Mother made for h&¥. A vivid sense of the child’s dress, and tracéhefabsent body

of the Mother and her surviving daughter Salcedukes by melding anthropomorphic elements
into the table’s wooden surface.

This sculpture, apart from all other$Smlcedo’s oeuvre, incorporates a level of
specificity to an individual victim, however namsde that generates an affective dimension that
operates upon the viewer’s close scrutiny of tleeg@i Upon viewing the work from afar, it
appears an unwieldy, forced conjunction of twoealiield together to create a
disproportionately extended table, one beyond huscate. As one draws closer to the piece, it
becomes apparent that the short end of the talles laeskin of pale cloth marked by countless
holes where the fabric was sewn, thread by thretadthe wood, needles puncturing the hard
surface, sealing the cloth flush and taut to thedydike skin covering a body, the grain revealed
beneath the surface. Where the two tables join¢ldta frays and unravels but remains held
against the wood by hundreds of thousands of damkalm hairs catching the cloth, then weaving
over and over into the countless, minute holes mgr& swath of wood, across the top and
spilling over the sides of the table in a darknghephemeral textile embedded in the surface.
The human presence palpably registered by the,gothierfully enhanced by the hair, not only
generates the sense of the uncanny in this ukgdyge table, but projects a literal suggestion of
the little girl's dress. The hair, by its very nagulisplaced from the body where it grew, presents

the index of the victim’s absence. Typical of ®alo’'s address, is the painstaking, obsessively

182 Merewether, “To Bear Witness,” 22-23 and Andreays$$en, “Unland: the orphan’s tunic,”oris Salcedo
96.
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fastidious process of incorporating these traceskasd of skin, a deeply embedded element of
the table, one, given the innumerable stitchesrseghair and cloth to the wood, impossible to
remove without flaying the table. And this proc&sene which evidences the artist’s hand, the
human touch in an effort of compulsive, repeatdobas ad infinitum to attach that cloth, those
hairs, to create the “skin.” The viewer realizds thhen near the table; it is an effect unnerving
and profoundly affective. It, too, relates to tbelan poem to which the title refers:

Night rode him, he had come to his senses,
the orphan’s tunic was his flag,

Nno more going astray,
it rode him straight—

It is, as though oranges hung in the privet,

as though the so-ridden had nothing on

but his

first

birth-marked, se-

cret-speckled

skin 1%

Salcedo harbors in the unnervingly vivid materials] in the relentless process to adhere them
and the table together, not the event that deddrtye parents, but the sense of the child who
lives on, mourning, her world forever chand&tilt relates to the idea that, as Cathy Caruth
states in her work on trauma studies, the actyagmence withessed often cannot be directly

comprehended by the viewer, “Traumatic experienseiggests a certain paradox: that the most

183 paul CelanPoems of Paul Celartrans. Michael Hamburger (New York: Persea Boakg?2), 287.

184 salcedo, interview by author, April 23, 2013, BwstMA. The artist when asked about the painstakimd
impossibly challenging processes she undertakesking her work, such as sewing threads and haioghe table
in herUnlandseries said that she focuses on the image shgrig to make, and the processes and materials she
uses are what she needs to get to the image sketeamreate. She also said she repeats the awwhing in her
processes, her sewing of threads and hair into wbecdacts of mourning the surviving parent or theae lives
through.
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direct seeing of a violent event may occur as aolalte inability to know it...*** There is a

latent sense of war’s effects, the horror is netsited but the orphan girl, wearing the dress
sewn by her slain Mother, figures palpably upos #trangely elongated, conjoined dining table,
and the unflinchingly, ceaseless stitching of laaid thread forced into wood generates a space
where violence has been.

3. The Materiality of Surface

The materiality of surface evocativebynceived in théJnlandseries, is a third visual
strategy integral to Salcedo’s practice evidentftzer small furniture pieces to her enormous
public installations. Surface is manifested thifotigr working process in various ways over the
course of her project. Trained initially as a pamattention to surface has long dominated her
practice. From the beginning materials and the vimyghich they are juxtaposed, interwoven,
disassembled or altered through processes thatrtonear, age and may weaken their inherent
gualities, figured in the exterior, the surfacénef works. Salcedo focuses on the surface, |
would suggest, as a kind of skin, one that is ae@tarred, enduring and elastic, as well as
sensual, precarious, seemingly fragile and bedramgath its surface the damage violence
inflicted.*®® Unland: Irreversible Witnes$995-98 (Figure 3.9 and 3.20) another of the three
tables in the series conjoins two long, lean tablem awkward fusion. At one end a
diminutive, worn iron crib lies on its side, itfme embedded beneath threads and hair into the
table top. A fine, ephemeral skein of cloth, heydcountless threads literally sewn into the

wood with innumerable stitches, covers the twoailitgd pieces of the tables, creating a pale

185 Cathy CaruthUnclaimed Experience: Trauma, Narrative and Hist(Bgltimore: Johns Hopkins Press, 1996),
91-92.

18 salcedo in Herzod;antos Parallelos]163. Salcedo states, “...I think a surface is tlhstessential aspect and |
always connect it to vulnerability, to our fragilitnd our human condition. For this reason | makéures that, in
spite of being in cement or steel, are fragileis that fragility | want to point out so that @dves a permanent
legacy...”
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shroud over the wood. Long dark hairs flow deliagewn over the pale cloth across the width
of the table, nearly imperceptible as human hatepkwhere they are layered heavily, securing
the crib frame into the table. The worn white mefahe infant’'s bed bears a tender skin of cloth
as well, evident by long, rough sutures marringlémgths of each curving bar.

Surface as a visual strategy in Salced@rk operates on various levels in this sculpture
The subtle, painstaking layering of elements tylpic@ainting: the canvas covered repeatedly to
produce a ground built by pigment of viscous tadflconsistency and of hues varied one, upon
the next, resulting in a complex, irreducible deptione, Salcedo produces through similarly
intricate means. She employs a language of matguzlaposed, blended and manipulated to
produce a surface evocative and unsettling. Theately threaded fabric and human hair
enclosing the wood and the metal crib, conveysthtace as a skin. It is a membrane fragile
but resilient, one in which wounds can be sututedex], embedding the violent assault inside,
hidden from view. The materials that Salcedo quiktit deliberately accentuates to create this
skin: the organic, fine pale fabric tethered to digoain by dark, long hairs, repeatedly woven in
a pattern of seemingly endless duration, contrastddthe cold, impervious metal crib, (that
nonetheless, failed to secure the helpless baltynits protection), project a palpable presence
that draws the viewer’'s contemplation, generatimgnatinctive response to the implicit but
absent victims®’ Subtle as the surface appears upon first glaheeggomplexity of the various
materials the artist layers and interweaves, akagdhe technical challenges faced to produce
the skin of thread and hair upon wood, slowly udédbeneath the viewer's eye. Upon reading

this complexity, the viewer gains the unnervingssethat not only are these tables oddly

187 Merewether, “Naming Violence,” 38-39. Merewethiiscusses the idea that meaning in Salcedo’s isork
created through “...attention to the tactile, visterelity of the material and the interventionsatoich it has been
subjected.”
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proportioned, they bear a surface that speak$itstary in which materials, not words, convey
the deaths unseen.

Related to the effect created by theenmity of the surface is the nature of Salcedo’s
working process in its repetition of actions anel tlotion of ritual implied by the sewing of
thread after thread, hair after hair into wood.e Hntist's seemingly tireless efforts to create a
surface conceived of layers of unlikely materiaipossibly melded and interwoven including:
cement, bones and buttons sunken within crackathgurniture and hairs mending wood,
impart an obsessively focused process of reworlayeover, these processes of sewing, filling
and patching are labors one could associate withgand healing, as well as with aesthetic
creation. Hence, as Madeleine Grynsztejn propdiseg,impart a ritualistic elemefht® | would
suggest that the repeated actions not only redademestic and healing rituals; but that the
repetition of processes, because they are so abslgdselabored, at once symbolize the
relentless horror of the violence and strive féease through the fastidiously constructed,
material presence the surface revé&isThere is an inhuman quality to the dogged,
compulsively repeated sewing, binding, melding swterweaving of materials; it is an aspect
that through the ceaseless repetition departs fin@enmotion of ritual and teeters towards

obsession. These are actions that the disorientinditions of violence inspire?

188 Madeleine Grynsztejn, “Voice of the Invisiblé[ate Etc(Autumn 2007): 47-8.

189 Merewether, “Naming Violence,” 40. Referring to@alo’sUntitled 1989-90, piece of plaster-coated, stacked,
folded white shirts pierced by a steel stake, Metber talks about the artist's early interest inéxploring the
gestures and labor that went into the productioth@fpiece as a metaphor for the processes ofrdelgIn this
installation violence is vividly suggested by thagp metal stake impaling the stack of men’s shints the piece
was one created following and in the context oftB88 massacres at the La Negra and the La Honglamatations
in Colombia. Hence it bears a historical link tei@ent event in which numerous men were killea, ghirts evoke
those victims in terms far more directly than tle&ds or buttons inserted lia Casa Viudasculptures or the hairs
and threads sewn over the crib and into the tablénland: Audible in the Moutbr the hand carved, gouged
stainless steel chairs, spliced, fused and twistddhou-less.

1% 3alcedo, interview by author, April 22, 2013, Caitipe, MA. Salcedo when discussing her processtaad
fastidiousness she requires of herself, said thattas part of the process of getting back aeviod's effects.
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Surface conjured up through the juxsaoan of varied textures and material traces not
only produces an effect of freckled, scarred andhwegin, but it operates as a topography of
violence in Salcedo’s work. In thénlandseriesOrphan’s Tunioor Irreversible Witnessr the
third table Audible in the Mouthl1998 (Figure 3.18), all of similar proportions adfaces with
cloth, hair and stitches, as well HBsou-les2001-2002 (Figure 1.15 and 3.10), in which the
surface requires close looking by the viewer talrébe extent to which materials have been
manipulated to unsettling effect, forms and mediwmgure up pieces with elements in
disjunction, with fragments pieced together in sodenting whole. No central focal point draws
the viewer’s attention; these are works to be $e®n all angles. No narrative builds as one’s
eye moves from one section to the next; no clirsaw ibe found. Instead there are parts that
intersect, separate, discontinue and bend, infacguthat speaks to the rupture, irrationality and
silence wrought by violence.

Thou-les2001-2002, which includes nine different parts,@archairs created from gray
stainless steel joined in an assemblage or aleneat surfaces taut with the traces of war’s
effects upon household furniture. One of the ggaacludes six chairs broken, crushed, ripped
apart then fused, melded, forced together, legstédiand abutting other legs, proportions
destroyed, fronts and backs confused, irrelev&iaich chair is based on a simple design in wood
that she cast in stainless steel. Three piecasioless steel resembling the scale and surface of
rough wooden boards nailed together, compose ttendach rests upon narrow steel legs
without adornment; and two pieces of similar s@add simplicity rise from the back two corners
of the seat. Regardless of the extent to whictbttlyy of each chair is mangled, the seats torn,

crumpled and/or adhered to other battered chéiespiece bears a surface that withessed and

129



recorded the violencé® Each chair, despite the cold, seemingly impenktrsiiainless steel,
registers the fine grain on each of the boardsséa¢ and legs, the gouges, chips and splinters in
the wood, nails that were pounded to secure ledseat, and occasional knots in the wooden
boards. Together with these painstaking detailsarh wood, are places in which the chair is
crumpled like thick paper along a corner and tigebleneath is bent feebly. Another chair
sustains a buckled corner and a seat ripped widespbced by powerful blades where an
adjacent chair has been forced between the seperees.

The stainless steel registers the sémsxiares, blemishes and scars of wood like a skin
that sustains the weight and evident wounds ofwic¢ in its buckled, torn seats. Salcedo’s
working process with stainless steel is one ofbdeétely creating a surface by rendering into,
rather than building upon, the pieces’ outer ldy@m cloth, hairs, bones and threads. Unlike the
previous work discussed, these sculptures areamstizicted from found furniture, but a single
chair is the basis for all of the chairs in the kvdt is an old chair, chosen for its straight Bne
and simple form. It was created in wax then castamless steel in parts that were then hand-
carved with dental tools, rendering the grain,gbages, knots and splits in the wood, then
reconfigured and assembled into one or a confluehckairs™®? Hence, the evocative, tactile
surface Salcedo painstakingly conceives in her sjaskone composed entirely of her
manipulations of the stainless steel, the sole mahtfeom which surface is constructed in these

pieces. No layering of organic materials, tracesnser submerged into wood or cement figure

191 Basualdo, “A Model of Pain,” 31-32. Basualdo déses Salcedo’s stainless steel sculptures as”...tveir
troubled materiality forces them to be at once @gses and proof of the procedures that made thexntindy are.”

192 salcedo, interview by author, April 22, 2013, Caitge, MA and Salcedo’s assistants Carlos Granada a
Joaquin Sanabria, interview by author, Mexico Cipril 9, 2011. The original chair used as the mddechairs in
the stainless steel sculptures was an old chaserhfor its straight lines and simple structures Salcedo described
it, there was nothing left after the siege and dir¢he Palace of Justice, in Bogota, in 1985hso*s.had to make
something from nothing...” and this old, chair ofagght lines was the model she chose.
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in the palpable presence these works evince. Thetefforts of her hand, upon a material not
readily amenable to carving, creates a surfaceirgdke palpability of wounded skin.

Although the forms of the chairs cldime viewer’s attention for the strange manner in
which they abut and collide, forcefully melded istdody of many parts, alike but disjointed
and incompatible, the surface of the work projdotstraces of life lived and the nature of
existence after violence. The fastidiously cargean, chipped, cracked and worn along the
edges measures the domestic routine in which teses were engaged with absent victims,
their touch lingering on the surface. The damageeiss corners, legs and the severed seats
impart the injuries sustained from war, searing masuwithout treatment, suturing or salves,
blighting the exterior of these chairs with scéuattmark the sites of violence, like the skin of
victims. The surface is disorienting, as Salcedscdbes the situation of living in war: it is all
the same gray, semi-shiny hue, equally understateffect, with no dramatic, eye-catching site
of bloody wounds nor focal point. Hence, when cleseitiny reveals the smashed corner, the
gouged wood and severed seat, all but masked siltlegy materiality of stainless steel, it
startles and unsettles the viewer. Along this serfshe conveys where the normal conditions of
life end and war begins, she maps that changentaggin’®®

Salcedo’s attention to surface andlagerial presence assumes a varied but equally
central role in her large scale public installationinclude the commissioned, monumental
public installations within the analysis of theist's visual strategies. | will explain the

particular institutional and political context umiyeng each installation, as the nature of these

193 Doris Salcedo, “Proposal for unrealized projecarstim Churchyard in Groningen, The Netherlandschlar
2002,” inNeither,27. Salcedo writes in her proposal about creatififypography of War” that | would compare
to the ways in which she conceives/constructs sariia her sculptures. As she proposes in her sreliThe
presence of the subject in this piece will be reetby. It will be made up of several parts that congnd intersect
with one another, to the point where both logic arder collapse. The piece will be devoid of ateeor a
climax...”
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works differs from her individual sculptures becatisey are conceived in dialogue with a
specific physical and historical setting and cargtd in the studio and in situ. Consequently
factors beyond her control contribute to the reaion of the piece and the scale of the work
entails a different set of challenges. That s@al¢cedo pursues the same visual strategies
essential to her project, albeit in expanded prioqs.

Ininstallation, &" International Istanbul BienniaR003 (Figure 1.9 and 3.22), Salcedo
filled a vacant lot between buildings on three sidéfour stories or more, with 1550 brown
wooden chairs in a soaring pile appearing at dvagazardly and deliberately placed. Salcedo
chose a site, a void where a building was misg@ntggative rather than a deliberately designed
opening created to present and project itself aan&iance, a gathering place or framed
crossroads space. Her decision of site in Istasi@eshmed from her intention to conceive a piece
referencing the ethnic conflict that marks Turkeyistory during and after World War I. The
massacre of hundreds of thousands of Armenian&aeeks and the ensuing tensions between
these groups with the Turks that linger palpabtiatg underlie Salcedo’s installation. That the
place she first chose for her piece in Istanbul weated in an area of the city where Greeks
once lived but were removed by the Turks, indic&alsedo’s deliberate approach to this violent
past. The Biennial's organizers rejected that 8i& due to its history. In the site ultimately
agreed upon, Salcedo’s work was an insertion wihimverlooked, unused gap between
buildings which made the presence of the numerbasssurprising, not only because this
interior furniture was outdoors, piled togetheaimass of hundreds, but because it occupied a

space unseen and forgotten on a street of hardst@es, distant from cultural sit&%.

194 The location used was not Salcedo’s first choibemshe visited Istanbul to find her site, but waggested to
the artist because the history underlying the velodrishe chose was deemed problematic within tmtext of the
large, public biennial. Her initial choice ofatloned lot between buildings was located in tea af Istanbul

where it was known historically, that Greeks owhedhes that were forcibly seized by the Turks. Gitrennature
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The worn chairs rested one upon and#dwng every direction, forward, backward,
upside down, sideways at all angles, interwovensasgpended in place creating a tapestry of
wooden legs, backs and seats inter-connectednikads of wood. Each chair was a simple
form of straight lines, without curvilinear detads shaped arms or backs; overall the effect was
of countless chairs of similar structure and fi€o the passersby on the street in this Istanbul
neighborhood the heap of chairs began at theiy liemtally on the ground, and soared several
stories above: innumerable chairs, each famihdrnaorn, and most importantly, layered, with
no leg, back or seat jutting into the sidewalklc&ao’s installation bore a surface that smoothly
flowed from ground to over ten meters high likeugtain of woven wood; an improbably flat
side faced the sidewalk where the viewer peerexthe static jumble of chairs. She constructed
the installation by carefully placing chairs oneomnother on the street side against a wall that
was later removed and behind filled the vacanwith more chairs® Neither pattern nor visual
rhythm of forms characterized this installationpibjected a towering cacophony of wooden
chairs, a teeming chaos in sharp contrast witlstheoth exterior plane that faced the street.

Hence, similar to her sculptures of deracale, surface was fastidiously constructesl, th
effect of layered, interconnected materials asgnateliberately sought, even on this

monumental scale. Although a wall of chairs fadezliewer, it was a wall in which each chair,

of Salcedo’s installation as a statement to thastemized by political violence the location wasetieed polititically
complicated by the biennial organizers, consequgatl alternative site was chosen. Carolyn Alexanitlephone
interview by author, April 5, 2013.

19 salcedo, interview by author, April 23, 2013, Caitipe, MA. The artist explained that she seardhesughout
Turkey to find the 1550 chairs of simple form, skighat was difficult because she said most Tur&skirs are
embellished with curves and a visual lyricism thas contrary to the form she sought.

1% bid. Salcedo explained that it was essential thaiside facing the Street was perfectly flat sinel created this
by building a wall towards the street then begaplaae the chairs, by hand, one after anothemjiroeing mound
against the wall, such that the chairs tower higbemards the street and are lower in height recgtito the back of
the vacant lot. When she had placed all of thérghaith the help of mountain-climbers who taupbt how to
rappel, and climb higher, the wall was removed affldt surface of chairs faced the street.
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worn from the touch of someone missing, is distisigable and the multitude of chairs stacked
behind the outer wall is palpably evoked. The ighimgs from the interior rooms of home she
placed in the exterior, forced into a space vulblergo both natural and sinister elements,
pressed between buildings filling the vacant, dfided cavity left after a building’s destruction.
Salcedo explains this work as a kind of topographwar, one that, as | suggestBaou-less,
imparts, strikes at the blurred line between wieseryday life begins and where it ends when
war is part of daily existence. She linked thigkvim historical events of war and violent, ethnic
oppression in Turkey, such as the Greeks and Aigmenas well as to historical incidents in
Colombia, although without articulating specifidcelmand events. Within the Turkish context,
with or without the artist’s specific referenceg thundreds of empty chairs were charged with
the historical weight of the country’s massacr8alcedo’s address on violence focused on the
ethnic strife, between Greeks, Armenians, Turksdieéined the power structures in the Turkish
state. “It is an image of war inscribed in the veeynter of our lives....All those of us who know
violence can relate to this work. It has an arciiteal scale, even though it is a negation of
architecture. It is not a work that occupies acspaith tranquility, but it is forcibly inscribed i

a crack....*” Implied in the mangled mass of chairs were theynéctims and the
discontinuities that mark life in war and, ultimigtehe surface of this installation projected a
kind of fragile skin that held this life togetherdabore the scars. Viewing the work, one
wondered how it remained stable. It was a precammle of chairs, its planar surface could have
ruptured at any moment, and the fagade spilledthrecstreet, the skin ripped open in a violent
collapse. Fragile is the surface she painstakinghceived and built layer upon layer of

enduring materials.

7 Doris SalcedoGuerra y Pa139.
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4. Time as Material Presence

A fourth visual strategy fundamentaBalcedo’s practice is structured in terms of time,
which, | suggest, operates as a material presenoeriwork. The artist talks about the manner
in which the perception of time is dramaticallyea#td by violence; that living in war, time
alternately slows for those held captive for whamutits weigh heavily, seemingly immobile, and
perversely, accelerates for those who experiermeated violent events and measure time’s
passage as compressed between these asSatilie. sense of time’s measurement and its
importance profoundly changes in the daily lifedtudse who have experienced violence
firsthand. When one awaits the return of a disapggespouse or child, hours, days, weeks blur
one into another, no distinction marks the passégiene until the victim’s fate is known. .
Salcedo’s story of one woman exemplifies the exgpee of countless survivors of Colombia’s
political violence: “...I met a very beautiful womanmo years ago. A mother who had been
waiting for ten years for her son to appear. Inytears she has never come out of the house in
fear that her son might call or come to knock atdbor when she is not around....His dish is
always on the table. There are hundreds of cdsesdrs.**® Time knows no end and is
meaningless when uncertainty and desperate hopeedké€ survivor’s every day. The distortion
of time and awareness of its altered qualitiesrduwar, permeate Salcedo’s project, operating
in varied ways throughout her work from her cemfdlge Untitled furniture sculptures (Figure
3.4 and 3.7) antla Casa Viudaeries (Figure 1.3) to her public performance/ilastian Nov. 6-

7,2002 (Figure 1.11) and recent pidekegaria Muda2011 (Figure 1.10). Time assumes a

1% salcedo, interview by author, April 9, 2011, Mex(City and Salcedo in Herzogantos Cuentos Colombianos
160-161.

99 villaveces-lzquierdo, “Art and Media-tion,” 241.
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material state through the processes enacted kgrtiseto achieve the aesthetic results borne on
the surface in the form and the construction ohgaece.

The extended observation entailed togiee decisive elements of Salcedo’s work: the
insertions of bones and zippers, of sewn hair inifure, the poignant details of a lace collar in
cement and grass growing through wood, demonstoagesispect of time’s role in her address.
Her sculpture requires the viewer’s careful scgutihclose range, in order to discern and, in
essence, witness the material effects, the aestihettails and ponder the processes undertaken to
achieve these ends. Upon intimate, lengthy stdidiyeosurface, the viewer recognizes the
unsettling fragments marking her works, women dnttleen’s clothes buried in cement, a
zipper and bones inserted in furniture cracks, Wwaien into wood, etc., which leaves one
disturbed to imagine the violence that wrought ¢heffects, as if by viewing these details the
viewer witnessed the aggression.

Mieke Bal labels this aspect of Salcedeork, the time required to approach, to study
closely and to read the details visible on the @&gicclose range, as “duration,” stating that the
works are “barely visible as art” unless one loc&eefully, slowly, and finds these visual
element$®™ As an example, she states that, “Umandsculptures work on the basis of the
performance of duratiorhey slow the viewing down, to the extreff8* | suggest that the
time entailed to fully view the precise details dhd effects generated through her painstaking,
repetitive process unfolds with a deliberation omig the lengthy steps and actions she pursued
in the making of the work. (Figure 1.2 and 3.9)nGmarable to the strangely extended or

dramatically compressed nature of time during wianwing Salcedo’s pieces incites one to

20 Mieke Bal, “Earth Aches,” 49 and Mieke B&f What We Cannot Speak: Doris Salcedo’s Polithral(Chicago
and London: University of Chicago Press, 2010),-134.

201 Ba|, Of What We Cannot Speal40.
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view, engage and contemplate well beyond an inim@ression. It is only through the viewer’s
decision to take time, to allow its extended passHtat one perceives the extent to which the
bureau or the table has been altered, abradest],fdpliced and punctured with needles, nails,
slices of bones. | propose time as a measure regdssrecognize what the artist has done to
the everyday furniture and how the surface of kalpgure in its layered, fragile complexity
creates affect and reveals the strangeness. Hmpiequire time to unfold and the minutes
studying the work are punctuated for the viewebbgf, staccato points of visual clarity when
what one sees, i.e. bones, worn lace, hair in vasa@#ment, stand apart as moments of sharp
realization, piercing one’s consciousness likei&esbf violence.

Time operates in two ways in Salcedo&pce, as a moment or instant and as an
extended, unending state, the condition one expeggewhen living with the uncertainty of
political violence. Untitled 1998 (Figure 3.4), one of her cement filled furretpieces from the
1990’s demonstrates the point. The towering (72éfes tall) dark wooden cabinet with double
doors, each with four large panes for glass, ptesestriking figure of rich mahogany, a piece
of furniture one would admire and draw close tactoin someone’s home. As the viewer
approaches the piece, the spaces between the wpadea command one’s attention, as instead
of glass protecting stacks of pressed and foldeshgats and linens, cold, gray concrete fills the
space. As one slowly studies the cement-filledtesitrying to comprehend how and why
someone’s fine furniture could hold the weight ement, one recognizes in the top left pane a
wrinkled mass of flowery embroidered fabric, perhablouse bunched above a swatch of
tightly patterned shirt sleeves. The viewer thesepbes metal bars submerged in the wood,
securing the doors and a fine line of cement gltiegn in place. Upon realizing that whatever is

within this piece of furniture is permanently imgwned inside, the viewer recognizes deeply
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submerged, yet barely visible on the surface, thiarcof a man’s shirt, and a red and gray plaid
swatch of another shirt fighting to break from tegnent. The most haunting insertion in the
concrete filling this cabinet is the round collad&iny buttons, one left open, of a little girl's
flowered dress. The whole of the delicate garmiestdn its side, suffocated but visible in the
cement, as if the child to whom it belongs floaksrdgly beneath its folds. It is upon slow, fixed
viewing of this sculpture that the presence of ¢haissent bodies is revealed. Time unfolds the
layers of process and significance in this workwe Victims are silenced, entombed in cement
within familiar furnishings, their traces vivid baotasked, shrouded within the impervious
density of gray cement. Moreover, time’s passadddedhe fixed, frozen traces of clothing; the
worn garments are suggestive of time that has ga#se cabinet holds a history, but one
without names or a specific narrative.

Time as a material presence figuresalee®lo’s address as it weighs upon and within her
sculptures and installations. The little girl'evitered dress or the men’s worn shirts bear the
burden of time, sunken beneath the concrete, tdeebohey covered long gone, but the stains,
lost buttons and tears measure their history; #iengnts exist as traces of the lives lived before.
Time pervades her work in the palpable surfacemfem threads and hairs or the now forgotten
chipped metal crib in theinlandseries, and the melding together with cement &fl sted
wooden frame and legs, in her early tdbidgitled, 1990. Some of the most vivid examples of
time’s material presence surface in Salcedo’s m@mtat installations, such &Hyss2005
(Figure 3.19) and her performance/installaidov. 6-7,2002 (Figure 1.11).

Abyssis a site-specific work created in a room at thet€& di Rivoli in Turin for the

Triennial of Contemporary Art in 2005. In the™&entury, this room served as the place where
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Carlo Emanuele 11l confined his father, King VittmAmedeo’® Hence this large, brick-vaulted
room, with several windows stretching to the fldanctioned as a space of imprisonment and
the power that imprisonment demonstrated. Saltedered the vault, in effect, by constructing
thick, beautifully-built brick and mortar walls thextended from the vault down the original
walls, stopping four feet from the floor. This wafl brick covered much of the entrance door,
framing the threshold so that the viewer was fortceldend slightly while entering the space; the
light entered from the base of the windowed Frestmbrs well below eye level. It was a feat of
construction, a massive, but palpably construcgdring of reddish bricks, harmonious with the
original brick vault, but of brighter tone and hiegron its surface a lattice of cement and epoxy
resin, lending a carefully layered material presefitie lengths Salcedo pursued to create this
seamless growth of brick from the vault towardsftber entailed searching throughout
Colombia for bricks of the same hue, texture amd sihich her assistants found as parts of
ovens dotted throughout the country. She bought@midapart these ovens, sliced the bricks in
half lengthwise, then layered each brick with mQrtaeating walls each of which was held
within a large metal frame. The brick “walls” weten sent to Italy, then placed and secured in
the room appearing as if they were the naturfllcghtury outgrowths of the vault. To create an
installation in which one could not discern the fslwm the new was a process of painstakingly
laborious effort, of physical as well as mentarenxtes>>

This space projected the literal, matesieight of time, not only related to its"18entury
history as a site of confinement, but measuredcbydense curtain of bricks Salcedo constructed

in the process of seemingly entombing the roomitsiguout the light, the entrance, the life

202 1hid., 230-231.

203 3alcedo, interview by author, April 23, 2013, RostMA.
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inside. The four feet of space beneath the walthe floor allowed one to see the suspended
state of this thick skin of brick, sparking onelgaaeness of time’s passage, of this room’s
transformation over time, raising the deeply utisgtiquestion of the wall’'s continued growth
and one’s possible entombment while observingtthisatening space. The viewer was placed
in a space of imprisonment and in the state of \#adtedo describes as the experience of those
kidnapped “...Time is radically detained and becoaresinsustainable weight on the
hostage....time becomes immovabf&!” The weight of these brick walls conveyed time,
particularly in this historical site, as a matepatsence that burdens, and cannot be forgotten.
InNov. 6-7,2002 (Figures 1.11, 3.24. 3.25 and 3.26), timeeisislve, measured by
minute and enacted with that specificity. It igeaformative piece, distinct from any other work
by Salcedo, and it was realized through a dis@etaeasured period of time. Although it could
be any Nov. 5 and 6, as no year is stated, thaiger understood and remembered by almost all
Colombians. Salcedo conceived this piece as a rémae of the tragedy and deaths that
occurred in a horrific event of political violentteat erupted in Bogota after she returned from
New York in 1985. The Palace of Justice, homéefSupreme Court and across the street from
the Presidential Palace, was taken over by M-19%rijjas who held hostage the justices and the
building’s occupants. The military responded withratal attack, smashing a tank through the
front doors among other actions. A fire ignited awer the next twenty-seven hours burned
much of the building, melting windows. Between thierno and the fighting, over one hundred
Colombians were killed, including eleven of the iweeSupreme Court justicé$ Salcedo’s

piece embodies these dates, fixing that periodhd through a progressive or sequential

24 3alcedo in Herzod;antos Cuentos Colombiand$1.

203 pid., p. 158 and Marcos Palaci@etween Legitimacy and Violence: A History of Gu, 1875-2002rans.
Richard Stoller (Durham and London: Duke Univers§itgss, 2006), 206-207, 206-207.
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materialization in space on the site of the tragbdy measures not only this history, but the
politics and enduring loss. This performance/inatain was driven by her conviction that she
needed to create a public memorial to this horafient in Colombian history. No one invited
her nor commissioned her to conceive this work. 8aened, and then executed this highly
complicated piece upon the roof of the newly retmiesed Palace of Justice, under enormous
constraints during the rainy season, with limitedess to the building, without financial support,
completely on her owff® To this day, the Colombian government has notipiybl
acknowledged this national tragedy in word or deBdlcedo responded to this silence of the
State, focusing upon the exact dates and durafitredragedy, using time as the measure and
the means by which the material presence was eehliz

Following the siege, Salcedo sought rants from the event, objects that remained,
traces to be used in a work commemorating thosedtwys in November. She was not allowed
access to any objects; most were destroyed ashedsitlding. Instead, she says, only the date
remains, Nov. 6-7, and with this time she created@hemeral work that measured and changed
over the passage of hodPé. Set at the new Palace of Justice, beginning geBcat 11:25 am,
the time at which the siege began, when the glesrdntered the building and killed a guard on
Nov. 6, 1985. At this time in 2002, a chair attedho imperceptible wire began to be lowered
down the building’s fagcade. Slowly, deliberatelyigad to the real-time evolution of the battle
as Salcedo devised in a reconstructed model dinbelays, one used chair after another began

to gradually descend down the two adjacent walth@ffacade. No clear pattern, or center point

2% 3alcedo, email to the author, July 22, 2013. feremce to her piec&lov. 6-7,2002, Doris stated, “La obra la
hice porque necesitaba hacerla, nadie la comisitadie me invite y no tuve ningun tipo de ayudaneadica, todo
lo hice yo sola.” “I made this work because | rexbtb make it. Nobody commissioned it, nobody edime to
make it, | did not have any type of economic suppmrerything | did on my own.” Also, Salcedo, intiew by
author, April 24, 2013, Cambridge, MA.

7 salcedoGuerra y Pal45.
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framed the descent of chairs, they appeared sidewagide down, backwards and facing
forward as if someone had just left the seat. Salcgchestrated the pace and the number of
chairs that cascaded down the facade to the hadrenanutes when people died, in those
twenty-seven hours in 1985. Two hundred eighimistwere claimed by the siege; the same
number of chairs descended in her performancedaib with a single chair that first morning
slowly descending (twelve meters per half hougntfrom afternoon into evening, a chair, or
pair or cluster of chairs descended silently, sshoely, others more rapidly, all separated and
spread over the adjoining walls, unnoticed by npastsersby until a number of chairs hung
precariously against the facades. No public natiae given announcing Salcedo’s piece;
people were unaware, and photographs recordingdtiermance reveal pedestrians staring up
intrigued and unsettled as the empty chairs desckrdb narrative accompanied the work, as
Salcedo explained it, “The work was a blank shaetmpty space where the spectator could
remember.... 2 The empty chairs like those in the Istanbul biehimistallation, represented so
many bodies. But in this piece, presented on #feahniversary of the tragedy, on the site of
the event (although the original edifice of theaal of Justice was destroyed by the fire), the

chairs timed to descend when each victim was kilpedtrays individuals known by name and

28 galcedo, interview by author, April 24, 2013, Caitige, MA. Salcedo explains that there was no annement
of the performance as it was not until the aftemobthe day before the performance that she rededfficial
permission to create the piece. Given the exa&ibofdhe work, following precisely the sequencenifiutes and
hours in which the siege transpired on Nov. 6-75]198wvas with extraordinary pressure and gooduftgtthat she
and her team were able to realize this piece onldlyeand time it had to occur. As the piece o@tliduring the
rainy season, the apparatus Salcedo’s assistaifttaniplaced on the building’s roof were espdgiabmplicated
structures. The devices needed to allow for theylteand consequences of heavy rain, as well asan hold and
secure the extremely measured descent of eacharhgtioup of chairs. They were designed to withstand
produce under conditions and in a manner untestéuki center of the city and the nation’s capitater the
scrutiny of heavy security forces. The actual pescof designing these devices to lower the chaidsof installing
them on the roof of the Palace of Justice, wagdithio specific hours on Sunday, as, not surpfigigiyen the
history of what had occurred at the building, tlaae was under severe restrictions for acceshdrt, it is nearly
unbelievable that Salcedo was able to create tiggevinstallation, and that she did so on the edags and over
the same hours as the siege is extraordinary. A§ailcedo created her work under exceedingly caaied
conditions.
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mourned by the nation, although unidentified irs tperformance. During the enactment of her
piece, the Supreme Court building became a sipélgrfimage in the center of Bogot4, where
people stopped to remember that tragedy.

The material presence of time lies mltswering of each ordinary, interior chair in
sequence, at a precise hour and minute, of a gpdeif, on the exterior of this Palace of Justice.
By creating this installation as a performancepidihg, layer upon layer of cascading chairs,
Salcedo conceived a “real time,” reliving and rerbenmg of what had occurred there seventeen
years earlier; it stands apart from her other,diw®rks. It changes with the hours as more
chairs descend, and time materializes as the neas$iis passage. It ends with the deaths that
accumulated by the close of Nov. 6, signified bg/lrge cluster of chairs hanging on the wall at
the conclusion of the performance. Her other wdwéar no visual cues of a beginning or an end
one should see and follow in order to understaagtbce. This work incorporates the
sequential change as an element, the movememhefisi central to the materialization she
creates.

5. Body to Scale

The idea that each chailNov. 6-7,2002 (Figure 3.24), suggests the absence of avicti
killed in the Supreme Court siege demonstrateflaviisual strategy fundamental to Salcedo’s
practice, that of the correspondence of body ttesdde notion of the body as related to scale,
operates in three ways in her work: the physicapprtions of the viewer’s body to the scale of
the sculpture and resulting correspondence betteetwo, the trace of the absent victim’s body
implied by the piece and the form or substancé&efsculpture itself as a kind of distinct being,
independent of the artist who created it. In th& fnstance, the chairs in the ephemeral

installationNov. 6-7 2002 present the accessible, familiar scalep#raon’s body in each
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wooden form, implying the absent trace in each veaat. The found chairs Salcedo has
incorporated throughout her practice readily evolisan proportions, with some smaller than
an adult form. The artist'®ntitled cement-filled, conjoined furniture pieces from #890’s
such adJntitled 1995 (Figure 3.7) in the Hirshhorn Museum collectiprovide a further
example of the manner in which body and scale ep@nahe sculpture’s address. This piece
projects a menacing profile; a bedframe bisecth#dat of a concrete-filled bureau, piercing the
cement and extending out the back where the bedididoard looms like a shadow behind the
cabinet. Although the double-bed-sized frame aggp&laghtly sinister because it splices the
chest, it is of a common, not exaggerated, domestte, as is the bureau. Thoughts of the
bodies that once slept upon the mattress heldibyrdme linger; absent bodies are evoked by
the worn headboard. Conjoined as they are instnégely compromised structure, the bed and
chest each remains familiar furnishings, approaehialbscale and presence to the viewer, hence
engaging rather than distancing the audience. vidveer’s relative physical correspondence,
body to bed and bureau size, encourages one’saqgpto the piece, so that despite the dark
collision of forms and entombed interior, one dranear to the bed frame, to the drawers and to
the cement-smothered, flowered-lace garment traiclesdy within the openings, thus accessing
the implications of violence embedded within. Th@machability of scale to body allows the
viewer access to a work which, if monumental inesgauld not engage at the same level of
intimate study.

Tenebrae: Nov. 7, 198%5999-2000 is another example of Salcedo’s straaelglyessing
the correspondence of body to scale in which achite figures prominently, as Nov. 6-7.
(Figure 1.13 and 3.27). Body to scale operatesutiin a language of forms at once familiar and

strange, confronting and barring the viewer fropr@scribed space. LiKdov. 6-7 the piece
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refers to the Supreme Court siege and an ominoalgypervades it. The installation
incorporates chairs of basic form and size, but #re chairs transformed and made monstrous,
lying on the floor on their sides, backless, sormtheir legs elongated excessively, stretching
across the room and piercing the walls. In no senges chair familiar in its lead and steel
incarnation/form, it is however, of the scale tbaé remembers. The installation exists in two
rooms, with a large opening between the adjacewhso The space contains two overturned
chairs on either side of the opening into the me&tn; long, narrow lead beams, the monstrously
extended legs of the chairs, crisscross the doqrirayersing the walls and impeding one’s
further passage. In this second, smaller and tmagétly illuminated room, eleven chairs lie
jammed together in a line along the floor, theimanous, hyper extended legs reaching up and
across the room puncturing the wall they face. Vibwer’s space is fragmented by these long
lead legs that prohibit passage, but one can appraad through the barricade see the mass of
upended chairs within. These chairs with theiediteningly peculiar appendages illustrate the
third notion of body outlined above; they resenmdblkand of creature or distinct being. Similar
in their oddly disconcerting composition to theisigss steel chairs conceived with legs folded,
twisted and contorted in her later sefds/embel6, 2001, the resultinfenebradorms recall
creatures rather than domestic furniture. Theitssknocked over upon the floor, their legs no
longer hold a sitting occupant but extend and difiveugh the wall, like those of a being with
outsize force.

The architectural intrusion ®énebraecreates a kind of surrounding installation
seamlessly using the rooms’ structure, drawingfrooting and fixing the viewer in a space of
approachable scale. Salcedo conceived this piesgcima way that the viewer sees the lead

chair legs puncturing the lateral walls and cameat the mechanics behind this installation.
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The whole of the two rooms, like many of her pie@gears impossibly but fully finished; a
temporary installation somehow bisects walls, stbairs balance precariously, all pieces are
fixed in place. In fact, steel plates impercegitd the viewer, are attached behind the gallery
walls to support the heavy lead chair [84sWithin this setting some writers propose that the
barrier and the intrusion of the lead chair legos& the doorway and into the walls literally
places the loss caused by violence inside the viswpace. | would go further and suggest that
similar to Salcedo’s other piec8®nebraematerializes not only the loss but the perverse,
inhibiting and uncontrollable nature of violendag strangeness that pervades existence and the
spaces and objects once famifidt.

The titleTenebrae: Nov. 7, 198heds further light on the sense of body and soalas
work. Tenebrae refers to the suffering and dehtlesus Christ in the final days of Holy Week,
and Salcedo’s choice of this word along with thaat)xdate when the tragedy culminated in the
siege of the Palace of Justice in Bogot4, infomesvisual expression of chairs and barricade of
lead legs. The artist mentiomsnebraeas the first work of several she created in respéms
this tragedy’** No narrative is stated, but the presence of chairsference she makes two years
later in hemMNov. 6-7 2002 performance/installation of chairs descemde walls of the

Supreme Court building, evokes both the absentBafJustice victims and the body of Christ

209 plexander, interview by author, April 16, 2012 .e&hnder and Bonin first installéenebrae: Noviembre 7,
1985,1999-2000 in an exhibition in 2000. In author’s gersation with Doris Salcedo, April 23, 2013, Caidbe,
MA, Salcedo mentioned th@kenebraavas her first piece that was fully cast. Typicahe constructed, joined,
carved, worked by hand on her sculptures, suchthieasurface demonstrates this focused creativeession and
process, however that did not occur on this pibe. stated this fact in the context of discusskwuathe
otherworldliness of this sculpture, in that thehmutmentioned that she found the piece strangshuudiing, a clear
expression of “the Other” and Salcedo agreed anthwented regarding the working process as if it m@sentirely
one in which every aspect was under her hands;drgrol.

Z0Edlie L. Wong, “Haunting Absences: Witnessing $.@s Doris Salcedo’strabilariosand Beyond,” inThe
Image and the Witness: Trauma, Memory and Visu#li@j ed. Frances Guerin and Roger Hallas (London and
New York: Wallflower Press, 2007), 183-184.

21 salcedo, interview by author, April 22, 2013, Caidge, MA.
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in those final days, while the elongated chair Jegenacing in their wall piercing placement,
subtly imply the long beams of the Cross. The bisdypresence missing but acknowledged in
this work, and the chairs manifest a kind of bdat is as much of this world as of the unknown.

A third installation that addressesytmscale informed by particular acts of political
violence in Colombia is her pie€degaria Muda2008-2010 (Figures 1.10, 3.28, 3.29). This
work fills an enormous room, literally enclosingdasurrounding the viewer with 166 sculptures,
a seemingly endless series of tables each thenlefigt person’s bod§*? One table is upended
upon the other, each identical and of simple cortitn, the wood stained a weathered gray hue.
Between the table with legs to the ground anddbéetflipped upside down placed upon it, sits a
wedge of dense, dark soil from which vivid greendhk of live grass sprout improbably through
the wooden tabletop. Like many of Salcedo’s wotlks,tables convey the unlikely, defiantly
achieved expression with hairs sewn into woodelesalgrass growing through wood. Against
expectations and odds she creates an aestheéimstatone cannot understand, nor believe one
sees, melding materials with diverse properties.

Plegaria Mudafills a room with table after table in specific erdone after another
facing the same direction, some parallel, someetyaset, others apart, one alone, but visually
similar, an endless repetition of silent, haunfmigns differing only in the number of blades of
grass sprouting irregularly through the upsidedabp. The proportion of each table
deliberately compares to the scale of a persore8alstated that their measurements

approximate that of a standard cofffiThe pale gray shade of wood and the simple boards

%2 The installation size of this piece can vary. Ahimimum 5 tables must be included and the largesfiguration
includes 166 tables within an indoor space.

3 salcedo, interview by author, April 9, 2011, Mexi€ity. Also, Mieke Bal, “Waiting for the Politicloment,”

in Doris Salcedo: Plegaria Mudad. Magnus Jensner and Isabel Carlos (Malmo, Swadéhisbon, Portugal:
Moderna Museet Malmo and Fundacao Calouste Gulaanko11), 79.
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recall rudimentary wooden coffins, the kind in whitie bodies of the unknown or of those on
society’s margins are burieBlegaria Mudawhen one enters and walks through, between and
around the tables palpably reminds one of a cemetih gray tombstones of comparable scale
marking the landscape; these sculptures each authtéble legs projecting upward define each
site, each body, each death. Unlike gravestonegatiles lack names and dates, only the bright
green tufts of grass distinguish one from the gtlilex the grass growing around and over
cemetery plots. The blades of grass project a nthivae, sprouting from within the tables;

within these “coffins” emerges a vision of life awpnt. Moreover, unlike at a gravesite, this
growth appears at a level just above the viewesdstythere is no need to bend down to touch
the grasses. The coffins and blades of grass sudrihe viewer’s body not his/her feet.

The body/scale correspondence is avisuategy Salcedo deliberately pursued in this
work, the impetus stemming from a particular inaid@ the first decade of this century with
unburied dead in Colombia, as well as from theadpif violence fueling civil war and conflict
throughout the world. The piece began throughareseshe conducted in Los Angeles in 2004,
focusing on Southeast L.A. and the cycle of viokehyg gangs and the ambiguous relationship
between victim and perpetrator in marginal areasre/riolence predominatd3legaria Muda
is informed by the kind of “social death” in whipleople have little hope and no sense of what is
a community that according to Salcedo, exists A ,LColombia and many places in the world
where people live in precarious economic and s@oatlitions and where anonymous deaths
from the consequent violence prevais

In addition the work pointedly and paoggtly addresses a specific incident in Colombia.

From 2003-2009, as Salcedo explains, nearly 1500y@eople from marginal areas of

214 salcedo, interview by author, April 11, 2011, MexiCity and Salcedo, “ArtisTalk,” lecture at Hardar
University, Cambridge, MA, April 23, 2013.
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Colombia were murdered without reason. At the tithe,Government had implemented a
reward system for the military if the army couldifyethat they had battled and killed a growing
number of guerrilla insurgents. Given these inc@stj it was reported that the military hired
young people from poor areas, transported thenthier segions, murdered them and claimed
their bodies as “unidentified guerrillas: dischatdge combat.?*> Salcedo was intimately aware
of these incidents, which received widespread comagion in Colombia once discovered,
because she spent months accompanying the mothrsyasearched graves the murderers had
revealed, trying to find their disappeared sonsragrsm many bodies. She then joined the
mothers, “...in the painful and arduous processwifidj out their mourning...2*® As Salcedo
states in her essay for the exhibition, “I belivat Colombia is the country of unburied death,
the mass grave and the anonymous dead. Foetssm, it is important to highlight each tomb
individually in order to articulate an aestheti@stgy that allows us to recognize the value of
each lost life and the irreducible uniqueness chagave. Despite not being marked with a
name, each piece is sealed and has an individashcter, as if to indicate a funeral that has
taken place®’

6. Disjunction and Disorientation.

The final visual strategy integral tdceao’s project is the notion of disjunction and
disorientation. The artist manifests this stratdgpugh her choice and juxtaposition of
materials, the processes she employs to maniphiate/ood, fabric, concrete and steel and

through the installation of her pieces in space@articular settings. From the outset Salcedo’s

%5 3alcedo, interview by author, April 11, 2011, MexCity. SalceddPlagaria Muda,25-26.
%% galcedopPlagaria Muda,26.

27 bid.
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work has presented an incongruence, an unset#isitnetic statement born of the disjunction of
materials, processes and placements that she puasymart of the image she seeks to creite.
From the sculpture composed of a single chair cedauburdened with cement to a monumental
installation filling a public space, Salcedo’s askl deliberately conveys a notion of disjunction
and deliberately disorients.

One of her early piecedntitied 1988 (Figures 1.14), a crib with a chipped metahfe,
sharply demonstrates the notion of disjunctiongrakto Salcedo’s practice. A forlorn metal
crib of small scale (96 x 79 x 45cm) stands unadstan four chipped, terribly worn legs placed
incongruously in a gallery. Its presence is paitdubbserve because the piece projects a raw
quality through its battered metal frame, diminatsize and the harsh metal screen and wires
enclosing the baby’s bed. Where the side railslevba to protect the slumbering infant,
Salcedo constructed a metal cage composed of ested metal mesh, reminiscent of window
coverings in prisons. Itis sewn in place with mthess, individual rusty wires threading into the
section of mesh, and weaving in, out and over thaherib frame. A cloudy swatch of worn
translucent plastic is entangled in the woven walesig the base and sides of the crib; accretions
of pale wax collect on the frame, palpable amidstihterstices of wires. It is a deeply
disturbing sculpture; its effects fostered by tigosition of the rough, rusted steel-mesh and
wire cage imprisoning the crib, by the disjunctafrpurpose and materials, and by its placement
in a public space. That is the last location oneld/@hoose to settle a sleeping infant.

The brutal juxtaposition of contrastghis piece sharply conveys Salcedo’s use of

disjunction as an aesthetic strategy in order thress political violence. This sculpture was

#8 galcedo, interview by author, April 23, 2013, Bws MA. Salcedo stated when asked about her ehafic
materials, in discussion regarding her early pit#itled, 1988, crib wrapped in metal mesh and wire parhef t
MFA collection, “...The materials and the processrmrewhat I'm thinking about so much as the imdgettying
to create, it's the image | know | need to make tima thinking about....”
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created in response to a horrendous massacrecthatred in Segovia, and an account Salcedo
read regarding a mother who searched for, andftherd her murdered son and brought him
home, where she lovingly began the rituals of mmgynslowly cleaning his wounded body,
then dressing him in his best clothes, strugglimgugh her grief to say goodbye properly. This
heartbreaking story Salcedo recalls as she remambadly the sense of the Mother’s searing
pain and sorrow. The sadness that the artist expard infused her process as she made this
sculpture. As Salcedo describes it, “What | danisny process of making | go through, repeat
the act of mourning of the person who survivesduiters the loss of their child*®

In her first stainless steel piebls/. 6,2001 (Figure 1.5 and 3.31), disjunction is realized
in the disorienting forms she created from manidgthe basic chair, the placement of these
sculptures in space and the ways in which stairdtesd bears the texture of wood and the
malleability of rubber. Like her other stainlesses chairs, these pieces stem from a model
wooden chair of straight lines and no decoratigarishes carved into the legs, seat or back. It
was cast in stainless steel in pieces; she themfigared the parts of the chair creating a
deliberately disjunctive sculpture, disturbing fisruncanny qualitie¥’° These pieces are at once
familiar but strangely threatening, resembling tuess rather than domestic furniture.

Nov. 6includes a pair of pieces, each consisting of tackko-back, stainless steel
chairs closely joined, elevated above the flooth®y/crumpled, split seats and skewed legs of
several backless chairs seemingly forced beneath.tiThe indistinguishable mass of legs and

truncated seats barely visible, slightly spilling deneath the formidable pair of solid chairs

9 |pid.
220 3alcedo, interview by author, April 22, 2013, Caiadpe, MA. Salcedo describes the process of mattiag

stainless steel sculpture as “It's not a castpmgate. It was cast in pieces then reconfiguredd éwery single detail
was hand carved with dental tools.”
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imparts a striking incongruence between the manigleds and the straight lines and
commanding presence of the chairs they shoulder aljuxtaposition that evokes the rupture
and wounded results of political violence burieddsgth social controls.

Installed apart from these two setsldirs, a single perversely malformed “chair”
balances precariously on two legs, a third contbaigpendage providing slight support. That
this is a chair is a point of provocation, as @sdramatically altered that it resembles that
domestic object only in that it contains the sewt four legs of her other stainless steel chairs.
However, only one of those legs serves as suppattefloor, the rest are suspended in space,
and what were the chair’s two back pieces are lbeldied over by the hands of some unknown
force, one pulled to touch the floor the othertstred but missing the grour.lt is an utterly
dysfunctional chair, but a thoroughly potent imaf¢he effects of violence. By negating the
very properties that define a chair, this piecerasisks the lasting repercussions of war,
psychological and physical.

On a large scale, Salcedo’s instalilelNeither2004 (Figure 1.16 and 3.24) operated
through disjunction, employing a visually understhvocabulary to disorient space and the
viewer’s sense of grounding within. Created tothk principal gallery at White Cube, Hoxton
Square, London, the piece appeared to grow frominvihe walls, a work like many of
Salcedo’s installations that seamlessly evolvebiwithe setting in which it is presented. In this
work the spotless white, windowless walls of thacgprevealed meter upon meter of floor to

ceiling expanses of razor sharp, chain-link wingcfag that cuts through the plastered walls, in

221 Basualdo, “A Model of Pain,” 30-31. Basualdo comgsathese chairs to an unused, imaginative of atiq
language, “...Their dysfunction calls to mind absuoavels, vestiges of an archaic or invented languagable of
assuming a glossological seriousness; they arestrenmeanings of which have been eschewed, the qdrjected
to the pressure of being put in an unprecedentddbsurd context, alter assembled with a a violénaerejects
the imprecision of brutality. What animates thaichis that they have not lost the will to conérto mean
something and yet, whatever they mean has becop@dssly incomprehensible.”
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places deeply submerged and barely discerniblepéxsethe repeated, shadowy pattern of link
after link. In other areas the metal links justioto the surface, creating diamond shaped pieces
of white plaster sliced by the wire, palpably dits®y the wall and constraining the space.
Finally, sections of chain-link fencing jutted meiragly off the wall within the gallery and
restricted the entrance into the space, the shaepegiges threatening to puncture or tear the
fabric or flesh of the viewer who drew clo€é.

This installation incorporated withmhat belongs outside. The material ubiquitous
worldwide in areas of confinement, a material oss&oaiates with prisons and areas where
people are under control. Salcedo’s tiNejther,suggests that the space is uncertain, but clearly
without freedom. One entered, passing throughutig wire edges into a space with no focus,
no narrative; only the sense of disjunction wdpgdale. The perfect space of the gallery was
now shrouded in the physical weight and laceragitiges of the rough chain-link fencing that
imprisoned the gallery viewer. The psychologiaalmmotations associated with the chain-linked
fencing, with razor-sharp edges, do not belongnéngristine room of the gallery. Salcedo
conceived a space to disorient through this inaesgee, creating a visually minimalist room,
one that stopped the viewer in an immobile, liteeade. It was a space between imprisonment
and freedom; the fencing was visible, but was erdeddn some sections to the point of
disappearing. It lurked threateningly, on the edfyeonfining the viewer, suggesting a place and

a sense of time that was frozen and distinctly isgpdrom the active environment of the street

2 galcedo, interview by author October 21, 2012, Nerk, NY. The artist explained that she selectapecific
kind of chain-link fencing that is used in prisargd places where people are imprisoned that hasxt@snely
sharp, knife-like edges that slices one’s hantisti€hed, and served in this case to cut througkyeall used for
the walls in this installation. Hence it was adg deliberately chosen to recall that which isdug internment
camps and it served to slice into the wall creatirgeffect of being embedded and puncturing thigsilzat made
up the installation in the gallery. See also, Rmhgham, “Failing Better,” 11, Mengham descritibe
plasterboard with fencing embedded into it, asguaia front of the gallery walls, but seeming todaet of the
gallery’s walls.
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outside the gallery. The sense of disjunction e@atas not only in the installation’s materiality
but in the notion of time, suspended and immolslsle has described what plagues those held
captive. Salcedo stated that she created thig jpe@flection on the inhuman, uninhabitable
other worlds of concentration camps, those zoneswfinement outside of laws: not only those
from World War Il, but throughout time and culturé®m the Soviet Gulags to former
Yugoslavia, Rwanda, Guantanamo, and the jungts &iblding kidnapped victims in
Colombia®?® Although the linked fencing conjures up the sesfsenclosures forced or
voluntary, the idea that this installation refertedtoncentration camps and holding pens from
diverse eras and cultures was not readily apparighin the pristine, White Cube space.
Neitherdid not specify whom, where or when it addressedjtimparted a space of silence, at
once ominous with its sharp, chain-linked wallsj aontemplative, where thought about the
imminence or the consequences of violence transpire
Conclusion

Doris Salcedo’s project focuses ontmall violence, it informed her first sculptures
using everyday objects with surfaces complexly eead and remains integral to the single
pieces built from domestic furniture to her monumaénite specific installations conceived
today. Her emphasis on the violence fueled bytipaliconditions of civil war grew from her
experience as a Colombian artist, living in herrtopseeing and listening to the victims,
absorbing the devastation, the uncertainties amditence of a State that fails to acknowledge
the deaths, the mourning and the nation’s histeny i bound to a particular condition of
violence. Salcedo began her practice focused gntirethe victims and politics of Colombia,

conceiving sculptures that addressed the sourberagxperience and the certainty of the

22 Doris Salcedo, “Proposal for a project for Whiteb@,” 109.
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unacknowledged horror thousands of her countrynved land felt helpless to change. Many
Colombians felt complicit in the cycle of violentteat was perpetuated year after year from the
1980’s through the 2000’s. As her work gainedrimaional attention in the 1990’s, although
she continued to live in Bogota, her sculpturesesked the political violence that rages in many
cultures and across time in the world, specificakpressed in public, site specific commissions
such as the Istanbul Biennial, the Castello di RiwoTurin, and most recentighibboleth2009

in the Tate Modern, Turbine Hall. No narrative edam no pictorializing appears in Salcedo’s
pieces. The issues of political violence she add®are not always legible to the viewer, and
this is, at once, a risk she takes and a formidaisédity that defines her practice as a major
international artist.

In order to make her address on palitiolence and do so through means that do not
rely on figurative images of wounds and victimslc8do employs specific visual strategies that
together impart the absence/presence of thosanaisthe uninhabitable world of civil war
through materiality. From the beginning, she ehesulpture as her means of addressing the
conditions and consequences of political violeheg,country was and continues to be the
source central to the objects she constructs. Ubm@veryday object, furniture, first bedframes,
then tables, chairs and bureaus as the base,gltkdasly labored over the surface, layering,
scraping, inserting, melding various materials ol upon it creating a skin evoking past
violence and revealing bodily traces, and fingtyning and fusing pieces of different
furnishings, using metal and cement to secure afidcate them, both literally and
metaphorically. Although Salcedo’s pieces have mgslmonumental proportions in the case of

site specific installations, each detail, as weltlee painstaking process of building a layered,
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richly textured surface remains essential. Hearadt in the everyday object and materials
remains central to her practice as well.

Buttressing these integral aspectsatéesio’s work, are the six visual strategies tlaateh
evolved over the course of her practice, the mégnghich she conveys her address on political
violence. Salcedo fastidiously approaches evetsilda each sculpture and installation, and
this focus is essential to the deliberateness o$tagement on the politics and violence of civil
war. The suggestion of space to place, the sdrtbe ancanny and anthropomorphism in her
door bearing bones, the materiality of her heawityked, almost painterly surfaces, the weight
of time as a material presence in her performaremepthe correspondence of body to scale in
her bent and piled chairs and the disjunction asdriéntation of her fused furniture pieces
facing the far corners of the room, are a set sial strategies that together and separately work
to make the complex conditions of a violence fedilhystory and a politics, apparent in
Salcedo’s pieces. It takes these different me&nsa&ing to convey the issues and
consequences of political violence in her projeiett work does not figuratively portray political
violence, it expresses this condition and reahtg iseries of ways of making the viewer see,
understand and experience through the materialkeasonceives and constructs them.

And with that means of making, withittorializing, Salcedo takes the risk that her
statement will not be legible to the viewer. Fdradlher lengthy and exhaustive research,
planning, building and creating her work, her int@ms do not always succeed in conveying the
issue at stake and around which she conceivedrtagyd. Shibboleth2007, (Figure 3.12 and
3.33), the monumental crevice splitting the flobiTurbine Hall at the Tate Modern, is a work
Salcedo painstakingly constructed, built segmergdgment, carved with dental tools, inserted

into the cement, ultimately creating a fissure divg what appeared to be the very foundation of
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the space. The technical skill required to achiei@chasm, the wonder of it spreading from
one end to another of the vast hall, drew the aatterand earned the widespread interest of
viewers and critics. However, the issues addrelgdle image: the title specifically
referencing a biblical practice described as uknguage to determine one’s inclusion in a
group, an issue Salcedo linked critically to thegdegacy of racism, the continuing fracturing of
societies and the exclusion of a huge underclasklwile, were not focused upon by most
viewers®?* As the artist herself has discussed, it was aeftteat did not achieve what she
intended; the artifice was greater than théZartThis is the challenge posed by her choice of
charging materials not figural images with the virtigf expressing her address on the political

violence that claims victims in Colombia and therdo

224 3arah Lyall, “Caution: Art Afoot,New York TimesDecember 11, 2007, is one example, in which gietil is
placed on the interest in how the crevice was eckahd people’s enthusiasm for the Tate’s lackilefsror
restrictions on viewers so that they could walkrreead over it. Focus was on those who tripped afidnto or
beside the crack, the focus of the article on thader of contemporary art, that a split in the fltank one’s eyes
away from the walls and down to one’s feet. Thisusone of various articles with similar obsereas focusing
less on the content of her piece than on the maifvied making. See also, Richard Dorment, “Dorédéc8do: A
Glimpse into the Abyss,The TelegraphOctober 7, 2007. Accessed June 26, 2013.
http://www.telegraph.co.uk/culture/art/3668416/BeBalcedo-A-glimpse-into-the-abyss.html

22> galcedo, interview by author, April 23, 2013, Caiudge,. She discussed her intentionality and thisweple as a
piece that did not achieve what she sought inditkess to the viewers.
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Chapter Four:

Political Violence and Materiality
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This dissertation has analyzed Doris Salcedo’stim@and, in particular, her attempt to
address victims of political violence in Colombradeby extension, in the world. The analysis
examined a specific body of her work perceivedufgtothe lens of: the socio-political context
she has experienced while living since birth indbabia, the artistic practices of Beatriz
Gonzalez, Josef Beuys and Marcel Duchamp whichiddjto varying degrees in the issues
explored in her work, and finally, the visual séigies she employs to convey with materials,
without pictorializing, the enduring effects of itiwar.??° She deliberately focused on sculpture
as her means of addressing the conditions of viel¢mat rupture societies and wrench apart the
lives of victims throughout the world. But her cbe@iof medium was coupled with the certainty
that no narrative or figurative image of a violenent and the assaulted bodies would she
incorporate. Instead, she presented the tradeeddlisent body, the suggestion of what occurred,
creating affect through the meticulously conceiaed constructed sculptures and installations
made of worn domestic furnishings and belonginglse did this by engaging the aesthetic

strategies of: space and place, the uncanny ahdogomorphism, the materiality of surface,

226 The body of work | have chosen to analyze in dissertation includes pieces from all of her setiest is
sculptures created in a similar manner at diffetiemé periods, i.e. wooden furniture filled withneent from the
1990’s and 2000's, as well her major individual aitd specific works. Mention was made of otherknguch as
her earliest furniture pieces from 1987 composedah hospital bedframes wrapped in plastic andhahfiber.
The works prior to 1987, of metal furniture framasimal fiber and wood were not discussed. Oneitapt piece
not included in this thesis was Héntitled 1989-90 installation of plastered shirts bisectgarignacing metal
stakes. | did not include this piece becausekarihie other works that are the focus of this #)asithis piece she
renders a figurative image implied by the foldechfaeshirts pierced by a literal stake. Createdrdfte massacres
of workers in 1988 at the La Negra and Hondurastpteans, this piece makes a more direct statewfehe male
bodies and their brutal death, imparting a nareaitivthe tower of pressed shirts on stakes. Bypeoison,Los
Atrabilarios 1993, the only other work discussed which includedntire piece of clothing (shoes) rather than a
fragment, a literal trace of what is missing, preed the shoes embedded in the wall, in funeikeyeinclosures,
presented as relics but veiled beneath a thickidgi@nimal bladder sutured across the opening. &élerading the
shoes as the belongings of specific bodies was kcetgd by the skin shroud. The body of Salcedask which |
selected for this thesis conveys the suggesti@ntréte, not the literal, direct statement of theeat victim and the
violent act.

159



time as a material presence, body to scale andndigpn and disorientation. She relied and
focused on materials, as well as on her exhauptiveess of planning and building each piece to
impart the weight and act of remembrance for tHeuaed dead. Although her political
statement is not always legible to the viewer, dbes not hesitate to take this risk in her efforts
to impart her statement through materiality.

Salcedo’s recent work stakes new ground; it paiflegond her previous tactics,
deliberately challenging the temporal limits of eréls and the definition of sculpture and the
object. A Flor de Piel 2012-13 (Figure 4.1) is her most audacious and rtapbwork-to-date. It
is founded in the issues of the political and thaarial, but tests the parameters of organic
materiality, arresting its decomposition in a sugjeel but uncertain state. This piece composed
of thousands of rose petals sewn together in ameng textile spreading across the floor,
continues the artist’s trajectory centering ontprdl violence addressed through material means
without narrative or figuration, but it charts ngwound with its fragile physicality composed of
delicate blossoms challenged to endure in an wdestndition. From the beginning, Salcedo
has pursued a project focusing on civil violence e politics behind it, and as this thesis has
proposed, she rendered the absence, sorrow andaingeleft by war, through everyday
objects and materials intricately melded and chdngeploying a series of aesthetic strategies
to convey her address. Although the subject ofdwk, acknowledging the unburied dead and
surviving victims from political strife, remainsmieal to her practice, she continues to explore
new means of articulating the loss.

Salcedo chose sculpture as her medium, the maggpeessed through installation or the
object, but a#\ Flor de Pieldemonstrates, she challenges the parametersibgretly blurring

the line between the physical and the ephemeralidam sculpture and performance. Salcedo’s
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latest work steps beyond her previous pieces byngakaterial the wounded flesh of the
disappeared victim through fragile flora, rathearthncorporating the body’s trace signified by a
zipper or torn shirt. Although she continues teate each piece as witness to the experiences of
those whose loved ones were claimed by politicalevice, her process is not static. Her
emphasis on the properties and possibilities oerras to realize her vision, lead her to stretch
the limits of the medium in a powerful expressione that both sums up her approach and
moves beyond, raising more questions than answers.

She creates sculpture and installations as theessipn and the site of memorial, but
what defines Salcedo’s project, centers on heodigd with political violence rendered without
vivid images of brutal acts and human sufferinglikénthe legacy of Joseph Beuys, whose ideas
she studied but whose project addressed the Geatr@ities in World War Il, their memory
and catharsis, her work is not about a past t@benciled but an ongoing problem of civil
violence. Employing materials charged with par@éeulistories, her exhaustive process often
begins with the testimonies of those who witnegkedsiolent conflict of power between
Guerrillas, Paramilitary forces and the Colombiahtany. Her choice of materials, from the
possessions given to her by survivors, to her bdarcchairs, wire mesh, buttons or bones,
stems from the image she seeks to realize, oneyféer innate ability to absorb and take on the
victim’s experience.

Salcedo’s approach, conjuring the imminence olievice, not by blood soaked images of
its effects, as rendered by Argentine artists siscAlberto Heredia or Graciela Sacco, but
conveyed solely through an evocative material presgexemplifies the singular nature of her
work. Linked to this proximity of violence, a sensf the absent body, its trace and the

experience witnessed, finds measure in the domiestiture, the everyday objects and
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materials, the threads, hairs, wires and cement fihich she constructs her pieces. Materials
define her approach, and every choice, from thedeondurniture to the stainless steel, to the
layering, the melding and the fusing of elemenssde, outside, beneath, between and upon the
work is exactingly determined. From the manufaaduio the organic, that range of materiality
as the means of address, in sculpture and ingtallat human or monumental proportions,
characterizes her expression. In the diverse afrayaterials she employs, how does she
continue to indicate the local, that specific caht#f violence™Her career-long preoccupation
centers on the act and space of mourning, of reragntpthe unburied dead and the memory of
the experience that threatens to disappear withdutowledgement; each Salcedo sculpture or
installation makes public measure of what politialence wrought on minds and on bodies.
Salcedo’s project deliberately avoids the usenages that recall brutal events, or the
specific victims, unlike fellow Colombian artistsch as Oscar Mufioz, whose practice dwells on
the civil war. She takes on the war by conceivireggs that she deems oppose the power that
violence wields in societ§?’ The more than half century of violence that hagped Colombia,
from the 1948 assassination of presidential caneli@aitan, the emergence of leftist guerrilla
groups, the growth, wealth and influence of naredfickers , the power of the military and of
the State, and the rise of the paramilitary fospe=aks to a persistent condition of civil violence
that has become habitual and is viewed as an etesheational identity. For Salcedo, the
imminence of violence not its figurative elaboratidwells in the meticulous interweaving of
materials, found furniture, cement and organic elets; this is her focus and what defines her
project. By purposefully combining particular nmadés, the used kitchen chair, the torn shirt,

the long wooden tables and soil, Salcedo explaiasghe imparts elements the viewer

227 Doris Salcedo, “ArtisTalk,” lecture, Harvard Unieity, Cambridge, MA, April 23, 2013.
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recognizes, thus allowing one an accessibilibhtogiece that a vivid image of a bloody corpse
would eclipse. Depictions of the violent act afidnuirdered bodies, Salcedo describes as
“hyper representation.” They reveal all, leavingspace to absorb and consider the experience
and its lingering consequences; they convey speatather than the violation, the enduring
grief and the echoing absence that fills the smsvliives. Salcedo seeks to impart the memory
of the experience of civil war, realized upon tih@ner’s deliberate contemplation of her pieces.
The latency of violence is legible upon carefubdstualong with the discovery of embedded bone
fragments and woven hairs. Moreover, since she doegortray specific violent events or
reference particular victims, she conjures up ext@ fragmentary, multi-layered textile of
histories shared with her over time by countlesimis. She draws together these various
threads into a perspective on violence and theiaggoourning. Her furniture sculptures
embody acts that fix the memory of the experietica civil war in a material presence, acts of
mourning through an address at once familiar arahge.

Within the context of her nation’s civil war, adlentless, random political violence over
countless years, Salcedo chose a means of giviog @ad measure to the horror, grief and
absence through the everyday objects and matgnada and found that impart or evoke the
traces of victims. Her choice was nurtured throstyidies with the sculptor Beatriz Gonzalez
and the seminal influence of Josef Beuys’ praditeé ideas of social sculpture. Gonzalez
presented domestic furniture as sculpture; the,lhatdkes and bureaus deliberately represented a
particular socio-economic class and were paintéld mational icons and popular figures
rendered in flat sections of garishly bright pigrtsenHer pieces incorporated a biting
undercurrent of socio-political criticism, staterteenot lost on the authorities, or on Salcedo.

The latter absorbed this example, as well as gwrous theoretical and art historical grounding
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she learned from Gonzalez. Salcedo went on to exlad embrace the issues Josef Beuys
proposed regarding the capacity of materials tovepisocio-political meanings, and the
possibility of sculpture as a social statement,anptirely aesthetic exercise. Beuys’ embrace of
common objects and substances intrigued her askisluse of the everyday is central to her
work and can be linked to Marcel Duchamp’s readyenatthough Salcedo’s objects are far
from banal, impersonal manufactured items; theyspegific, worn, private belongings that she
abrades, rubs and splices in her process of bgilaa complicating their surface and their form
to create affect and the sense of those victimized.

As this thesis proposed, Salcedo conveys her ssidre political violence through six
visual strategies. She employs the domestic fuieveryday objects and elements to give
measure to the effects of civil war, the persosaklell as the societal consequences unspoken
and enduring. Salcedo’s sculpture and installasatefined by an evocative, complex surface
and a material presence conceived to bear tracesgithout fixed specificity and vivid imagery.
To convey the issues and victims of civil war spllrough materials she engages the aesthetic
strategies of: space to place, the uncanny andapadmorphism, the materiality of surface, time
as a material presence, body to scale, disjuneatohdisorientation. Without pictorializing,
Salcedo relies on these means to impart her address

Over the course of her career, Salcedo has cenpeiraarily on two principal concerns:
one, socio-political issues; her work is about fpei violence, and two, materiality; her project
focuses on the material presence, making matespeak. Her most recent pieéef-lor de Piel
2013 (Figure 4.2 and 4.3), embodies both priorities pushes materiality beyond its expected
parameters to a new state. As presented in thessthfealcedo’s work dwells on the memory of

the victim’s experience of violence and capturingttmemory before it vanishes. Her pieces
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built from almost obsessively repeated actionsutifiring, stitching, patching and filling, seek to
make the memory present. Evidence of the artistixl in the creation of each piece is
important, although often difficult to discern watlt close scrutiny of the work and the surface
she meticulously builds. With time, she has chosereasingly delicate and ephemeral materials
to render the trace of the absent body, expressafragile threads of the victim’s past through
similarly, impermanent materiafé®

A Flor de Pielmakes the ephemeral, the temporal of mind and rahtendure. It
distills Salcedo’s visual and political prioritiesa statement of startling materiality that
straddles the line between genres in a breakthraugk. It challenges the artist’'s own attempts
to make material the effects of trauma and thecdtdielements used to maskAt.Flor de Piel
fills a room. Salcedo conceived the piece as adtavifering to a woman who was tortured; itis
the funerary ritual that she was denied. Thousapos thousands of deep red rose petals were
sewn by hand, one to another, creating a delieatdd of soft, veined petals sutured together in
an expanse of over 17 by 15 feet. It spreads dnefidor gathered in folds like a heavy sheet,
the flowers sealed within a transparent coatirigwanhg the veins, petal edges and stitches to
mark the surface like creases, freckles and scasslmdy. Recalling skin, the piece bunches
and stretches, the surface delicate but semi-elastd like flesh, it reveals some of what lies
underneath. Her piece is the wound made mateFiails ephemeral work, the hue of dried blood,
revealing veined petals visibly stitched togetheif@losing a deep cut, embodies the wound as
an enormous red stain expanding across the fi8be created the tortured woman’s wound as a

shroud, evoking the absent body within and benAdttor de Piel The weight, the scale, the

228 For examplel.a Plegaria Muda2008-10, although conceived of pairs of woodeneshis defined by the soil
and grass seed, difficult to control and mainttie,tender blades of grass pushing through thegmessential to
her statement.
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blood-stained and veined surface spread and gatirefelds, projects a pregnant silence, as if it
is both the live skin and the rumpled sheet thatoed her body and so many bodies before hers.
One longs to kneel and touch, then shrink fromethecative, improbable nature of the
membrane that constitutes this piece. It comesoze ¢o realizing the skin, the presence of the
unburied victims as any work Salcedo has conceied.the impossibility of bringing back
those victims is mirrored by the unlikely, improbabeat of sewing together thousands of rose
petals and maintaining them in a suspended staten& and logic teach that this quilt of roses
cannot last, that this piece performs for a bregiqul, as the absent body made flesh; it will then
disintegrate and disappear, as does the corpsem8kes every victim whose torture and
absence she has marked vividly reachable in thi& vbait she does so by creating the act of
remembering, not the permanent memorial. This isaolpture, this is materiality at its most
ephemeral; and creating that physical presends nonvincing, seemingly impermanent state is
Salcedo’s achievement.

The importance oA Flor de Pielwithin Salcedo’s practice lies not only in theidiv
means and intensity of her statement regardingigalliviolence, but the technical risks and the
challenge she faced by forcing ephemeral matewadndure. She endeavored to make this work
lasting in spite of the delicate nature of its enigalements, not knowing the result beyond
today. From the beginning, the site factored ireodonception, the materiality was to be
presented, allowed to fill but be contained withiapace with walls, the floor and the ceiling
framing it, allowing a focused perspective on theod red, sutured petals. The artist worked
over many months with scientists to formulate acpss by which the rose petals could be
maintained, in color, in form sewn and spread, friagile textile with enough elasticity for the

flowers to bend and gather into folds over an expasf seventeen by fifteen feet. The process
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of stitching the rose petals required the helpuwharous assistants working countless hours,
sewing one petal to the next with infinite caree®ifort necessitated slow, laborious, repeated
actions reminiscent of the exacting work undertaiogproduce antique tapestries. Without the
suturing by hand, Salcedo’s rose petal textile ¢doalt have been made and the implication of
this labor-intensive process, essential to itstoealends further weight to its aesthetic and
political statement?® This piece and most of her works are created tirauseries of steps
necessitating the help of skilled manual labor bsnarous assistants, and the resulting creation,
such afA Flor de Pielreveals the demanding process upon viewing itaseariSalcedo created

a first and second version of this piece in 201t fhird version was made in 2013
incorporating petroleum, as well as glycerine,agdin and waxes to preserve the flowers. In
addition, a flexible membrane composed of biofil@sveewn beneath the stitched quilt of petals
to provide a stable backifd’ The interweaving of the hand-stitched flowershwite chemicals

refined to maintain the labors of many fingersi@pizes the singularity of Salcedo’s practice:

22 This need to employ numerous assistants litetallyuild the piece, using the traditional skillsgfwing by hand,
raises a series of questions relating to the artigirk as a memorial to the anonymous victimsséhlargely
ignored and on the margins in society, as one byithe helping hands of numerous assistants. ktEsan means
of production necessitates the efforts of many wogkshe could not create this work on her owntdube
complicated nature and laborious method of prodaatequired for its realization. At no time doedcgdo suggest
that she constructs her pieces alone. From herraditied furniture of weight and scale impossilide her to
construct without help, to the building of tableghasoil between and to the sewing of flower petdis work of
assistants in her studio has been essential toréfagion of her pieces, over the last 15 yearsarentShe creates her
pieces largely within her studio in Bogota, where #conomic feasibility of hiring the number ofiatmts
necessary is more readily attainable than it wbeldh major metropolitan areas in the United StatesEurope.
Having said this, it is worth noting that she cesgpieces which address those forgotten by solietglying on the
hands of many assistants, most of whom are ar¢$jtecgineers and artists by training. Salcedoaramess of
political violence stems from her experience livingColombia and her complex working process , i

skilled, manual labor by numerous helpers is fsdiecause she lives in a culture in which workeesplentiful
and affordable.

20 Doris Salcedo, interview by author, April 23, 20Cambridge, MA and June 25, 2013, New York, NYardlyn
Alexander, email to author, September 7, 2013,amnplthe working process entailed in preservingsthen rose
petals in the state of softness and deep red laremt in the final work. The petals go through®" étage:
immersion in a petroleum solution with a hint ofpient for 20 days in dark ared” 8tage: pressed between two
sheets of cardboard with silicon added which grigueplaces the petroleum. 10-15 days. Press. @bstage:
petals are taken to a second press. Glyceringgeiland water based pigments added. 20 d4ysade: Each
petal goes through sealing process using 3 typesxés.”
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the demanding process of creating by hand, thesfoouhe qualities of chosen materials and the
application of research to frame and fix her cagati Her work, on one level, demonstrates the
dichotomy that characterizes her country: the exé® of historically driven, political violence
and the continuing quality and skills of productibat result in a work of art that has been
fastidiously created, utilizing cutting-edge teclugy.

A Flor de Piel,although grounded in the issues and approach Satesiembraced
throughout her artistic career, pushes the dedimitif sculpture and the object, the idea of the
temporal, and the limits of materiality in a woHat shifts between these lines. For these
reasons, this piece is the strongest and most eudaaf her career. Sculptures she has
conceived from the experiences of individuals drelrhemories victims share, are created as an
expression of the private mourning the survivdrs,families and the loved ones bear. The
image she envisions and the process she undettakegsd each piece, are her gestures towards
these individuals who embody the loss faced by m&wsjicedo developed the idea foFlor de
Piel following similar steps, but she chose the maagife material she has yet employed in her
practice, and she devised a way to force thisiftgihatter to remain in a suspended state
neither dead nor alive, neither fresh nor wither8e chose a material connected to the ritual of
honoring the dead, the flowers placed on the goagven to the surviving loved ones,
symbolizing the remembrance of the deceased wittid, momentary gathering of fresh
blossoms. Salcedo selected the flower with pddiczignificance in Colombia, the rose, which
is one of the country’s principal exports and ashsmportant to the national economy. And she
chose a process suited to the realities of heomatvhere hand wrought work is a staple part of
the culture and help is abundant and affordabes lsred numerous skilled assistants to hand-

stitch the thousands of petals into a vast quilt.
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The rose resonates for Salcedo on various leltessthe flower she and a group of
fellow artists hung in sorrow, along the wall odtsthe home of the humorist, Jaime Garzon
after his assassination during the drug wars inusu@999. They placed 5000 red roses along a
150 meter wall as a public gesture of homage, iatvalcedo described as “...an ephemeral
site of memory.®** A Flor de Piel,conceived for an enclosed, indoor space suggests a
memorial as well, framed by the walls and the ogilithe quilt of stitched, blood red petals
appears uncanny, like a skin rumpled in foldsf akriouding the victim’s body beneath its
spread over the floor.

Hence, the artist chose that which signifies darohonpermanent memorial and
mourning, but sought to make the gesture one #fesithe flower’s natural properties and the
related social expectations. By doing so, she ehgéts the medium and literally gathers the
ephemeral, suturing it together into a membranewitaout the intervention of science could
not endure. As it is, the longevity of the shroudlge, suppleness and scale remains uncertain.
It is, in a sense, a performative piece; it exast&n act of remembrance that may wither, leaving
the scar from the wound she made flesh. She twatkisk in her push to make materials alone,
without pictorializing, convey her address on pcédit violence. Each step of her trajectory,
Salcedo has sought challenging sites, materialssanés, those nearly impossible to resolve
technically as well as aesthetically; and thisstidiapproach imparts the struggle of existence
within a world burdened by civil war. She usesenatity to express what cannot be said or has
not been acknowledged in the public sphere.

Salcedo’s remembrance of the unburied dead ansitdhef mourning has grown from

the worn, domestic furniture and objects interwowgth the threads, zippers and bone traces of

%1 Carlos Basualdo, “Interview: Carlos Basualdo inv@rsation with Doris Salcedo,” Doris Salcedoed. Nancy
Princenthal, Carolos Basualdo, Andreas HuyssendaonPhaidon Press, 2000), 33.

169



the victims, to increasingly ephemeral and perfdiveaexpressions. The
installation/performancéNov. 6-72002, the worksShibboleth 200,/Plegaria Muda2008-10,
andA Flor de Piel2012-13, are pieces that change with time, lilkkenttemories and sorrow
experienced by survivors which evolve over the pgsof weeks and years.Niov. 6-7the
chairs kept descending until a collection of mahthem covered the sides of the Colombian
Palace of Justice at the conclusion of the perfaceaThe fissure that split the vast expanse of
the cement floor of Turbine Hall, Bhibbolethat the Tate Modern, was filled upon the show’s
closure, leaving a discolored scar across the ebmcomparable to a sutured wound. The grass
continued to grow, and had to be cut as it slovtigred the tables iRlegaria MudaFinally, the
rose petals i\ Flor de Pielcould change in color, texture and shape, thustfig the
structure, materiality and the nature of her exgies This last piece has become and is
becoming, as the Spanish title translates, songethiabout to appear, to happen; it is imminent.
The rose petals ephemeralness imparts the fragiflitiye wound and the possibility of its
disintegration despite the scientific processesustiertook to preserve the membrane of deep
red petals in a suspended state. This potentighgsical change in the shroud, exemplifies the
artist’s statement of presenting but denying thencke for one to touch the tortured body. The
delicate textile of veined, red petals, this mailéyi conjures a presence beneath the folds. But it
is an absence, nothing is there and the languagetsrials both realizes the wounded victim
and the impermanence of the means conveying tbss Ibis the impossibility of securing the
presence of the absent body and the skin of petalsasting physical state that confounds the
viewer, and defines the success of this work.

A Flor de Piel,grows from her previous pieces but challenges ékeny she has done

before. It defies the lines separating one genoma fanother and reflects on the visual proposals
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and notions of sculpture and materiality she hgdoegd over the last twenty-five years by
projecting a bold, palpable realization of whatmatrbe expressed. There lies its success, both
on its own and within the context of her oeuvrde $rces a delicate, short-lived presence to
undergo radical measures and to endure. She pigreekelicate veined petals of roses with a
needle, pulls thread through the holes and suturedender petal to another by hand, creating a
monumental tapestry. She finds a way to suspendateal properties of roses, allowing them
to be sewn, then to be held in a state neitheh fnes decaying, in a deep red hue and flexible
within a transparent film. The piece embodies tasea material presence; it is the moment just
before the decay begins, similar to the themeaoitasin the Dutch still life paintings when
mortality was suggested through the renderingluduntiful array of fruit, vegetables and game
on the cusp of spoilin®’? Salcedo’s rose petal textile evokes times pastagagh the
unnaturally fixed state of the fragile blossoms tact that they have not decomposed suggests
that time has stopped. However, the possibilii the rose petals will dry and disintegrate
makes this piece a momentary expression whichkeialtemporary installation, she deliberately
sought to preserve but whose permanence cannashesd. Hence the skin of roses appears as
an ephemeral materiality, not quite an object,sbwbrk that acts as a performative expression of
the absent body, almost within reach, but ultimatehpossible to touch in its impermanent
state A Flor de Piel builds from her previous work, although it crosgesares, testing not only
the limits of materials, but her capacity to conuegler these constraints the hidden wounds
wrought by political violence.

Over the course of her career, Doris Salcedo resgad sculptures and installations

focusing on civil war in Colombia and in the wortd|lying on materials to impart the

232 Martha Buskirk,The Contingent Object of Contemporary f&ambridge, MA: MIT Press, 2003), 149.
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imminence of violence and the hidden wounds antimgcthat remain. This thesis examined the
means, the process and the aesthetic strategiamddier practice, analyzing the ways in which
she conveys: the sense of absence and the meefioy Violent, political ends without
pictorializing, but managing to impart the lossviewers across cultures and countries. Living
since birth in Bogota, the source for her work stdram this experience within a nation of
historical and continued civil violence: listenit@the testimonies of victims, tragic accounts
that she absorbs, then draws upon to conceiveidise pnd select the materials she obsessively
melds, scrapes, layers and stitches to realizgiien. The ideas of Beatriz Gonzélez, as well
as of Joseph Beuys and Marcel Duchamp were coesidevarying degrees, and either
embraced or contested by Salcedo as they suitesthiatural project. She chose sculpture as
her medium and throughout her career, Salcedo’$iasip on materials and the process
undertaken to create her statement have definegraetice. The six aesthetic strategies |
present in this thesis explain the ways in whioh atidresses violence wrought by politics
without narrative or figurative images. They egtdbh framework by which to perceive her
language of materials.

Materiality is central to Salcedo’s address,l@s@nfronts violence and the politics
behind it; materials and the surface she meticlyduslds from them reveal her process and the
trace. What she creates is like a skinAddor de Pieldemonstrates. Salcedo’s legacy centers
on political violence, and the visual weight, scapel challenge she poses by working with
materials, ephemeral or solid, defies the line betwgenres. She conceives a skin and a
presence, a memorial to the unburied dead of tuiefierce materiality. Ultimately, Salcedo’s
sculptures realize what one of her favorite pde#syl Celan, evokes in his verse:

A strange lostness was
palpably present, almost
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you would
have lived?

23 paul CelanPoems of Paul Celarans. Michael Hamburger (New York: Persea Bodk3?2), 149.
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I.1 Doris SalceddJntitled, 1995. Wood, concrete, steel, cloth and leath&k.Px 104 x 45.7 cm
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1.2 Doris Salcedanland: The Orphan’s Tunifdetail), 1997. Wood, cloth, hair and glue. 8046 X 98
cm.
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I.3 Doris Salcedd,.a Casa Viuda I\(detail), 1994. Wood, fabric, and bones. 257.%64 33 cm.
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I.4 Doris SalcedaAtrabilarios, 1992-2004. Shoes, animal fiber, and surgicakithre
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1.5 Doris SalcedoNoviembre 62001. Stainless steel, lead, wood, resin and ist@eparts
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.7 Joseph Beuysat Chair, 1964. Wooden chair with fat. 90 x 30 x 30 cm.
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1.8 Doris Salcedo, Installation, Carnegie Interodil, The Carnegie Museum of Art, Pittsburgh, 19
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1.9 Doris Salcedo, installation for th& BIternatioﬁal Ista[nbuI’B'iénniaI, “2003 ’
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.10 Doris SalcedoPlegaria Muda 2008-2010. Wood, mineral compound, metal, andgra
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I.14 Doris SalceddJntitled, 1988. Iron, steel, wax, and fabric. 96 x 97 xc#b
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.15 Doris Salcedolhou-lesqdetail), 2004-2005. Stainless steel. 107 x 48 xI13.
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.16 Doris Salcedd\either 2004. Painted drywall and metal
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1.1 Oscar MunoZAliento, 1996-2002. Grease photoserigraph on steel digka.cn.
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1.2 Oscar Munoziografias No. 3andNo. § 2002. Video installation, aluminum sink, woodersé,
loudspeaker. 32 x 132 cm.
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1.3 Munoz,Re/Tratq 2003. Video stills
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.4 Juan Manual Echavarri#l, from the serieRetratos/Portraits1996. Gelatin silver print. 35.4 x 27.9
cm.
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1.5 Juan Manual Echavarriarquis Negrilensisfrom the serie€orte de Florero/ Flower Vase Cut,
1997. Gelatin silver print. 50.5 x 40.7 cm.
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1.6 Juan Manual Echavarriarquis Lugubrisfrom the serie€orte de Florero/Flower Vase Cut997.
Gelatin silver print. 50.5 x 40.7 cm.
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2.1 Beatriz GonzalePhoto Studio 11967. Oil on canvas. 70 x 80 cm.
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2.2 Beatriz GonzaleApuntes para la historia extensall967. Enamel on metal plate. 100 x 80 x 8 cm.

2.3 Beatriz GonzaleApuntes para la historia extensa 11967. Enamel on metal plate. 100 x 80 x 8 cm.
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2.5 Joseph Beuys]ike America and America Likes ME974. Performance
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2.6 Joseph Beuy§elt Suit 1970. Wool felt with ink stamp. 177 x 100 cm.
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2.7 Marcel Duchamgrountain 1917/1963. Porcelain. 33 x 42 x 52 cm.
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2.8 Marcel DuchamgBicycle Wheel1913/1960. Wood and iron. 135 x 63 cm.
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3.1 Doris Salcedd/ntitled, 1986. Metal, plastic, and animal fiber. 188 x 2444.5 cm.
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3.2 Doris Salcedd;asa Viuddl (detail), 1994. Wood, fabric, and bones. 259.Dx % 60.3 cm.
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3.3 Doris Salcedd/ntitled, 1989-1993. Animal fiber, plaster and steel irethparts. 200 x 177.8 x 10.2
cm.
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3. 4 Dorls SalcedentltIed 1998 Wood concrete glass cloth and metal 51899[5 X 33 cm.
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3.5 Doris Salceddntitled, 1998. Wood, cement, and metal. 214 x 149.5 xb7 c

215



3.6 Doris Salceddzasa Viuda li(detail), 1993-1994. Wood, fabric, metal and b&9.7 x 79.7 x 60.3
cm.
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3.7 Doris Salceddntitled, 1995. Wood, concrete, cloth and steel. 197 xX1288 cm.
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3.8 Doris SalceddCasa Viuda,11992-1994. Wood and fabric. 257.8 x 38.7 x 597 ¢
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3.9 Doris SalceddJnland: Irreversible Witnes&etail), 1995-1998. Wood, cloth, metal, and hhl2 x
249 x 89 cm.
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3.10 Doris Salcedd hou-lesqdetail), 2004-2005. Stainless steel. 107 x 17D xm.
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3.11 Doris Salcedd/ntitled, 1990. Wood, concrete, and steel. 72.5 m 55 x &®.5

221



222



3.13 Doris Salceddbasa Viuda 1Y1994. Wood, fabric and bones. 257.5 x 46.5 xr83 c
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3.14 Robert Smithsomonsite “Line of Wreckage™ Bayonne, New Jer$8g8 Painted aluminum
container with broken concrete, framed map, andgpanels. Cage: 149.86 x 177.8 x 31.75 cm. Panels:
9.5x124.5 cm.
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3.15 Doris Salcedd/ntitled, 1998. Wood, concrete, and metal. 181 x 124.5.% 68.

225



3.16 Doris Salceddtrabilarios (details), 1992-2004. Shoes, animal fiber, andisal thread.
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3.17 Christian Boltansklntitled Reservel989. Clothes, black and white photographs, wirgklights.
282 x 163 x17.8 cm.




3.18 Doris Salcedd/nlandinstallation, 1998. SITE Santa Fe
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3.19 Doris Salcedd/Jnland: Orphan’s Tunic1998. Wood, cloth, hair, and glue. 80 x 245 x88
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3.20 Doris Salcedd/Jnland: Irreversible Witness998. Wood, cloth, hair, and glue. 112 x 24®xB.
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3.21 Doris Salcedd hou-less2004-2005. Stainless steel
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3.22 Doris Salcedo, installation for th& i@ternational Istanbul Biennial (detail) 2003. vdo
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3.23 Doris Salceddbyss2005. Brick, cement, steel, and epoxy resin. 44386 x 1624 cm.
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3.24 Doris Saedoviembre 6 y,72002. Bogota, Colombia. Performance still
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3.25 Doris Salceddyoviembre 6 y,72002. Bogot4, Colombia. Performance still
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3.26 Doris Salceddyoviembre 6 y,72002. Bogot4, Colombia. Performance still
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3.27 Doris Salcedd,enebrae Noviembre(detail),1985 1999-2000. Lead and steel in 39 parts. 4.16 x
5.27 m.
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3.31 Doris SalceddJoviembre 62001, Stainless steel, lead, wood, resin, and ste&eparts. Dimensions
variable.

241



% “ . ,4{\ <<<<

XXX <»<<<< (W </ {0088

(/( ’((

3.32 Doris Salcedd\either(detail), 2004. Painted drywall and metal. 494 8 ¥4500 cm.
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3.33 Doris Salced&hibboleth2007. Turbine Hall, Tate Modern, London. Conciatd metal
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4.1 Doris Salcedd Flor de Pie] 2012. Rose petals and thread. Dimensions variable
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4.2 Doris Salcedd Flor de Piel(detail), 2012. Rose petals and thread. Dimensiarnigble.
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4.3 Doris Salcedd Flor de Pie] 2012. Rose petals and thread. Dimensions variable
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