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Abstracto
Lingua Franca
Lingua Franca examina cómo el diseño gráfico y el arte se usan como
lenguaje común entre personas que hablan el mismo idioma, distintos idiomas o tienen un bagaje cultural diferente.1 Entendiendo las
lenguas como sistemas vivos que se encuentran en constante cambio y están estrechamente relacionadas con la cultura, esta tesis
analiza el diseño gráfico como una plataforma para dar forma, codificar y decodificar el lenguaje.
Mi fascinación por la relación entre la cultura, el lenguaje
y la lingüistica me llevó a investigar temas como el colapso del contexto (traducción del recientemente acotado término context collapse
en inglés), la evolución del español en Latinoamérica, nociones de
identidad, género y traducción. En un momento de caos político,
económico y social alrededor del mundo, Lingua Franca da lugar a
acciones, reacciones, interacciones y oposiciones que se traducen en
críticas, propuestas y proyectos con perspectivas optimistas. Con el
fin de entender las sutilidades, ambigüedades, políticas y estructuras de poder que conforman las bases del lenguaje, los proyectos de
esta tesis prestan especial atención a la importancia del lenguaje
como herramienta para el diseño gráfico.
Lingua Franca es una celebración del lenguaje, de sus
complejidades y posibilidades. Usa el diseño gráfico
como un mediador vital, un traductor a un lenguaje
1. El diccionario inglés de Oxford
define lingua franca como
común que da espacio a la crítica, promueve conversa“cualquier lengua utilizada por
personas que hablan diferentes
ciones y motiva reacciones y respuestas.
idiomas como medio común
de comunicación.” El término
apareció en el siglo dieciséis en
Italia, refiriéndose una lengua
simplificada o pidgin hablada
en Europa Occidental por los
Francos y formalmente usada
como lenguaje comercial, primero
en el Mediterráneo y luego en el
norte de África y en Medio Oriente.

Abstract
Lingua Franca
Lingua Franca examines how graphic design and art are used as a
common language between people who speak the same language,
speak different languages or have distinct cultural backgrounds.1
Understanding languages as living systems that are in constant
movement and in direct relation with cultures, this thesis looks at
graphic design as a platform for coding and decoding language, shaping and reshaping it.
My fascination with the relationship between culture, language and linguistics led me to investigate topics such as context collapse, the evolution of Spanish in Latin America, and notions of
identity, gender and translation. In a moment of global political, economic and social chaos, Lingua Franca is a place for actions, reactions,
interactions and counteractions that translate into criticism, proposals,and optimistic projects.As a way of acknowledging the subtleties,
ambiguities, politics and power structures that lie within languages,
the projects of this thesis pay special attention to language as a significant tool for graphic design.
Lingua Franca is a celebration of language, of its intricacies and
possibilities. It uses graphic design as a vital mediator, a translator to
a common language that enables criticism, fosters conversations
and activates responses.
1. The Oxford English Dictionary
defines Lingua Franca “any
language that is used by speakers
of different languages as a common medium of communication.”
The term appeared in the sixteenth century in Italy, denoting
a simplified or pidgin language
spoken in Western Europe by
the Francs and formerly used as
a trading language, first in the
eastern Mediterranean and later
throughout much of northern
Africa and the Middle East.
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Voces Heredadas

Introduction
Inherited Voices

El diseño gráfico es la herramienta que uso para convertir contenidos
lingüisticos en objetos concretos a través de representaciones visuales, formales y materiales, traduciendo en un único idioma o mediando entre varios idiomas. Como el lenguaje es la base de cómo nosotros,
los humanos,nos comunicamos,mis estudios en Rhode Island School
of Design han sido motivados por mi interés en la lingüística y su
relación con la cultura. He investigado las raíces de diferentes sistemas de comunicación, distintas representaciones del lenguaje, las
ambigüedades y las políticas que conforman sus bases.
Siempre me han parecido fascinantes las diferencias y similitudes existentes entre los los idiomas que he aprendido a hablar y
escribir. Fui criada en Colombia por una madre chilena y un padre
colombiano, así que aprendí dos versiones del español a la vez. Esto
puede sonar chistoso porque en ambos países se habla español, pero
dos versiones bastante diferentes (entre muchas versiones del español que se hablan en América Latina y demás colonias españolas
en el mundo). El español es una lengua rica en términos de vocabulario porque tenemos muchas formas para nombrar las cosas. Esto
obviamente conduce a malentendidos, pero muchas veces también
da cabida a situaciones divertidas.1 Siempre he sentido mucha curiosidad por la razón de ser de estas diferencias, por las
1. "Los chilenos dicen cuando algo raíces de los diferentes nombres para una sola cosa. Pero
está lejos que está en la chucha,
sobretodo, me intriga la capacidad que tenemos para enen Colombia el mal olor de las
axilas es la chucha (...) y cambitendernos, a pesar de todas las diferencias.
ando una vocal, la palabra queda
Las cosas empezaron a tener más sentido cuando
chucho y chucho es un perrito
en Salvador y Guatemala. Y en
comencé a aprender francés en el colegio a los seis años.
Honduras es tacaño, y a Jesús le
dicen Chucho."
Agregar este ingrediente a la mezcla contribuyó a darle
una forma muy estructurada a mi mente, me permitió
Juan Andrés Ospina and Nicolás
Ospina, Qué dificil es hablar el esempezar a entender patrones lingüísticos de las lenguas
pañol. Deciembre de 2014, Video
de origen latino. Más tarde, el inglés apareció como un
musical. 9 minutos.

I use graphic design to mediate within a single language or among
multiple languages to translate and intertwine languages into concrete things through visual, formal and material representations. As
language is the base of how we—humans—communicate, my studies
at the Rhode Island School of Design have been driven by my interest
in linguistics and its relationship with culture,while researching the
roots of different systems of communication,distinct representations
of language, their ambiguities and the politics that lie behind them.
I have always been fascinated with the differences and similarities between the languages that I have learned. I was raised in
Colombia by a Chilean mother and a Colombian father, and so I
learned two parallel idioms at once.This might sound funny because
in both countries people speak Spanish. Two different versions of it,
amongst many versions of Spanish spoken in Latin America and
other ex-Spanish colonies around the world. Spanish is a rich language in terms of vocabulary,because we have so many different ways
of naming things, but this obviously leads to misunderstandings,
which many times turns into humorous situations.1
1. "To say that something is very
I have always been very curious about the reason for
far, Chileans would say Eso está
these differences, the roots of different names of things,
en la chucha! While for Colombians chucha is the bad smell of
and also about our capacity, in spite of all that, of underunderarms, in Spain it may mean
coins. In El Salvador and Guatestanding each other.Things started to make more sense
mala, chucho is puppy, while in
as I started learning French in school at the age of six.
Honduras it means miserly, and
in general in Latin America, the
Adding another ingredient to the mix helped build my
nickname for Jesus is Chucho. In
mind in a very structured way and allowed me to see
Argentina chucho means cold,
in Chile people use it to refer to
linguistic patterns. Then English entered the pot as a
a prison, and in Mexico to talk
about somebody who is skilled."
foreign ingredient. It disrupted my understanding of
grammar and order for a while, until I started learning
Juan Andrés Ospina and Nicolás
Ospina, Qué dificil es hablar el
German. Then Italian joined the Latin languages, folespañol. December 2014, Music
lowed by sparkles of Portuguese. By being exposed to
video. 9 minutes.
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ingrediente absolutamente extraño. Trastornó mi entendimiento
de la gramática y el orden de las cosas durante un tiempo, hasta que
comencé a aprender alemán y comprendí que juntos conformaban
un orden aparte. Luego el italiano se unió a los idiomas latinos, seguido por destellos de portugués. Al estar expuesta a distintos idiomas, me he conectado con la historia de mis antepasados, con las
raíces que cruzaron el Atlántico hacia el continente americano para
luego moverse en distintas direcciones, en distintos momentos. Por
esta razón, veo los idiomas como umbrales entre culturas y siempre
he estado tan interesada en aprender más sobre ellos.
Estas experiencias han ido confirmando algunas de mis hipótesis sobre el lenguaje. He entendido que los idiomas son todo menos
neutros o estáticos. Son sistemas vivos que nosotros, los humanos,
hemos desarrollado para organizar nuestra existencia en sociedad.
Están en constante cambio, son modelados y remodelados por la política y el poder, por otros idiomas, por la moda, por la gente común.
Utilizamos el lenguaje para comunicar ideas, pero también
para pensar y comprender quiénes somos. El lenguaje ha sido un
agente importante en la historia y comunicación en mi familia. Esto
me ha hecho ser más consciente de la capacidad que tienen los idiomas para establecer puentes y límites entre las comunidades.Tienen
la capacidad de abrir espacios para la comunicación como para los
malos entendidos. Son parte de nuestra cultura, estructuran nuestro
pensamiento y, por lo tanto, pueden facilitar como restringir la forma
en que definimos nuestra identidad.
Motivada por mi interés en la lingüística e impulsada
2. Palabra adaptada del inglés
counteraction, que no tiene trapor el generalizado caos político, social y económico en
ducción específica en español.
el mundo, he desarrollado proyectos críticos que están
3. El diccionario inglés de Oxford
basados en los procesos de acción, reacción, interacción
define la palabra acción como el
hecho o el proceso de hacer algo.
y contra-acción.2 Estas son acciones que he nombrado
Para mí el diseño gráfico se
por la forma en que creo que el lenguaje vive y cambia,
encuentra en el umbral entre una
práctica conceptual y el hacer, y
y también como una forma de entrelazarlo en mi propio
la acción es el proceso de pensar
proceso de diseño.3 Me considero optimista. Por lo tanto,
a través de hacer. La acción también está relacionada con la compara poder actuar, reaccionar y contrarrestar las realiprensión de procesos históricos
que le han dado forma y nombre
dades con las que no estoy de acuerdo, necesito seguir
a nuestra disciplina. Me interesa
teniendo esperanza. Por esta razón, varios proyectos de
explorar cómo la combinación de
gráficas, materiales, herramienesta tesis tienen como objetivo ofrecer respuestas optitas y técnicas pueden acentuar
mistas a ciertas problemáticas.
un mensaje escrito. ¿Cómo
mezclar tecnologías tradicionales
y contemporáneas para sugerir
una segunda lectura o proponer
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multiple languages, I have been connected to the history of my relatives, my various roots that crossed the Atlantic towards the American continent in different directions—and then moved around—from
distinct places, in different moments in time. This is why I have
experienced languages as thresholds in between cultures and have
always been so interested in learning more and more about them.
These experiences would confirm every now and then some
of my hypotheses on language. I believe that languages are anything
but neutral or static. They are live systems that we—humans—have
developed to organize our social existence. They are constantly shaped and reshaped by politics and power,by other languages,by fashion,
by ordinary people.
It is said that we use languages to communicate ideas, but
also to think and to show who we are.Thinking about how language
has interacted with my family’s history and communication also
made me aware of the capacity that languages have to establish
boundaries among communities.They enable both communication
and miscommunication.They are part of our culture, they structure
our thinking and thus they can facilitate and restrict the way we
define our identities.
Driven by my interest in linguistics and urged by the generalized political, social and economical chaos in the world, I develop
critical projects that are motivated by the processes of acting, reacting, interacting and counteracting. These actions 2 are named for
how I believe language lives and moves, and also as a way of weaving
that into my own design process. I consider myself an optimist. To
be able to react and counteract towards realities with which I disagree, I need to keep having hope. For this reason, some of the following projects aim to offer optimistic responses to certain issues.
I have researched the topic of context collapse, or the idea
2. Action is defined by the Oxford
of the meaning being tied to the context and how the
English Dictionary as the fact or
process of doing something. To
immediacy of communication nowadays ena-bles the
me, graphic design is the result
collapse of many messages, read all over the world, far
of both a conceptual practice and
a making process. I understand
from any contextualization. I have inquired into the
action as the process of thinking
through making. It also relates
relationship between native languages in Latin America
to the act of understanding the
and post-colonial Spanish and the different forms it
historical processes that gave
shape and name to our discipline.
has taken.
I am interested in exploring how
I have explored the language of different materithe combination of graphics and
materials, tools and processes
als and techniques, and investigated the structures of
can enhance the delivery of a
message. How can traditional and
power that seek to restrict, not just the way we refer to
13
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He investigado la idea de que el significado de una palabra
esté ligado al contexto y cómo la inmediatez de la comunicación hoy
en día permite el colapso de muchos mensajes, leídos en todo el
mundo, sin nungún contexto.4 Por otro lado he analizado la relación
existente entre las lenguas nativas en América Latina y el español
instaurado durante la colonia, y las diferentes formas que ha tomado
a lo largo del continente.
Formalmente hablando he explorado el lenguaje de diferentes materiales y técnicas. Y volviendo a temas más lingüisticos, he
estudiado las estructuras de poder que buscan restringir, no sólo la
forma en que nos referimos a las personas, cómo nombramos—o
no—ciertas características y partes de nuestros cuerpos, sino también la manera cómo entendemos nuestra propia identidad, la idea
de diversidad en nuestras culturas, principalmente en temas de género y de origen.
Finalmente, he analizado cómo el proceso de aprender diferentes idiomas y acercarme a otras culturas ha abierto mi mente y
me ha hecho ver el mundo de distintas maneras. Muchas veces
hablamos de cómo perdemos información en el proceso de traducción, como lo ejemplifica la expresión en inglés lost in translation.
Pero yo veo este proceso de traducción y de apropiación de términos
de otros idiomas como una forma de enriquecer nuestras lenguas.
Me gusta pensar que podemos darle forma a nuestras lenguas de
forma más consciente, con el fin de ganar en el proceso de traducción, en lugar de perdernos en ella.
nuevos significados a través de
metáforas visuales y táctiles?
Otra acción consecuente a
esta es la enseñanza, el acto
de transmitir estas ideas a
una próxima generación de
diseñadores.
La tercera ley de Newton explica
que, para cada fuerza de acción,
existe una fuerza de reacción
igual en magnitud y en dirección
opuesta. La reacción es un
espacio que he explorado desde
que comencé mis estudios en
RISD. Al crecer en un contexto
en el que la reacción tenía consecuencias políticas y, durante
muchos años, mortales, me
sentí restringida durante mucho
tiempo. Por esta razón, y ansiosa
debido al complejo ambiente

político a nivel global, centré
parte de mi trabajo a abordar
problemáticas sociales y
políticas. Exploré la ambigüedad
del lenguaje a través del diseño
de libros, las estructuras de
poder que yacen en el lenguaje
a través del diseño de carteles,
y la sociología y el sexismo del
lenguaje a través del diseño de
piezas que invitan a conversar
acerca de estos temas.

fascinante. He trabajado en
pantalla, utilizando Processing y html, creando objetos
con mis manos y diseñando
exhibiciones, buscando descubrir las
mejores formas de transmitir
una idea y permitir que el
público interactúe con ella.
El hecho de actuar en contra
de algo para reducir su fuerza
o neutralizarlo es la definición
del Diccionario inglés de Oxford la palabra neutralización
o contra-acción (traducción
literal del término inglés
counteraction). La contra-acción aparece en mi proceso
como un alivio mental para la
reacción, que por momentos
se convierte en una tarea

El diccionario inglés de Oxford
define la interacción como “la
comunicación o la participación
directa con alguien o algo.” La
idea de transmitir narrativas
a través de objetos diseñados,
plataformas digitales y exhibiciones con las que la gente
puede interactuar me resulta
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abrumadora. Este aspecto de
mi tesis está dedicado a temas
más festivos que, a pesar estar
relacionados con algunos temas
sociales o políticos, dan un giro
y pretenden agregar un poco de
perspectiva y optimismo.
4. Término conocido como
context collapse en inglés,
recientemente acotado por el
académico Michael Lee Wesch,
para referirse a las interacciones
que las personas tienen en la
web, opuestas a las interacciónes físicas frente a frente.
Digital Ethnography
Context Collapse
June 23, 2014
http://mediatedcultures.net/
youtube/context-collapse/

people, we name—or not—certain features and parts of our bodies,
but also limit our understanding of identity and the idea of diversity
in our cultures, mainly regarding topics such as gender and origin.
Finally I analyzed how the process of learning different languages and getting close to other cultures has opened my mind to
distinct ways of seeing and understanding the world. By translating
and sometimes appropriating terms from other languages, I like to
think that we can more consciously reshape our own languages as a
way of gaining understanding, instead of losing in translation.

new technology be used and
mixed to create new meaning?
Another consequential action to
this one is teaching, the act of
transmitting these ideas to
a next generation of designers.
Newton’s third law explains that
for every action force, there is
an equal and opposite reaction
force. Reaction is a place that
I have been exploring since
I started my studies at RISD.
Growing up in a context where
reaction and speaking up had
political and, for many years,
deadly consequences, I felt
restricted for a long time. For
this reason, and fostered by the
complex political climate in the
world, I have focused part of my
work on addressing social and

political issues. I have explored
the ambiguity of language
through book design, the power
of language through poster
design, and the sociology and
sexism of language through the
design of conversational pieces.

trying to figure out the best ways
of showing an idea and allowing
the public to interact with it.
The English Oxford dictionary
defines counteraction as the fact
of acting against something in
order to reduce its force or neutralize it. Counteraction appears
in my process as a mental relief
to reaction, that can become a
very overwhelming task. This
aspect of my thesis is devoted
to more celebratory topics that
are still related with some social
or political topics, but make a
turn and aim to add a little more
perspective and optimism.

The Oxford English Dictionary
defines interaction as the communication or direct involvement
with someone or something.
The idea of delivering narratives through designed objects,
digital platforms and exhibits
with which people can interact
is fascinating to me. I have
worked between screens, using
Processing and html, making
objects and designing exhibits,

15
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Introduction

Lenguaje y Arte Contemporáneo

Language and Contemporary Art

Mel Bochner, Kay Rosen y Alfredo Jaar son tres artistas cuyo trabajo
se relaciona con el mío como diseñadora gráfica. Comparten una
forma muy sencilla de tratar el lenguaje, enviar un mensaje claro y
específico, provocar emociones y fomentar respuestas. Con sencillo
me refiero a que las palabras son normalmente los elementos que se
destacan en sus obras. Sus obras tienen un carácter poético, en el
sentido que todos revelan pequeñas sutilezas sobre el lenguaje, cosas en las que raramente pensaríamos si no las señalaran.
El lenguaje no es transparente por Mel Bochner encarna la
idea de la complejidad del lenguaje y la ambigüedad de los procesos
de comunicación. En un momento en que el lenguaje pasó de ser
sólo una herramienta para hablar de arte para formar parte de él,
Bochner lideró el desarrollo del movimiento del Arte Conceptual en
Nueva York durante los años sesenta.5 A lo largo de toda su carrera ha
cuestionado el papel del lenguaje en las artes visuales. Su trabajo se
relaciona con el mío porque cada pieza suya es una exploración diferente de las conexiones entre el lenguaje, la percepción y el significado, materializada utilizando los medios apropiados.
Kay Rosen también investiga la materialidad del lenguaje a
través de su trabajo. Con una formación formal en lingüística, Rosen
domina el uso de un par (o de unas pocas) palabras en tipos de letras
sin serifa que son lo suficientemente específicos como para personificar un mensaje. Al mismo tiempo, son lo
suficientemente abiertos como para sugerir
diferentes interpretaciones. Su trabajo explora la exquisitez de las sutilezas del lenguaje,
cómo el cambio de una sola letra en dos palabras diferentes tiene una drástica implicación
en términos de significado, como en su obra
Taking Charge.

Mel Bochner, Kay Rosen, and Alfredo Jaar are three artists whose
work relates to mine as a graphic designer. They share a very simple
way of treating language, to make a statement, send a specific message, provoke emotions, and foster responses. And by simple I mean
that the words are normally the elements that stand out. What I find
incredibly poetic about their work is that they all reveal small subtleties about language that we would rarely think about if they were not
pointing them out.
Language Is Not Transparent by Mel Bochner embodies the idea
of the complexity of languages and the ambiguity of the processes
of communication.At a time where language moved from being just
a tool to talk about art to become part of it, Bochner led the development of the Conceptual Art movement in New York City during the
sixties.3 Through his entire career he has questioned the role of language in the visual arts. His work resonates with me in that every
piece is a different exploration of connections between language,
perception, and meaning, using appropriate media.
Kay Rosen also investigates the materiality of language
through her work. Having a background in linguistics, she masters
the use of only a few words in sans serif typefaces that are specific
enough to deliver a message, yet at the same time open enough to
invite multiple interpretations. Taking Charge is an example of how
Rosen explores the beautiful subtleties in language such as the
change of a single letter in two different words and its drastic implications in terms of meaning.

5. "Su (Bochner) pionera introducción del uso del lenguaje en
lo visual condujo al historiador de
arte de la Universidad de Harvard,
Benjamin Buchloh, a describir
sus Dibujos de Trabajo de 1966
como probablemente la primera
exposición verdaderamente
conceptual".

3. “His (Bochner) pioneering
introduction of the use of language in the visual, led Harvard
University art historian Benjamin
Buchloh to describe his 1966
Working Drawings as probably
the first truly conceptual exhibition.”

Borchardt-Hume, Achim.
Mel Bochner: If The Color Changes.
London: Whitechapel Art Gallery

Mel Bochner, Language Is Not Transparent, 1969
Stamped ink on graph paper, 9 1/4 x 7 1/8 in.
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Borchardt-Hume, Achim.
Mel Bochner: If The Color Changes.
London: Whitechapel Art Gallery

Kay Rosen, Taking Charge, 2005
Colored pencil on paper, 15 x 22 1/4 in.
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En un ámbito más político y social, el artista conceptual, arquitecto y cineasta chileno Alfredo Jaar, también utiliza el lenguaje
como una de sus principales herramientas. Su trabajo representa
una postura crítica, compasiva y profundamente humana frente a
problemáticas mundiales. Él describe su trabajo como una forma de
entender el mundo a través de un lenguaje visual con la cantidad
mínima de elementos.5 Al reconocer las estructuras de poder que
gobiernan los medios de comunicación alrededor del mundo, su trabajo se centra en investigar la brecha existente entre la realidad y la
representación de la realidad. Utiliza imágenes, el espacio físico y
palabras de una manera muy concisa para entregar un mensaje claro. Estudios sobre la felicidad utiliza el lenguaje en una forma que
parece muy ingenua, aunque en realidad es profundamente crítica,
para comentar sobre la estricta censura impuesta por el gobierno
chileno durante la dictadura de Pinochet. Usó vallas publicitarias en
lugares públicos populares y remotos para hacer la pregunta ¿Eres
feliz? La interacción de su audiencia con su trabajo es muy importante para él. Admiro la manera en la que consigue que su audiencia
se involucre físicamente con su arte. Y a partir de esta experiencia
corporal, existe la esperanza de que el trabajo también pueda involucrar a la gente mental y emocionalmente.
Cuando el lenguaje se combina con los materiales y herramientas utilizados para producir el trabajo de los artistas, las palabras también adquieren diferentes significados. Al igual que estos
artistas, me considero una creadora y el lenguaje una de los instrumentos más relevantes de mi caja de herramientas. Junto a él se
encuentran una variedad de materiales, herramientas y técnicas
que también hablan diferentes idiomas táctiles y, al combinarse, se
convierten en metáforas visuales y físicas. Me interesa el potencial
que tienen las palabras sueltas o un conjunto de pocas palabras para
expresar significado, al estar en un contexto específico o absolutamente descontextualizadas.
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Alfredo Jaar, Estudios sobre la felicidad, 1979–1981
Urban interventions, billboards.

In a more political and social realm, the Chilean-American
conceptual artist, architect and filmmaker Alfredo Jaar, also uses
language as one of his primary tools. His work represents a critical,
compassionate and deeply humane stance in world issues. He
describes his work as a way of understanding the world through a
visual language with the minimum amount of elements. By recognizing the structures of power that rule the media all over the world,
his work deals with the gap between reality and the representation
of reality. He uses images, space and words in a very concise way in
order to deliver a message. Estudios sobre la felicidad uses language in
what seems a very naive—yet deeply critical—way, to comment
about the strict censorship imposed by the Chilean government
during the dictatorship. He used billboards in popular as well as
remote places to ask the question Are you happy? The interaction of his
audience with his work is very important for him. I admire the way
he gets his audience physically engaged. With bodily experience
there is a hope that the work can also engage people mentally.
When language is combined with the materials and tools
used to produce artists’ work, words gain different meanings as well.
Like these artists, I consider myself a maker, and languages one of
the most relevant tools of my tool-box. Next to them lie many materials, tools and techniques which also speak different tactile languages and so, when they get combined, these materials become
visual and physical metaphors. I am fascinated by the potential that
single words or few words have to express meaning, while in a particular context and when completely decontextualized.
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El Lenguaje En Mi Práctica

Introduction

Language In My practice

Noam Chomsky afirma que el lenguaje se define a partir de su alfabeto (un conjunto finito de símbolos con los cuales se construyen
palabras y oraciones) y su gramática, lo que significa que está compuesto por elementos que pueden organizarse y reorganizarse siguiendo ciertas reglas.6 El diseño gráfico, como un sistema, también
tiene una estructura y está compuesto por diferentes elementos. Y a
pesar de que todavía hay mucho por descifrar en términos de
lingüística en el lenguaje visual, el diseño gráfico se define por sus
propios componentes. En mi práctica, elementos como la tipografía,
las imágenes, las texturas, la forma y el color, son los que me permiten estudiar e investigar la
materialidad del lenguaje.
La tipografía es el elemento
más cercano a un lenguaje sistemático, ya que las letras son el
conjunto básico de glifos que usamos para formar palabras, siguiendo ciertas reglas. Existen
un número infinito de empareUnited Histories ▸ p.220
jamientos de letras, así como hay
tipografías diseñadas hoy en día. Las tipografías varían porque están
diseñadas para diferentes propósitos, formatos, tipos de textos y
contextos. Las fuentes tienen carácteres distintos que les permiten
ser invisibles (para el ojo del lector), acentuar, o incluso representar,
gráficamente hablando, un mensaje específico. Dependiendo del
tratamiento gráfico, las letras pueden convertirse más en imágenes
que en texto, y esto es algo en lo que estoy muy interesada.
Disfruto mucho transformando textos en imágenes cuando
unas pocas palabras se convierten en las protagonistas de una pieza
de diseño gráfico. Estos escenarios abren espacio para jugar con los
espectadores, pues los mensajes personifican más de un mensaje.
Los movimientos gráficos pueden ser tan sencillos y sutiles que los
lectores lo ven por primera vez, avanzan y se devuelven, lo leen de
nuevo y agarran el doble sentido. Esto me permite jugar con la mente del espectador, como en mi proyecto United Histories ▸ p.220.
6. Saint-Martin, Fernande.
Semiotics of Visual Language.
Bloomington: Indiana
University Press, 1990.
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Noam Chomsky states that language is defined by its alphabet (a
finite set of symbols out of which its words and sentences are constructed) and its grammar, meaning that it is composed by elements
that can be arranged and rearranged following certain rules.4 Graphic
design, as a system, also has a structure and is composed by different
elements. And even though there is still a lot to decipher in terms of
linguistics in visual language, graphic design is defined by its own
components. In my practice, typography, images, texture, form, and
color allow me to study and investigate the materiality of language.
Typography is the closest
element to a systematic language,
as letters are the basic set of characters that we use to form words,
following certain rules. There are
limitless numbers of pairings of
letters as there are typographies
designed today. Typefaces differ
because they are designed for distinct purposes, different formats,
different kinds of texts, different Touching Worlds ▸ p.124
contexts. Fonts are composed by
characters that enable them to be invisible (to the reader’s eye) or to
accentuate or even embody, graphically speaking, a given message.
Depending on the graphic treatment, letters can become more image
than text, and this is something I am very interested in.
I enjoy turning texts into images when a few words become
the protagonists of a graphic design piece. It allows a lot of play. It
acts like a double take. The graphic moves can be so simple and subtle that the reader sees it, keeps going and comes back, reads it again
and gets it. You get to play with the viewer’s mind, as in my project
United Histories ▸ p.220.
I also use images to incorporate textures into two dimensional pieces. Graphic design is very much vectorized5 and feels very
inhuman and plain to me most of the time. That is why I enjoy
bringing tactility into my work, because I love working
4. Saint-Martin, Fernande.
Semiotics of Visual Language.
with different materials and making objects in my pracBloomington: Indiana
tice. Sometimes these objects become the pieces themUniversity Press, 1990.
selves and sometimes they are photographed, flattened
5. Vectorized images are computand incorporated into a two dimensional piece.
er generated, mainly flat images.
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Por otro lado uso imágenes para incorporar texturas y espacialidad a piezas de dos dimensiones. El diseño gráfico está muy vectorizado y muchas veces se siente inhumano y plano.7 Es por esto
que disfruto incorporando texturas mi trabajo, porque además me
encanta trabajar con diferentes materiales y hacer objetos en mi
práctica.A veces estos objetos se convierten en las piezas mismas de
diseño. Otras veces se fotografían, se aplanan e incorporan en una
pieza bidimensional. Al mezclar materiales y técnicas de producción tradicionales y contemporáneos, agrego una capa adicional de
información que, a su vez, habla su propio idioma y cuenta sus propias historias. De esta forma, quiero que mis diseños inviten al espectador a mirar más allá, a conectarse con una pieza y descifrar las
metáforas visuales y materiales. Misfits ▸ p.170 es un proyecto que
ejemplifica este concepto.
Desde pequeñas impresiones, libros de diferentes formas y
tamaños, interfaces digitales o gráficos de gran escala, el formato
juega un papel importante en mi trabajo, pues definen en nivel de
interacción que los espectadores van a tener. Un buen ejemplo es el
libro Touching Worlds ▸ p.124. Una vez he determinado el formato, utilizo formas y los colores para reforzar los conceptos con los que trabajo. Debido a que la mayor parte del tiempo estoy interesada en ser
clara con mi trabajo, utilizo formas limpias, en su mayoría directas
y fáciles de leer. El color también sirve como elemento de énfasis.
Como escribió Joseph Albers, “los colores evocan innumerables lecturas.” 8 También representan diferentes cosas y emociones en diferentes culturas. Están llenos de significado, al igual que los idiomas.
En mi trabajo, los colores simbolizan conceptos e ideas, se usan para
llamar la atención, para diferenciar o contrastar, siempre agregando
otra capa de información a la materialidad del lenguaje. Por ejemplo,
en el proyecto América ≠ America ▸ p.30, utilicé dos colores complementarios para representar dos conceptos diferentes y establecer un
contraste entre ellos.

Introducción

By mixing traditional and contemporary materials and production
techniques, I add an additional layer of information, a material quality that, in turn, speaks its own language and tells stories. In this way,
I want my designs to invite the viewer to look further, connect with a
piece and decipher the visual and material metaphors too. The project Misfits ▸ p.170 is a good example of this.
Small intimate prints, books of different forms and sizes, digital interfaces or wall scale graphics, format plays an important role
in my work, as my project Touching Worlds ▸ p.124. Once the format is
determined, I use form and colors to reinforce the concepts. And
because most of the time I am interested in being clear with my
work, I am normally drawn to make clean forms that are mostly
direct and easy to read. Color is also always an element of emphasis.
As Joseph Albers wrote, colors evoque innumerable readings.6 They
represent distinct things and emotions in different cultures. They
are embeded with meaning,like languages.In my work,they embody
concepts and ideas, are used to draw attention, to differentiate or contrast, always adding another layer to the materiality of language. For
example, in the project América ≠ America ▸ p.30, I used two complementary colors to represent two different concepts and establish contrast between them.

7. Las mágenes vectorizadas
son generadas en computador,
en su mayoría son planas.

América ≠ America ▸ p.30

8. Albers, Josef. Interaction of
color. New Haven: Yale University
Press, 2009.

6. Albers, Josef. Interaction of
color. New Haven: Yale University
Press, 2009.
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Lingua Franca se define como “cualquier idioma que utilizan las
personas que hablan distintas lenguas como medio común de comunicación.” 9 El término apareció en el siglo XVI en Italia, para
referirse a un idioma simplificado o pidgin hablado en Europa occidental por los francos y anteriormente utilizado como un lenguaje
comercial, primero en el Mediterráneo oriental y luego en el norte
de África y Medio Oriente.
A través de mi investigación, he utilizado el diseño gráfico
como una plataforma para codificar, descodificar y darle forma al
lenguaje. En un mundo dirigido por malos entendidos, estoy interesada en el momento en el que el diseño se convierte en un mediador
vital, en un traductor a una lengua franca que abre espacios de crítica,
fomenta conversaciones e interacciones entre personas con bagajes
culturales similares o distintos. Lingua Franca es sinónimo de una
disciplina que abre las posibilidades para un mejor entendimiento
entre las personas de una comunidad.

Lingua Franca is defined as “any language that is used by speakers
of different languages as a common medium of communication.” 7
The term appeared in the sixteenth century in Italy, to denote a
simplified or pidgin language spoken in Western Europe by the
Francs and formerly used as a trading language, first in the eastern
Mediterranean and later throughout much of the north of Africa
and the Middle East.
Through my research, I have used graphic design as a platform for coding and decoding language, shaping and reshaping it.
In a world ruled by misunderstanding, I am interested in the moment when design becomes a vital mediator, a translator to a lingua
franca that enables criticism, fosters conversations and interactions
between people with same or different cultural backgrounds. Lingua
Franca stands for a discipline that opens the possibilities for better
understanding within communities.

9. “lingua franca, n.”. OED Online.
March 2018. Oxford University
Press. http://0-www.oed.com.
librarycat.risd.edu/view/Entry/
327283?redirectedFrom=lingua+franca& (accessed April 15, 2018).

7. “lingua franca, n.”. OED Online.
March 2018. Oxford University
Press. http://0-www.oed.com.
librarycat.risd.edu/view/Entry/
327283?redirectedFrom=lingua+franca& (accessed April 15, 2018).
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Context
Collapse

When I came to study to the United States, I realized that I had lost
part of my identity as an American. I was not called an American
anymore. As a matter of fact, I had turned into an alien.1 Americans
here are just the people who were born in the United States or hold
a green card, not anybody else coming from the rest of this huge
continent. Somehow, someday, somebody (or a group of powerful
somebodies) decided that, in English, the meaning of America was
equal to United States of America. The term has been taught this
way through national education for so long that it stuck. Nowadays,
people from all over the world, while referring to the United States
in English, call it America. This to me is a perfect example of the
geopolitics of language and reminded me that the meanings of
words are tightly related to the contexts in which they are used.
As a graphic designer, I lately came to understand how political our work is. If language is one of the most substantial tools we
use to communicate, it is important to be aware of the politics that
lie behind it, in order to make decisions consciously.The readings of
the work we make are conditioned by the context in which they are
read. But how to control that in a world connected through the
internet, where every message sent can be read on the other side of
the world within seconds and be completely misunderstood?
This concept was recently coined as context collapse.2 It
has to do with language, but it is also related to the
mediums of communication and the interactions they
1. In Spanish we only use this
enable between people. Understanding that misinterterm (alien or alienígena) to refer
to a body coming from the outer
pretations cannot be avoided, the projects in this secspace, so the fact of being called
an alien in the United States
tion explore the concept of context collapse and its
makes me feel like I come from
relationship with design through a linguistic lens. They
Jupiter, or maybe from Saturn?
avoid assumptions on the universality of the language
2. Coined by cultural anthropolwe might use and propose to question and deeply think
ogist Michael Wesch at Kansas
State University in one of his
about the language we use in our work.
lectures in 2009, it is a concept
used by academics writing about
The last project, though, approaches this concept
the effects of social media and
from a different perspective. Because of the global politthe contexts they give rise to.
The term refers to the audiences
ical climate, context collapse also applies to the way we
possible online as opposed to
are constantly shocked by the news and feel like our
limited groups we normally
interact with in face-to-face
world is constantly collapsing. I consider myself an optiinteractions.
▾
mist. Not because I want to hide a crude reality—as a
Digital Ethnography
matter of fact I have always been against that, notably
Context Collapse
June 23, 2014
in my country—but because I think that we need to keep
http://mediatedcultures.net/
having a little bit of hope to be able to keep going, keep
youtube/context-collapse/
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Sister Corita Kent
(Give the Gang) The Clue Is In the Signs, 1966
Screenprint on paper. 15 x 18 in.

3. Through my studies at RISD I
have come up with a methodology
that normally starts with an action
and is followed by a number of
iterations that react, interact and
counteract to that first action. To
read the definition of the actions,
see the footnote on ▸ p.15.

The New York Times, Truth Campaign, Feb. 26, 2017
Newsprint
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reacting, keep making and finding ways to counteract realities with
which we disagree. It is important to be aware of the context in
which we live, and also to be aware and grateful for the smallest
things that make us happy. As a counteraction to a lot of reactions,3
Nice Little Stories ▸ p.70 is a collaborative project that compiles both
conversations and writings, combined with form and color, as a way
of reminding ourselves of what has not yet collapsed.

Alfredo Jaar
A Logo For America, 1987
Animation, 45 seconds.
Image courtesy of the artist
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América ≠ America

Detail of first print of the series of
nine made with the Risograph.
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These are a series of prints that explores the different meanings that
the word America has in both Spanish and English. Coming from
Colombia, I grew up being American, but lost this identity when I
moved to the United States, where I became an alien. I am fascinated
by how a small typographic change, a single glyph that switches
from e to é, transforms the whole meaning of a word. A name that
defines the identity of millions of people. A single glyph, the absence
of an accent, can rob your identity.
The word America in English refers to the United States of
America. In Spanish, on the other hand, it considers the whole continent. There is a romanticism that ties people from Latin America
together. We feel like we belong together, even though we are all very
different.
The different meaning that this word has in Spanish and
English is a clear example of how language is a representation of culture and geopolitics. Cultures appropriate terms and name things
depending on their own needs, their power over other cultures, their
backgrounds, their very own versions of stories.
The United States has been, and still is, the country that rules
the continent. Because more than 18% of the population of this
country is Latin American—yet alien, it seems important to me to
point out this subtle but strong difference in order to foster conversations within local and international communities in the United
States.4
While I was working on this project I found out about a project on the same topic, A Logo for America, a project that the artist
Alfredo Jaar made in 1987. It was commissioned by the Public Art
Fund at the time, and I was surprised to know that he
4. The Hispanic population of the
United States as of July 1, 2016,
had recently showcased it again in Times Square, Lonmaking people of Hispanic origin
don and Mexico. Even if the circumstances and the
the nation’s largest ethnic or
racial minority. Hispanics
readings have changed since then, I knew that the topic
constituted 17.8 percent of the
was more actual than ever. I also had the opportunity to
nation’s total population.
▾
meet Alfredo Jaar and had a longer conversation on the
Hispanic Heritage Month 2017
https://www.census.gov/
topic at his studio in March 2018.
newsroom/facts-for-features
/2017/hispanic-heritage.html
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Following pages. Single
plates of series in order
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Series of prints on a wall in the Fletcher building.
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Test prints of textures, color and alignment using the Risograph printer at RISD.
The typefaces used are Forza and Vitesse, both from Hoefler and Frere Jones.

Lingua Franca

42

Context Collapse

43

Lingua Franca

Context Collapse

The Reproduction
of Information

First plate of the series of ten on
the process of the letterpress. 6x9”

This series of plates were designed in response to Joseph Moxon’s
Mechanick Exercises or The Doctrine of Handy Works. Driven by my fascination for the letterpress, I interpreted Aristotles Organon’s tasks5
and established relationships between Moxon’s book—found at the
Providence Public Library—and Walter Benjamin’s The Work of Art in
the Age of Mechanical Reproduction.
These plates compare the reproduction of graphic pieces in
the times of the letterpress and the computer-based production and
laser printing process we use daily now.

Plates pocket. Embossed cotton paper

5. Aristotle.
The Organon:
The Ten Categories
of Interpretation
1. Substance (what);
2. Quantity (size);
3. Relation (related to what);
4. Quality (what sort of thing);
5. Place (where);
6. Time (when);
7. Position (in what
posture or attitude);
8. State (condition; how
circumstanced);
9. Action (how active;
doing what);
10. Affection (passivity;
how affected by another
force or object).
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Contemporary Production Plates:
1. Substance
Facing page: Letterpress Plates:
Quantity, Quality, Relation, Place,
Time, Position, State, Action, and
Affection.

46

47

Lingua Franca

2. QUANTITY

Context Collapse

3. QUALITY

6. TIME
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4. RELATION

7. POSITION

8. STATE
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Tolerance to Resistance

Opened perforated Japanese
folds on the edge of the book.

The meaning of a word is its use in language (...)
altered contexts inform elements of another practice,
another world, another use.6
Tolerance to Resistance is a book that displays multiple definitions of
these two words—their meaning in different contexts, in a single
language, English. If we think about the exponential number of
meanings words have all over the world, we come to understand
why miscommunication is such a complex phenomena. In times of
conflict, of social and political change, the tension between tolerance
and resistance is latent. The world lives on the tightrope between
these two.
Walter Benjamin’s quote “Even the most perfect reproduction
of a work of art is lacking in one element: its presence in time and
space,its unique existence at the place where it happens to be,” made
me think of the implications of today’s instantaneous reproduction
of information and its relationship with language.7 In
6. Wittgenstein, Ludwig.
the present, as ideas are reproduced and spread within
Philosophical Investigations.
seconds through the internet, it is impossible to control
New York: Macmillan, 1953.
the circumstances or contexts in which they are read or
7. Benjamin, Walter. The Work
seen. Our diverse backgrounds yield to different interof Art in the Age of Mechanical
Reproduction. Illuminations.
pretations, in and out of diverse contexts. There is space
Ed. H. Arendt. New York, 1968.
for communication as well as for miscommunica8. Coined by cultural anthropolotion. This idea was recently named Context Collapse.8
gist Michael Wesch at Kansas
State University in one of his
Because language is anything but static or neutral, a
lectures in 2009, it is a concept
message of love can be read as one of hate on the other
used by academics writing about
the effects of social media and
side of the world.
the contexts they give rise to.
The term refers to the audiences
The subjectivity of language might be one of the
possible online as opposed to
most challenging—yet exciting—aspects of the discilimited groups we normally
interact with in face-to-face
pline of graphic design. It is certainly something we need
interaction.
to keep in mind.
▾
Digital Ethnography
Context Collapse
June 23, 2014
http://mediatedcultures.net/
youtube/context-collapse/
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The structure of the book—Japanese bound with prints in
the inside—invites the viewer to react and play with its pages. People are allowed to tolerate some of the short internal dye-cut pages
—that do not go off the page—but are also invited to react to and tear
some of the previously die-cut pages, revealing the patterns printed
in the inside of the book.

Book cover, cut and engraved
on black cardboard using the
laser cutter.
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Top: Spreads from the book on drug tolerance and zero tolerance.

Context Collapse

Top: Spreads from the on color printing resistance and Newton’s Third law of action and reaction.
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Detail of spread on Tolerance
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Detail of spread on Insulin
Tolerance in medicine

58

59

Lingua Franca

Context Collapse

Detail of spread on airway
resistance in medicine
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We Are Not
War Machines
This is a series of prints about the Colombian peace process. The government’s fight against the FARC guerrillas—after nearly six decades
of conflict—came to an end after the Peace Agreement was signed in
2016. Militants started to leave the forest and their arms, and are
coming back to civil life. Both civilians and militants have mixed
feelings about this, as it is such a bizarre situation. Some of the combatants want to be able to participate in politics but the larger group
wants to be able to learn new ways of making a living away from
weapons and drugs. They are scared of the judgment of a big part of
the country who think that they are not going to be able to do it. It is
important to know that most of them did not even have the chance
to decide whether they wanted to join the FARC or not. A group of
them claimed: “We are not war machines, we are human beings,”
after taking an art workshop and painting their dreams.9
The moment came for the whole country to think about the
changes we have to make as a society in order to include them. It is
very scary, but also a very important challenge if we really want to
make a change for future generations. We should consider education
and culture as key aspects in this process.

9. Daniela Hernández,
“Las pinturas de las FARC,”
last modified January 31, 2017.
https://www.revistaarcadia.
com/agenda/galeria/
arte-en-las-farc/61831.

Detail of the second print of the series.
Texture created with letterpress ink and
chemicals spread with brayer.
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Detail of the laser engraved
texts on each one of the prints.

Following pages:
Individual prints
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Facing page: Prints displayed as part of To Whom It May Concern, the RISD MFA Graphic Design Biennial in 2017.
Each print is 11.5 x 17 inches.
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Nice
Little Stories

Detail of Binian reading the
book, opening one of the hand
sewn inserts.

This publication compiles my conversations and later writings and
drawings with five students from different departments at RISD. In
the Spring of 2017, they were all asked to list and write about three
nice little things that had happened to them during a day. It was an
experiment. They got a notebook and were also asked to write three
nice things each day for a week. I met with each of them—Biniam, Ji,
José, Sandra and Sonya—again after that week and had a little workshop. They did a formal exercice where they assigned a form and
color to each one of their stories.
This publication compiles these stories, their forms and colors
as a counterreaction to an overwhelming political global situation.
It comments on the way the news consumes us and many times
prevents us from appreciating what we have.The book structure suggests a change of perspective, as the reader has to turn the book as
they go though it,while ending up with the publication upside down.
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Images of the collaborative process of curating the stories, giving them shapes and colors. Ji Eun Kim was one of the participants.

Book cover
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Preface page
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Biniam’s first story
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José’s first story.
The book starts rotating.
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Ji’s third story. The book is
rotated almost 90 degrees.
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Sandra’s first story.
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Top: The prompt for the participants Bottom: Contents pages
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Multiple spreads showing the rotation of the book.
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Cover and back cover
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Top and bottom: details of interactions
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The nearly seven thousand languages spoken in the world reveals
human diversity on this planet. But languages are increasingly disappearing—on average, one language disappears every two weeks,
and with them, their cultural and intellectual heritage.This to me is
a terrifying phenomenon, and by no means a new one.1
During the process of colonization on the American continent,
Europeans used language as a social, economic and political weapon. Specifically in Latin America, along with destroying physical
spaces, killing natives and extracting resources, they sought to erase
their cultural legacy while imposing their languages, their religions,
their traditions. In the process, many cultural elements got lost but,
even though just a few native tribes survived, their languages left
traces, while permeating the more than nineteen variations of
Spanish spoken in Latin America today.2
Most pre-Hispanic tribes in Latin America did not leave a
written legacy of their culture. What we have left after the Spanish
colonization are beautifully crafted textiles, metals and ceramics
imprinted with strong, geometric graphics. But what we do know, is
that the Spanish language was nourished by all the native languages present in the territories they colonized in America. Fortunately,
some conquerors and friars kept diaries and wrote stories about
their adventures in the New World.3 They talked about the tropical
fruits and vegetables they ate and the phenomena they were exposed to that they did not know how to name. Indigenous tribes had
names for those things, so the Spanish appropriated many of these
terms into the Spanish language.

1. Unesco: http://www.unesco.
org/new/en/brasilia/culture/
cultural-diversity/linguisticdiversity/
2. Spanish is the official language
in nineteen countries in Latin
America, but the number of dialects is considerably higher.

Calima Culture
Pot. Buff terracotta. 22 x 22 cm
(Undetermined dates).
Middle Cauca region (Colombia)

3. Many of these stories are compiled in different anthologies of
The Chronicles of the Indies.
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Inspired by the work of the pioneer Colombian graphic designer and typographer David Consuegra,4 and by the Bauhaus textiles master Anni Albers,5 the projects in this section are material,
formal and typographic explorations. They are a celebration of the
recovered vestiges that permeated the Spanish language are still
used today and, as a matter of fact, have given identity to our different
versions of Spanish.
Quimbaya Culture
Flat Stamp. Buff terracotta. 13.3 x 6.4 cm.
(Undetermined dates). Middle Cauca region, Colombia

Tayrona Culture
Anthropomorphic-figural flute,
Fine brownware, decorated
with details in relief. 12.1 cm.
(ca. 1000 A.D.–1550 A.D)
Tayrona region, Colombia

Anni Albers
Study for Camino Real, 1967
Gouache on paper, 17 1/2 × 16 in. © Albers Foundation
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Context Collapse

5. Anni and Josef Albers, after
moving to the United States,
traveled multiple times to Central
America and South America.
They were fascinated by the preHispanic architecture and design.
Anni developed a large number
of textiles and jewelry inspired
by the objects and craft makers
she encountered.
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4. Ornamentación calada en la
orfebrería indígena precolombina
(Muisca y Tolima) is a book that
compiles David Consuegra’s
studies of objects made out of
gold by the Muisca and Tolima
pre-Columbian cultures. He reinterpreted these designs while
focusing in the geometric forms.

David Consuegra
Ornamentación calada en la orfebrería indígena precolombina (Muisca y Tolima).
Museo del Oro, Banco de la República, Bogotá Volume 2 of Colección dimensión estética, 1968
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Mi Lengua, Mis Raíces

Detail of embroidered hemp fabric

This poster represents the Bauhaus Manifesto by referencing the
textile production and education at the school—particularly Anni
Albers work—and integrating pre-Hispanic graphics in Colombia.6
I was fascinated by the fact that Anni and Josef Albers, two designers
I profoundly admire, were so influenced by Latin American architecture and Pre-Columbian crafts.
I researched native graphics, Colombian graphic designer
David Consuegra’s interpretations of them, and established relationships in between these graphic forms and the languages spoken
in my country.7, 8
As Anni Albers has noted:
“In the Andes, textiles formed an essential part of the region’s
culture and system of communication.”
“Textiles were a complementary support to oral memory, of
systems of kinship, lineage and beliefs in the pre-Columbian communities in Latin America.Making them therefore implied great
responsibility for the weaver, as his tactile and visual memory involved the user both physically and socially.” 9
I interpreted this statement about the social importance of
textiles by designing a typeface using basic geometric shapes. Afterwards I experimented with the composition and used triangles
to reference the mountains (a highlight of Colombian topography)
and the roots of the language. I used the digital embroi6. Gropius, Walter. Manifesto
and Programme of the Weimar
dery machine at Co-Works to embroider on hemp fabric,
State Bauhaus. Bauhaus Archiv
which is commonly used in Colombia to pack coffee, poBerlin: 1919
tatoes and other agricultural products. After the fabric
7. David Consuegra Ornamenwas ready I photographed it, digitally added Anni Albers
tación calada en la orfebrería
indígena precolombina (Muisca
quotes on making and textiles and printed it.
y Tolima). Museo del Oro, Banco
de la República, Bogotá. 1968
8. In Colombia, Spanish is the
official language but there are
more than 200 native languages
that are still used today.
9. Albers, Anni. Anni and Josef
Albers: Latin American Journeys.
[Brenda Danilowitz and Heinz
Liesbrock]. New York: 2007.
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Digital file devided in two parts to be embroidered and fit into the digital embroidery machine frame.

Bottom: Digital Embroidery Workshop at RISD Co-Works. Embroidery process of the second half of the design.
Facing page: Final poster, printed in 90 x 128 cm
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Huracán
Huracán is a formal exploration of the evolution of the Spanish language in Colombia made through a display typeface, a poster, and an
animation. It aims to represent the connection between the Spanish
that is spoken today and the languages spoken by the native tribes
that lived there before the arrival of the Spanish conquerors to the so
called New Indies. When the Spaniards came to conquer America—
the continent— in the fifteenth-sixteenth century, one of their goals
and most violent representations of power was to erase the native
languages. But because of the normal interactions between all of
them, even though the Spanish language ended up taking over, it inevitably got nourished by the native languages that had names for a
lot of unknown things and phenomena for Europeans.
“Thus, the Spanish language was filled with new and sonorous words like avocado, sweet potato, sunflower and hurricane... In
the languages of these provinces the wind is called hurricane,where
it is said, I think, they took our Spanish vocabulary and improved it,
to call the revolt of several winds a hurricane.” 10
The word huracán (hurricane in Spanish) embodies perfectly
the process of the conquest of language. In order to mix the two languages—Latin script used to for Spanish and the pre-Columbian
graphics—I used Processing. I combined the native graphics that I
first flattened with one of the first Spanish typefaces called Ibarra
Real, designed in the eighteenth century by Jerónimo Antonio Gil.11
Using Processing, I deconstructed both elements and used the triangle as a basic graphic form to blur the lines between both. Based
on the results, I designed a display font which led to an animation
and a poster.

10. García Ángel, Antonio
Cronistas de Indias: En la Nueva
Granada (1536-1731.) Bogotá:
Alcaldía Mayor de Bogotá, Idartes,
2013
11. Ibarra Real was selected by
Joaquín Ibarra to print the 1780
edition of El Quijote.
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Example of the code applied to the lowercase h of Ibarra Real

Recovered Vestiges

Flattened pre-Columbian graphics

Text set in Ibarra Real

“En lenguas de estas provincias se llama el viento
huracán, de donde se dice, pienso, tomaron
nuestros castellanos mejorando el vocablo, para
llamar a la revuelta de varios vientos huracán.”
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Process of composition and
decomposition of type and
patterns, using Processing.
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Animation sequence
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Single letters
Facing page: Final poster, printed in 24 x 36 inches
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e

Hurac Text
Hurac Text is a typeface based on the earlier experiments made in
the project Huracán. It is a pointy old style text face that has a strong
character and embodies the pre-Hispanic vestiges present in Spanish.
It is still in process, but is going to support all the Latin languages.

Lowercase characters

hurac text
abcdefg
hijklmn
opqrstu
vwxyz

Facing page: details of serif,
terminals and counterforms
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Así, el español se llenó de nuevas y sonoras palabras como

aguacate
chirimoya
batata
guanaco
girasol
huracán

Recovered Vestiges

hurricane n.
Etymology spanish huracan, Old spanish furacan
A name given primarily to the violent windstorms of the west Indies,which are cyclones of
diameter of from
to
miles, wherein the
air moves with a velocity of from
to 13 miles
an hour round a central calm space, which with
the whole system advances in a straight or curved
track hence,any storm or tempest in which the
wind blows with terrific violence.
“hurricane, n.”. OED Online. March 2018. Oxford University
Press. http://0-www.oed.com.librarycat.risd.edu/view/Entry/89594?isAdvanced=false&result=1&rskey=8RvVeb&

Cahuín
cancha
choclo
macha
guagua
guaro
guarapo
huaso

lúcuma
mate
palta
papa
polola
poroto
quinua
zapallo

Words used in Spanish that come from the Quechua (language spoken by the Incas) and from Mapudungún, language that is still spoken in
García Ángel, Antonio Cronistas de Indias: En la Nueva Granada (1536-1731.)

Chile and Argentina by the Mapuche tribe.

Bogotá: Alcaldía Mayor de Bogotá: Idartes, 2013
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Anni Albers, Karel Martens and Hella Jongerius reflect
my interest in tactility. While being from different generations and working with different materials and techniques,
they all explore the languages that live within materials and
processes and the different interactions and emotions they
provoke in viewers. Anni Albers’ work as a textile artist and
printmaker exemplifies the importance of free experimentation with materials and production techniques. Additionally,
the way she describes her relationship with her raw materials, threads, is absolutely true to me: “circumstances held me
to threads and they won me over. I learned to listen to them
and to speak their language. I learned the process of handling
them.” 1

Anni Albers in her weaving studio at Black Mountain College in 1937.
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Anni Albers. Ancient Writing, 1936, cotton and rayon,
59 1/4 x 44 in.

Karel Martens at his studio in the Netherlands.

Karel Martens’ experimental prints made with found
objects on found pieces of paper tell stories about the way
they were made, what they were used for before. Their functionality is reinterpreted to give them another life, as they
carry their stories.
Product designer Hella Jongerius works at the threshold between industrial processes and craft. She advocates for
the mutual relationship serviceability and authorship in design, meaning that a design object does not need to be just
functional, but should also have a distinctive character given
by the designer, a character that suggests different readings
of the objects, while inspiring and evoking sensations.

Lingua Franca

Making and materials speak different visual and tactile languages.They embody a tradition or a novelty, a craft hand, an
industrial process or a digital one. They become signs that
have a voice and add an additional layer of information to a
design project.
I think through making with my hands, while responding to the constraints and opportunities offered by the
materials and techniques I use. I am fascinated by their
qualities, the connections and combinations of old and new
and by how they affect the content of a design piece. Graphic
design is usually understood as a two dimensional practice.
But in the end, every design ends up taking a physical form
in space. That is why materiality is so important to me. Additionally, I enjoy making, as it is the moment when I get to
translate my thoughts into forms and things. My projects
embody my explorations of the materiality of language.

What Matters

What Matters
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Hella Jongerius, Embroidered Tablecloth, 1999, linen, cotton,
earthenware, 80 x 120 cm
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Hella Jongerius working with materials.

Hella Jongerius working on the Vitra colour and material library. In her role as Art Director for
Colours and Surfaces at Vitra, Jongerius works on the development of Vitra’s colour and surface
library since 2007.

Lingua Franca

With a very hands-on approach, I have made the most
of RISD’s resources in order to engage with materials and
techniques in usual and unusual ways, trying to challenge
conventions while integrating old and new technologies
into my work. I worked as a graduate assistant at the RISD
Museum and a grad instructor at RISD Co-Works (Interdisciplinary Research Lab), and I acted as a liaison between them
in order to produce pieces at Co-Works for the Museum.
Learning the language of code, of digital embroidery,
sewing, printing with new and old technologies, laser cutting, and vinyl cutting, the projects of this section speak a
material language. They aim to evoke tactile sensations in
addition to being functional and visual objects.

1. Weinstein, Norman.
Review: Anni Albers On Weaving,
Expanded Edition. Last modified
October 17, 2017. https://
craftcouncil.org/post/
review-anni-albers-weaving
-expanded-edition

The New York Times. Karel Martens, the Dutch Master. September 2016.

Karel Martens
Letterpress Monoprints
“I don’t have a premeditated plan when I’m making prints. It’s more of a reflection on what’s
already there: The paper motivates me to do something, to react to what exists. In the case
of this new series, which has a lot of circles, I’m curious to see them in combination with the
background color of a found card or in relationship to the rhythm of each card’s typewriter
typography. My method takes time: I print one color, then wait for at least a day for the drying
process; on the next day or whenever, I react again to what there is now.”

Lingua Franca
What Matters
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Processing LeWitt
This book was designed to show my own process of learning the
basics of the programming language Processing and my first experiments with images. Having entered into coding, I chose to work
with Sol LeWitt’s drawings to establish a parallel between the set of
parameters of his artworks and the parameters I set up to apply
through Processing.
The structure of the book is used to show the experiments
and aims to translate the digital character of both the process and
the results to the printed page. Each spread contains the experiments and has an insert with LeWitt’s directions, his original artwork, and my parameters for running the experiments displayed
on the spread.

Book cover

Detail of introductory spread with images of an original artwork
from LeWitt and another one after being run through Processing.
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Open French fold revealing the
code behind each one of the
images made with Processing.
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Open spread and insert showing
the original artwork by Sol LeWitt
and the different iterations made
with Processing.
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Open spread and last page of the
insert revealing the different
parameters used to generate the
six versions of the image in
Processing.
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Top: Front cover and back cover showing LeWitt’s Wall Drawing #366. Bottom: Front cover, back cover and jacket. The jacket was printed
with the pen plotter using two different color pens, while using the vectorized files generates in Processing (see right page).
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Top: Open spread and insert showing the original artwork by Sol LeWitt and the different iterations made with Processing.
Bottom: Detail of interior of French fold revealing the code behind the images made in Processing.
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Detail of embroidered cover on
bookbinding fabric.

Touching Worlds
Driven by my interest in materials, how loaded they are with tactile
and visual information, and inspired by Georges Pérec’s quote “We
can touch. We can allow ourselves to dream,” Touching Worlds took
form.2 This book embodies the materiality of books and printed
matter in general. A catalog of materials that are present in different sorts of publications, from paper to hard stock and leather. Depending of the kind of publication, elements such as the paper, the
cover, the end papers and the binding change. While holding a book,
feeling its format and weight and the rest of its physical qualities, the
reader starts dreaming about its content, even before having read the
first line.

Back cover and visible sewn book binding made with the industrial sewing machine at Co-Works.

2. Pérec, Georges. Species
of Spaces and Other Pieces.
London ; New York : Penguin
Books, 2008.
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Top: Intro to the book, Pérec’s quote. Bottom: Feeling the coated paper surface.
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Top: Feeling the leather page. Bottom: Edge of the book and exposed materials.
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Red fabric cover embroidered
with red thread. The visual
contrats is reduced in order to
play more with the textures.
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The leather texture contrasts
with the gray cover-weight paper.
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Co-Works Signage
Signage designed for the different areas of Co-Works, RISD’s interdisciplinary fabrication lab. Using two parametric typefaces designed
by José Menéndez, I designed signs that are printed or made by the
machines they denote. Each application of the signage performs the
functionality of the given machines.

Digital embroidery area at Co-Works.

Detail of the digital embroidery sign in process.
Each letter patch was first laser cut, placed on top
of an embroidered sillhouete on a synthetic fabric,
and finally fixed with a detailed embroidery.
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Top: Signage of the sewing area, digitally embroidered on artificial leather. Bottom: Detail
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Top: Signage for the laser cutting area, vector rastered letters on acrylic. Bottom: Detail
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Co-Works Lab.
Vinyl cutting and UV printing signs
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Top: Signage of the vinyl cutting area, vinyl on acrylic Bottom: Detail
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Top: Signage of the UV printing area, UV printed acrylic. Bottom: Detail
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Reading Reading

Detail of the floor labels for the
books and the chairs displayed
in the exhibition.

Reading Reading is a celebration of books and the reading experience,
showcasing The Most Beautiful Swiss Books of 2016.3 This exhibition
prompts an interpretation of reading as both a verb and a noun—a
process, as well as an object to be examined. How and what are you
reading?
The concept team, departed from the idea of the white cube
for displaying graphic design. We focused on the experience of reading a book and wanted to offer a space to comfortably enjoy them.We
aimed to showcase these products of graphic design as they normally
live in the world, in conversation with other products of design. We
paired each book with a chair (designed by alumni and students, as
well as property of RISD.) so visitors could sit down and read.

Lauren Traugott-Campbell reading Bernard Chadebec’s Intrus Sympathiques while sitting
on the “squishy” Tulip Chair, designed by RISD alumni Ana Mosseri.

3. Annual competition organized
by The Swiss Federal Office
of Culture.
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Top: Layout of the exhibition in the Design Center Commons Bottom: Visitors sitting and reading books.
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Top: Sign located at the entrance of the exhibit to set up the tone of the exhibition: the books are here to be looked at comfortably.
Bottom: The layout was designed considering the events that took place in the space while the show was open (as this is a common space in
the graphic design department at RISD). This particular event was planned as part of the show, to talk about the books displayed.
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Top: Student reading a book while sitting on the Stool designed by the furniture student Janine Wang.
Bottom: Labels seen from a chair. The bookmarks were designed by Ji Eun Kim.
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Examples of the pairings of books and chairs: The Playground Project, edited by Gabriela Burkhalte and Body at Work, by Janine Wang (RISD
Furniture 2018.) Bottom: Another book is paired with an ordinary library step stool.
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Because We’re Curious
This installation by the Risd Art Circle (RAC), a group of young artists
and art enthusiasts led by RISD Museum’s Education staff, seeks to
provoke responses from teenagers about art and museums through
a series of questions. The questions are displayed on a wall in the
basement of the Museum. The idea was to embrace its underground
character, make it feel fresh but also not too precious in order to
invite the viewers to interact with the wall, to edit it by adding
drawings and writings. I proposed a stencil format for the layout.
The texts are laser cut into cardboard and spray painted. The final
displayed elements are the stencils themselves, which uncover the
process of making and welcome the viewers to engage with the
installation.
I worked on this project as part of my graduate assistantship
at the Museum and as a liaison with RISD Co-Works. The project
was developed with Christina Alderman and Julia Gualtieri.

Making process: Laser cutting the signs at Co-Works

Detail of the stencil graphics
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Top: Visitors interacting with the installation, drawing. Bottom: First day of the installation at the Museum.

148

What Matters

Introduction wall of the installation
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Body language is normally understood as gestures, but here I use
this phrase to refer to the language we use to talk about our bodies.
The human body has been traditionally conceived as both culturally
and historically specific. As binaries have always been a way for humankind to understand the world, in the realm of bodies, the conception of female and male bodies were constructed to recognize the
impact of social expectations on the body. All over the world, the
female body has been pictured as unstable and permeable, while its
male counterpart is regarded as stable and bounded.1
These conceptions have framed a global culture where men
are seen as superior to women in all realms of life, and an attitude of
discrimination and violence—both psychological and physical—towards women and their bodies is a natural consequence.
The objectification of women and their bodies, is extremely
rooted in Latin American culture. At a very early age, girls are
taught—mainly by older women—to take care not just of the house,
but also of their appearance, in order to please men and fit into the
social expectations.
The streets are charged with references to female bodies.
Beer is sold through breasts, detergents and food in general.
Advertisements reflect our society, as it portrays people’s ideals
(with capitalist purposes). And it does so while reinforcing traditional ideas of machismo, by pressuring mostly women to look a
certain way. Even though women are welcome to study and be “independent”, they are also asked to behave in a certain way and sustain the same old-fashioned role in society: mother, spouse,
housekeeper, apart from working.
Popular phrases like para ser bella hay que ver estrellas or 90/60/90
pop up in all sorts of environments.2, 3 It happens so frequently that
nobody even thinks about their meaning. Everybody jokes about
them. The first one makes reference to the painful pro1. Evans, Mary and Lee, Ellie.
Real bodies: a sociological
cess that implies being a “beautiful woman”. Mothers
introduction. Houndmills, Bastell this to their daughters, while talking about having to
ingstoke, Hampshire; New York,
N.Y.: Palgrave, 2002.
depilate all their noticeable hair since they are girls, or
not being able to eat whatever they want since they have
2. To be pretty you have to see
stars, meaning that being pretty
to keep their figure, additionally wearing bras with pushhurts.
ups if they have small breasts, and heels if they are short.
3. Perfect measures of breasts,
And in case none of this is enough, plastic surgery is alwaist, and hips: 90/60/90 cm.
correspond to 36/24/36 in.
ways an option.
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When it comes to buying clothes, girls turning into women
get to encounter the challenges of meeting the ideal measurements
established for height, breasts (90 cm/36”), waist (60 cm/24”), and
hips (90 cm/36”). Fitting these numbers can be very frustrating.
Additionally to what is found in the shops or what is not,4 women
face body talk: their distinctive features are very commonly verbalized by their friends and families—a tradition—with which I have
always disagreed. Their bodies come up as normal topics of conversation, even in fairly “liberal contexts.” For example, people from
your family (or your parent’s friends) would—probably unconsciously—scan you before even saying hi to you. Then they would hug you
while they measure you, checking if you feel thinner or chubbier than
the last time they saw you. And right after saying hi, they would immediately comment on how you look. Then you would have to make
excuses for being too skinny or having gained weight, while you ask
yourself: Why does everybody seem to have the right to talk about
my own body. It’s mine. Who cares!? What about: How are your
studies doing? It is important to note that this hardly happens to
men. My brother, standing right beside me, saying hi or talking to
the same people, does not normally get those comments.
Here is where body language becomes important to me.
Spanish, a gendered language to start with, has a lot of specific words
to refer to certain parts of the body. Words like flacucha, gordita, plana,
tetona and caderona describe strongly and harmfully some features.5
The structure of the language allows specific descriptions
4. You may never find a bra
without push-up if your breasts
of certain features and prevents the conception of other
are small, for example.
things, a neutral gender, for example. Even if Spanish is
5. Derogatory terms for skinny,
derived from Latin—a language that had a neutral genfat (chubby), plain and for havder—it just kept the feminine and the masculine. This,
ing big hips.
to me, speaks to the Hispanic culture of machismo. And
6. Numbers from the United
Nations reveal that, in 2015, a
I am convinced that the language itself has a lot to do
third of the women in the world
with elevated rates of sexual violence and gender inequwere target of physical or sexual
violence. Specifically in Latin
ality in these communities.6 As a matter of fact, it does
America and the Caribbean,
not seem a coincidence to me that the words used in
the average number of women
murdered in 2016 was, at least,
English to refer to this concept are macho or machismo,
1.831 ▾
“Latinoamérica es la región
borrowed from the Spanish.
más peligrosa del mundo para
Language helps us define our understanding of
las mujeres,” last modified
November 25, 2017. http://www.
ourselves, shapes our identity. Choosing to name certain
un.org/sustainabledevelopment/
things or avoiding to talk about other ones has direct
es/2017/11/latinoamerica-es-laregion-mas-peligrosa-del-munconsecuences in this process.
do-para-las-mujeres.
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Fashion designers like Rei Kawakubo, Minna Palmqvist and
Lucía Cuba are important references on this topic. The Japanese director of Comme des Garçons has long questioned the Western canon
of beauty and their specific measurements. Her collection Body
Meets Dress, Dress Meets Body is the first clear example of this. The
Swedish designer Minna Palmqvist claims, through her project My
Body is Not Yours to Judge, that the female body is nobody’s business.
This is a project run through social media in Sweden, where women
share their photos wearing t-shirts designed by Minna and reject
the social conversations and expectations of women’s bodies. Lucía
Cuba is a Peruvian fashion designer and social scientist. She has
worked on the topic of bodies and their vulnerabilities in terms of
diseases, governments and health laws. Her project Artículo 6 comments on the birth control policies implemented by the government
of ex-president Alberto Fujimori in Peru, which resulted in the
forced sterilizations of thousands of women.
The projects in this section speak to the connection between
language and machismo. I explored different formats, objects and
interactive pieces that address the topic in different ways. They aim
to act as conversational pieces that mediate between the social commentary and personal acceptance of our own, real, fleshy bodies.

Cerveza Águila advertisement campain featuring Colombian
actress Sofía Vergara, Colombia 2016
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Lucía Cuba.
Artículo 6. Collection
of 25 garments. 2012

Rei Kawabuko
Collection: Body Meets Dress, Dress Meets Body. 1997

Minna Palmqvist
My Body Is Not Yours to Judge. 2016. Three Illustrated t-shirts.
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Canon of Beauty
Measuring tape that critiques the Latin American—or American in
general—objectification of women, is based on the culturally established perfect measures of breasts (90 cm/36 inch), waist (60 cm/24
inch) and hips (90 cm/ 36 inch).
It shows how women are supposed to fit into these standards
and how, when they do not, they become an object of bullying or
mockery. A language has developed around the topic—particularly
in Spanish, but it also exists in English, with the only goal of making
more social pressure on women of all ages. Because being too skinny
is a problem, women are called flaca or flacucha. If their breasts are
too small women are called planas, which literally translates to being
plain. Contrary to that, if they have big breasts they are called tetonas or caderonas when their hips are big, and so on.7
This project aims to be less a piece of graphic design to be
looked at and more an object to engage with and have conversations
about how the topic is approached, not just in Latin America but in
other places in the world. Hopefully, by talking about it, we can find
ways to address this issue.

Rolled measuring tape

7. Derogatory terms in Spanish
for skinny (flacucha), plain
(plana), for having big tits
(tetona) and big hips (caderona).
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I measured myself using the tape.
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Detail of the unfolded measuring tape, printed on the plotter on embroidery backing fabric.
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Stretched fabric
with distorted text.

Body language

Fit Here
These material and digital explorations comment on the idea of
having to fit into traditional beauty molds. Inspired by the previous
project, A Canon of Beauty, Fit Here combines an interactive interface
made in P5js, a UV printed fabric, and embroidered fabric as a way of
testing interactions and reactions from the viewers. The digital version uses a fixed background with the text You Are Supposed To Fit
Here, that creates a box.When people move the mouse, the text I Just
Fit In My Body moves around the screen, stretches and shrinks, but
never fits into the box.
The fabric has the same graphic treatment for the text You
Are Supposed To Fit Here, but it is embroidered or UV printed on lycra.
The lycra was extremely stretched on the frame of each machine in
order to be embroidered or printed while expanded. This way, when
the fabric is released from the frame, the message curls on itself. To
be seen, people have to stretch the fabric in different directions.
Because of the project relationship with the body, the fabric was
much more successful. People engaged with it, played with it, and
enjoyed the interaction.

Embroidery process at Co-Works.
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Sequence of stills showing the interaction in the digital version: the
movement of the mouse rescales the white type.
Facing page: Detail of the typographic treatment in the digital
version. The typographic composition used for both the digital
interface and the embroidered fabric uses the typeface Irma Slab,
designed in 2009 by Peter Biľak.
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Embroidered fabric stretched by the viewer, showing the message.

Curled embroidered fabric.
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UV printed fabric stretched, showing the distorted message.
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Misfits
Misfits addresses the reduced vocabulary and options in filling out
forms.These restrictions aim to disable individuals from expressing
their identities freely while simplifying and constraining to binary
options notions such as gender, ethnicity, and age. While filling out
forms, the other boxes are deleted as options in a world that seeks to
categorize us in very general, old-fashioned and constrained terms.
Misfits focuses only on terms that are related to the body and the way
we are used to naming certain characteristics over which, most of
the time, we do not have much control, such as gender, height and
age. The project seeks to find, through a material exploration with
fabrics, a way to represent the frustration experienced by individuals while trying to fit into those boxes.
At the same time, it offers other options for the viewer to play
with and answer in a binary way if they are comfortable with it,
with in between terms and out of the box options too.

Each frame (10.5 x 17 in.) invites viewers to fasten the fabric with different elastic qualities to a set of pegs.

Detail of the installation
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People interacting with the frames and the fabrics as they respond to the words.
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Results of the interactions
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People interacting with the frames and the fabrics as they fill the boxes.
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Documentation of different people’s interactions and responses.
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Gained in
Translation

Robert Bringhurst talks about the idea of being reborn in another
culture every time we learn a new language. It means that I have
been reborn about five times by now.This process of birth and rebirth
in different cultures has opened my mind to different perspectives,
different ways of seeing and understanding the world. This is what
I call gain in translation.
Borrowing words from other languages is part of this process
of gaining in translation. Because not every concept has been
named in all languages, terms are appropriated by different languages to allow them to evolve. For example, in Spanish we use a
long list of English terms. Spanglish—a dialect of Spanish that lives
between Spanish and English—has appeared, but is considered as
an “incorrect” use of Spanish by the Real Academia de la Lengua
Española.1
English has many terms that are untranslatable that I love.
Many are related to social structures that are pretty much nonexistent in Hispanic countries and, to me, this is translated into the
language we speak too. If we have not been able to come up with
ungendered titles in Spanish by 2018, I think we have a problem.The
Real Academia de la Lengua Española (RAE) has rejected the appropriation of different terms and the evolution of the Spanish language in general under ridiculous statements of homogeneity for a
very long time. Personally, I believe that languages can be bigger
than institutions.2 They can keep changing and evolving everyday
because they are used by people every day.
The projects in this section are related to translation in both
linguistic and visual terms. They aim to offer better experiences for
people who speak different languages, translate foreign experiences,
and open up our perspectives and understanding of the world.

1. Spanglish is the unofficial
language in Puerto Rico, a
country where the official
language is Spanish but is
governed by the United States,
as it is an unincorporated U.S.
territory.
2. additionally to an aim to keep
a neocolonialist control over the
use of the Spanish language.
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Art in Times of Gray Democracy, published by the Leipzig Museum of Contemporary Art, by is an
important reference in terms of translation in publications. The way they give the same importance to both
German and English is something I was trying to figure out when I designed this book. I borrowed the way
they use color to differenciate the languages and generate play with titles, footnotes and captions.

Breaking news in Spanish-speaking journals on April 18th 2018 about Southwest’s airplane accident and the heroine
pilot who saved the situation. Instead of calling her “la pilota” they all talk about her as “la piloto,”which shows how not all
the job titles have a feminine version, even if the structure of the language allows is very easily. This is a case study that
supports the project Español Incluyente: Si no se nombra, no existe ▸ p. 183.
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Xiu Bing’s Book From the Ground does not have any words. All the stories are written with pictograms,
signs and logos collected around the world.

Francesco Franchi’s information graphics for the Italian magazine Idee e Lifestyle. He is a journalist and a designer and sees infographics as
design and narratives. They are translations from a representation of reality.
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Español Incluyente:
Si no se nombra, no existe
Español Incluyente: si no se nombra, no existe is a proposal for enriching
the Spanish language with borrowed, appropriated or translated
words and expressions from other languages in a conscious way.3 It
is a set of cards, signs and a website.
Language is a social tool that we use to define our vision of
the world. It shapes culture and, at the same time, is shaped by culture. It is constantly changing, evolving through different mechanisms: institutions, politics, and ordinary people.
If our conception of reality is so directly linked to language,
what is not named does not exist. This becomes a problem when
linguistic elements that define some people’s identity are restricted
by the structure of a language. These people are not taken into account as part of a society in certain terms. Spanish, for example, has
a lot of gaps regarding genders. This reflects the sexist culture of
Hispanic communities.
This project emerges from a simple translation that I did for
the RISD Museum from English to Spanish in the Winter of 2018.
Translating a form turned out to be very interesting. I realized that
there are no translations to Spanish for the titles MS and MX. Also, I
found very little information about this, and obviously the Real Academia de la Lengua Española (RAE) has a lot to do with it. With a
neocolonialist attitude and under the premise that they “safeguard
the proper use of the Spanish language”, the RAE has blocked the
expansion and healthy evolution of the language in myriad ways.
In terms of gender, this institution seems to have the intention to perpetuate the power relationship between men and women.
In 2018, it is still resistant to enabling the Spanish-speaking community to name women as workers and intellectuals,
3. Spanish translation for
their different real roles in society—apart from having
Inclusive Spanish: What is not
children, cooking, and being the spouse of.
named, does not exist.

Detail of set of cards proposing new titles in Spanish
(SA. and SX., appripriated from the English titles MA and MX.)
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Top: Open brochure. Bottom: Detail of the form and the titles translated into Spanish.

Speaking about homosexuality and non-binaries represents
an even more complicated task. One would think that it can be more
complicated because of the gendered nature of Spanish. My thought
would be to incorporate them from English, an ungendered language. The problem is that the RAE has strong conflicts with the
appropriation of terms coming from English—and even describes
the phenomenon of Spanglish as an abomination of the Spanish
language.4 Ironically, terms such as Whatsapp, fast track, and Black
Friday were recently added to the dictionary.
Fortunately, languages evolve without institutions such as
the RAE. It is the people who use the language who make it, who
borrow or appropriate terms of other languages.This project is about
real people whose interest is to enrich a language and by doing so,
enriching our interactions as members of a more inclusive society.
This set of cards contains words that point out gaps in the
Spanish language and proposals for changes. They are intended to
start conversations about this topic within Spanish-speaking communities. Most of them are blank and are intended to be filled with
appropriations from other languages, translations or inventions.
The online version is a collaborative archive of these conversations,
a broader way of spreading the word. This project is still a work in
process.

Welcome Citizen Membership Brochure designed and translated into
Spanish for the RISD Museum
4. A mixture of Spanish and
English, esp. any of various
informal hybrids used in
bilingual contexts in Latin
America, and in Hispanic
communities in the United
States, typically characterized
by the blending of lexical and
grammatical elements from
Spanish and English.
▾
“Spanglish, n. and adj.”. OED
Online. March 2018. Oxford
University Press. http://0-www.
oed.com.librarycat.risd.edu/view
Entry/185565?redirectedFrom=spanglish
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Website landing page

Set of cards invite creation of new words or phrases for Spanish, by referencing, appropriating or translating terms of other languages.

español

incluyente
Website animation

no

si no se

nombra

186

existe
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Side 1 of the card: Inclusive Spanish, the proposal for what is not named or is named in a wrong way. The
title SA. in Spanish does not exist, which makes it impossible to translate the title MS.

Gained in Translation

Website menu

español

incluyente

archivo
nombra lo que no existe
foro
Side 2 of the card: Exclusive Spanish, what does not exist. Pointing the lack of the term SA in the
dictionary of the Real Academia de la Lengua Española (RAE).

Website’s fluent archive of the amplified Spanish

español

archivo

incluyente

<

amplía el español

pilota
SA.

SX.

mamá y papá

generala
médica
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>
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Interaction with the cards. Person using the blank cards to add new
terms and notions to Spanish.
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Dozeu Book
This handmade illustrated book recreates and translates the detailed components of the experience of eating at the Komakata Dozeu
restaurant in Tokyo.
They serve Japanese cuisine since the Edo period and eating
there combines architecture, textures, warm people, smells and
taste.5 Located in the traditional neighborhood of Asakusa, the restaurant’s experience begins with the plastic Sampuru.6 After crossing
the noren and taking your shoes off and stepping on the tatami mats
that cover the floor, guests are welcomed with a warm and loud
Irasshaimase, pronunced by one of the hosts and followed by the rest
of the staff.7, 8 Once you are at your table, which is a beautiful piece of
wood on the floor, you are allowed to sit on the zabuton and clean your
hands with the oshibori.9, 10 From that moment, you are in the best
hands. Order the best dozeu or loach prepared and served in the best
edo-style.
The book is hand bound as a traditional Japanese accordion.
Its format references the tables on the solid flat wood tables of the
restaurant. The accordion allows the book to have pop-up elements
that simulate both the architecture and the experience at the table
in the restaurant.
頂きます 11

Illustrated book cover, made on kozo paper and drawn using black ink
and Japanese watercolors.

5. In Japanese history, the Edo
period corresponds to the years
between 1603 and 1868.
6. Japanese for sample. These
are plastic food models
displayed outside of the
restaurants.
7. Japanese for the fabric
deviders hung between rooms
orin doorways.

Detail of the binding of the book: a Japanese accordion of kozo paper
tied to a piece of wood that gives it its structure on the back.

9. Japanese for cushions
10. Japanese for the rolled wet
napkins used to wash hands
before eating
11. Itadakimasu, a not that
accurate translation for buen
apetito or bon appétit. It is
mainly used before starting to
eat to say “go ahead.”

8. Japanese for welcome
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Top: Cover page. Bottom: Third spread and interaction with pop-up curtain.
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Top: Loose illustration on the last spread of the book. They are meant to be put on top of the wood back cover to simulate the
restaurant setting. Bottom: Back cover.
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Detail of all the illustrations
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Detail of the last spread of book, where the movable illustrations
of tableware recreate the restaurant settings.
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Mapping Sweden
Information design translates large amounts of data through simple and straightforward shapes and type. It is, to me, the graphic
design science of the smallest means. Mapping Sweden is an information design project that includes twenty graphics and data about
Sweden. The proposal started taking shape with the format and the
clean Nordic-like graphics that I thought would make the piece easy
to approach and refer to the Swedish graphic design history. Inspired by the work of Swedish graphic designer Olle Eksel, I used
clean and simple graphics and illustrations. The illustrated map of
Sweden ended up being the central element of the piece and, therefore, the chosen format is of a folded map (36 x 24 inches).

Cover of the folded map

Detail of the history and migration timeline

Detail of the map, set in Eksell Display, redrawn by the
studio Letters from Sweden after Olle Eksell’s drawings
and Sweden Sans, the country’s official typeface.
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Main Export
Destinations

Trade

Geographical Situation

The Kingdom of Sweden is the largest country in Scandinavia, bounded to the west by
Norway and to the east by Finland, the Gulf of Bothnia and the Baltic Sea. The northern
region, Norrland, has a harsh climate (average temperatures in February vary between
-6°C and 12°C) and contrasts with southern Sweden, which is crossed by a depression
filled with several large lakes.

Unfolded history and migration timeline

Europe

Kebnekaise
2117m

59%

Now linked by the Göta Canal, these lakes connect the Skagerrak in the west with the
Baltic Sea in the east. Off the south-east coast of Sweden, where temperatures are
milder, lie the islands of Gotland and Öland, where lakes alternate with forests.
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1200 BC - 1000 BC

The Iron Age
The population of Sweden became settled, and agriculture
came to form the basis of the economy and society.
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Sweden as a whole became populated by people who lived by
hunting, gathering and fishing, and who used simple stone
tools.
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The Viking Age

700 AC - 1000 AC
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Was characterised by a significant expansion of activity. Many
Viking expeditions set off from Sweden to both plunder and
trade along the Baltic coast and the rivers that stretched deep
into present-day Russia. The Vikings traveled as far as the
Black and Caspian Seas, where they developed trading links
with the Byzantine Empire and the Arab kingdoms.

37%
Stockholm

Malmö

Västerås

1,372,565

280,415

110,877
Principal Exports

86%
1280

Os

Founding of the kingdom

te

Urban

King Magnus Ladulås (1275–90) issued a statute authorising
the establishment of a nobility and the organisation of
society on the feudal model.
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Population and Ages

The Kalmar Union
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The Kalmar Union was formed, with the three Scandinavian
countries (Denmark, Norway and Sweden) under a single
monarch, Kristian II.
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58%

The Vasa period

Population Density
in Relation to Bangladesh

During the Napoleonic Wars, Sweden surrendered Finland to
Russia. As compensation, the French marshal Jean Baptiste
Bernadotte, who had been elected heir to the Swedish throne
in 1810, succeeded in obtaining Norway, which was forced
into a union with Sweden in 1814. This union was peacefully
dissolved in 1905 after many internal disputes.
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The Swedish Empire

82,931 km2

Malmö

Overseas trade was hard hit by the Napoleonic Wars, which
led to general stagnation and economic crisis in Sweden
during the early 19th century. In the late 19th century, 90%
of the people still earned their livelihoods from agriculture.
One consequence was emigration, mainly to North America.
From the mid-19th century to 1930, about 1.5 million Swedes
emigrated, out of a population of 3.5 million in 1850 and
slightly more than 6 million in 1930.

1900’s

21.3 hab/km
(1%)

A century of reforms

1909

Energy Consumption per capita
Compared to the USA

Total Energy Consumption
Compared to the USA
Sweden

Sweden

55.1 TOE

5.8 kg

Temperature in Stockholm
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Founded as a private organization. Its function is to manage
the finances and administration of the Nobel Prizes.
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Universal suffrage for men
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Universal suffrage was introduced for men

1917

Railway Network

Temperature
(Celsius)

The Nobel Foundation

1930
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1940

Industry did not begin to grow until the 1890s, although
it then developed rapidly between 1900 and 1930 and
transformed Sweden into one of Europe’s leading industrial
nations after World War II.
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Swedish Welfare State

1960

A purely Social Democratic government resumed office under
Per Albin Hansson. Under Social Democratic leadership, but
in close co-operation with the other democratic parties, a
series of reforms were carried out in the 1940s and 1950s that
together laid the foundations of the Swedish welfare state.
At the same time, there were calls for a modernization of the
1809 constitution.

Potatoes
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Instrument of Government
A new Instrument of Government was adopted in 1974, stating
that all public power is derived from the people, who are
to select the members of parliament in free elections. The
monarch is still the head of state, but in name only. In 1979,
an amendment to the order of succession gave male and
female heirs an equal claim to the throne. Accordingly, Crown
Princess Victoria is next in line to the throne, not her younger
brother, Carl Philip.

Other 0.8%
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European Union
Sweden joined the EU on January 1.
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In a national referendum, a majority of the country’s voters
voted not to join the euro.
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Universal suffrage was introduced for women.
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The first Social Democrats entered government.

1921

Facing page: Infographic of
Sweden. The map was printed
on light white paper, 36 x 24 in.,
and has four horizontal folds and
four vertical folds, in order to fit
on a map size.
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Sweden
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Late 19th-century Sweden was marked by the emergence of
strong popular movements that included the free churches,
the temperance and women’s movements, and above all the
labor movement.
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Death of the warrior king Karl XII.

Energy

Emigrants / Immigrants

.

Transportation

17%

5.65m

Area
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Introduction of a new constitution that abolished royal
absolutism and put power in the hands of parliament.

1850
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Vänern

Finland, provinces in northern Germany and the presentday Baltic republics also belonged to Sweden, and after
the Peace of Westphalia in 1648 and the Peace of Roskilde
with Denmark in 1658, Sweden was a great power in northern
Europe.

Detail of information graphics
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Stockholm

The foundations of the Swedish state were laid during the
reign of Gustav Vasa (1523–60). The church was nationalised,
its estates confiscated by the crown, and the Protestant
Reformation was introduced. Power was concentrated in the
hands of the king and hereditary monarchy came into force
in 1544.
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Västerås
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1523

Uppsala
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‘Stockholm Bloodbath’
80 Swedish nobles were executed at the instigation of the
Danish union king, Kristian II. The act provoked a rebellion,
which in 1521 led to the deposition of Kristian II.
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Klar
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2017

European Migrant Crisis
Sweden was heavily affected by the European migrant crisis,
forcing the government to tighten regulations of entry to the
country, as Sweden received thousands of asylum seekers per
week during the autumn, overwhelming existing structures.
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0h
Data taken from www.sweden.se, “The Economist”, “The World Factbook”- CIA
Design: Tatiana Gómez / Mapping Information / Directed by Doug Scott / RISD 2017
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Five Senses Pictograms
This set of pictograms is designed to illustrate, without words, my
travels between my home in Providence and RISD’s Design Center,
my home in Colombia, and my friend’s home in Houston.
The pictograms come together in an infographic accordion,
which goal is to show perceptions of time and distance while relating
these travels with the five senses, emotions, thoughts and different
means of transport.

Detail of printed infographic, printed in 8 x 12 in. accordion-folded infographic.

Set of pictograms I designed for the project.

204

205

Lingua Franca

Gained in Translation

First page of
the accordion
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Sequence of four pages of the infographic: From my home in Providence to the Design Center to the left (top), to New York’s JKF airport
(bottom), to Bogotá (facing page top) and Houston (facing page bottom).
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Detail of the map of the Museum set in
Spanish, Hangul, English and Chinese,
illustrated with the pictograms I designed
for the Museum.

Finding the Museum
This is a proposal to the RISD Museum for an improvement in the
wayfinding system. Since the museum has a difficult architectural
structure—it is composed of three different buildings (Radeke,
Pendleton House and Chace Center) and has two entrances (on Main
St and Benefit St)—many people miss important parts of the collection. Some visitors do not know how to get through the museum,
some simply do not know how big the collection is, and others do
not speak English and are not even familiar with Latin scripts.
The first step was to design a set of pictograms for a broader
audience that matched the branding system.These were designed to
be applied to the maps set in different languages—Spanish, Hangul,
Chinese and English—the website and in the space itself.
For the space, the idea is to give very clear instructions and
directions depending on people’s location in the museum. Elevators, escalators, bridges, and thresholds in between galleries become
important contact points. They are all meant to display specific directions in order to not overwhelm the visitor, and at the same time
complement each other by showing different kinds of information.
This project was developed as part of my graduate assistantship at the Museum under the direction of Derek Schusterbauer.
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Mock up of the wayfinding graphics
on the first floor of the Chace
Center at the RISD Museum.
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This is
floor
Top and bottom: Mock-up of the wayfinding graphics on the elevators of the Chace Center at the RISD Museum.
Mock-up of the wayfinding
graphics on the elevator of the
Benefit St entrance.

This elevator takes you
to floors 2, 4 & 6
This is
floor

You are
on the

th floor

Contemporary
Upper Farago

Decorative Arts
and Design
18th and 19th
Century American
Pendleton House

Egyptian
Asian
Costume and Textiles
Donghia Study Center

Entrance
Benefit St
Café Pearl
Decorative Arts
and Design
Porcelain Gallery

Modern and
Contemporary

Restrooms

RISD Student
Galleries
Moore Terrace

Mock up dummy dummy
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Top: Mock-up of the wayfinding signs on the thresholds of the Museum.
Bottom: Restrooms signage mock-up, using the surface of a window with a fairly neutral background.

Top and bottom: Mock-up of the wayfinding graphics on the stairs at the Radeke building, at the RISD Museum.

Modern and Contemporary

Restrooms
Restrooms

Mock up dummy dummy
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Top: Detail of the design of the new website of the RISD Museum (by Brendan Campbell), using the search pictogram.
Bottom: Pictograms used on the Hangul version of the map, designed by Derek Schusterbauer.

Set of pictograms designed for the RISD Museum’s web to coordinate with its branding system.

Visit

16px

Exhibitions & Events

Art & Design

Search

50px

Lines of Thought

16px

50px

s
Search the Collection

ALL RESULTS (12)

EXHIBITIONS (1)

EVENTS (6)

Search the rest of site

OTHER INFORMATION (5)

PROJECT & PUBLICATIONS (0)

Set of pictograms designed for the RISD Museum’s space, considering their branding system.

온라인

RISD
MUSEUM

RISDMUSEUM.ORG
예술과 디자인

과거부터 오늘날까지의 예술 작품들을 아우르는

리즈디 박물관의 컬렉션을 감상하실 수 있습니다.

회원 가입

리즈디 박물관의 회원이 되시면 일년 내내 무료
입장과 각종 이벤트 참여가 가능하며, 수업을

등록하거나 상품을 구매할 때 할인을 받으실 수
있습니다. 회원 혜택에 대한 더 자세한 정보는

데스크에 문의하시거나 리즈디 박물관 웹사이트

안내

방문하시는 동안

작품 보존을 위해 전시된 작품을 만지는 행위는 삼가시기
바랍니다.
가방과 코트는 North Main Street 과 Benefit Street

위치한 각 박물관 입구의 무인 외투보관 룸에 보관하실
수 있습니다. 큰 배낭이나 가방은 맡긴 후 입장하여

채널

모바일을 이용해 리즈디 박물관 채널(risdmuseum.org/channel)에
접속하시면 선별된 작품들에 대해 더 자세한 정보를 들으실 수 있습니다.

6

의상과 섬유

6

아시아
이집트

주십시오.

사진 촬영은 개인 및 교육을 목적으로만 가능하며
플래쉬와 삼각대 사용은 금지되어 있습니다.

인스타그램 및 트위터 (@RISDMuseum) 를 이용해

(risdmuseum.org) 를 방문해 주시기 바랍니다.

방문 경험을 공유해 주시기 바랍니다.

매뉴얼

6

연필만 허용되고 있습니다. 작품 보호를 위해 갤러리

6

리즈디 박물관의 저널인 매뉴얼은 정기적으로

새로운 기사를 발행하는 온라인 간행물입니다.
일 년에 두 번 책으로 출판하고 있으니 구매를

원하시면 RISD WORKS (risdworks.com) 를
방문해주시기 바랍니다.

안에서 마카나 펜을 사용하는 것은 삼가시기 바랍니다.
식음료 반입은 모든 갤러리 내에서 금지되어 있습니다.

4

장식예술과 디자인

5

18-19세기 미국

6

캘린더

리즈디 박물관의 캘린더를 참고하시어 토론,
워크숍, 영화 상영 등의 다양한 이벤트에
참여해주시기 바랍니다.

리즈디 박물관의 소식을 지속해서 접하기 위해

5

유럽

5

고대 그리스와 로마

박물관 페이스북의 ‘좋아요’를 누르거나, 트위터,
인스타그램, 핀터레스트를 팔로우하실 수 있고,
유튜브 채널을 구독하실 수도 있습니다.

4
3

RISD MUSEUM
20 North Main Street
Providence, RI 02903
risdmuseum.org

3

cover: Lynda Benglis, Zita from the Sparkle Knot series, 1972.
Mary B. Jackson Fund 2006.73
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현대/동시대 예술
판화, 드로잉, 그리고 사진
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Gained in Translation

United Histories
United Histories is a temporary exhibition on display at the RISD
Museum in 2018, curated by Dominic Molon. I designed the environmental graphics by making simple typographic and color moves
that represent its concept (read the introduction on the left page). It
plays with the viewer by suggesting a double reading. Additionally,
I designed shared labels that act as mediators between each set of
paired artworks.

Exhibition and title wall. Photo by Erik Gould.

Detail of the exhibition.
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Title wall leading to the exhibition.
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Top: Exhibition title and introductory text.
Bottom: The labels were designed to be shared by two paired artworks (by Kara Walker and Alonzo Chappel). Photos by Erik Gould.
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Gained in Translation

Top: Detail of shared label. Bottom: Shared label in between two artworks (by Horace Pippin and Mimi Smith). Photo by Erik Gould.
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Lenguaje, Arte y Contexto
Una entrevista con
Language, Art and Context
An Interview with

Alfredo Jaar

Alfredo Jaar at his studio in New York City, next to his piece
You Do Not Take A Photograph, You Make It. The red reflection
is of his artwork Be Afraid of the Enormity of the Possible.
Photo: Tatiana Gómez
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Sobre / About
Alfredo Jaar
Alfredo Jaar es un artista chileno que usa un lenguaje claro y poético
para reaccionar frente a problemas contemporáneos éticos, políticos y
violentos de manera responsable y generosa. Sus estudios de arquitectura y cine (pues nunca estudió arte) se reflejan en la manera en
que sus narrativas utilizan el espacio, la luz y los materiales impresos, con el fin de envolver al espectador en una experiencia
intelectual y emocional.
Esta entrevista tuvo lugar en español en el taller del artista en
Nueva York, en marzo de 2018. La traducción a inglés fue hecha por
Tatiana Gómez. Ambas transcripciones fueron editadas conjuntamente por Jaar y Gómez.
Alfredo Jaar is a Chilean artist who uses clarity and poetry to respond to contemporary ethics, politics, and violence in responsible
and generous artworks. His background in architecture and film
making—he never studied art—is reflected in the way he builds narratives using space, light and printed matter to engage his audience
in both intellectual and emotional ways.
This interview took place in Spanish at the artist’s studio in
New York City in March 2018. It was translated by Tatiana Gómez.
Both transcripts were co-edited by Jaar and Gómez.
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Alfredo Jaar’s studio, the day of the interview.
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Lenguaje, Arte y Contexto
Una entrevista con
Alfredo Jaar

Language, Art & Context
An Interview with
Alfredo Jaar

Tatiana Gómez: Me interesa mucho la ambigüedad del

Tatiana Gómez: I am very interested in both the clarity

TG: Yes, of course! But I did not know that it had started

and the ambiguity of written and spoken language. You
work with images but also with language in linguistic
terms. Can you tell me how you understand this relationship between ambiguity and clarity in language and
how you apply it in your work?

AJ: Yes. A Logo for America is a forty-five second anima-

lenguaje que existe, tanto en el lenguaje visual como
en hablado o escrito. Tú trabajas mucho con imágenes
pero también con lenguaje en términos lingüísticos.
Podrías contarme cómo entiendes tú esta relación entre
la claridad y la ambigüedad del lenguaje?
Alfredo Jaar: Sí, yo tengo muchas obras que son, de hecho

puro lenguaje. Tengo varias obras en papel, en neón,
en instalaciones que son texto puro. De hecho estamos en
este momento produciendo un neón gigantesco que es
puro texto. Como ves hay cajas de luces con texto, hay
material impreso con textos, hay neones con textos. Yo
trabajo mucho con el tema del lenguaje y en toda mi obra,
yo siempre trato de hacer sentido. Por lo tanto, cuando
uso el lenguaje, raramente trabajo con la ambigüedad.
Trato de ser muy claro. Eso no significa que algunos textos
que utilizo no puedan tener diferentes lecturas, que se
puedan leer de ciertas maneras, incluso contradictorias.
Y eso lo dejo abierto, pero el sentido primero de la obra
es siempre un mensaje bastante claro. Lo que pasa es que
no es solamente lenguaje, es también poesía y por lo
tanto, si algunos de mis proyectos tienen una ambigüedad
es una ambigüedad propia de la poesía, no tanto del
lenguaje, porque yo utilizo formas poéticas. Ahora, en
cuanto a mi obra del ‘87 que se llama Un logo para América,
efectivamente se trata de un proyecto semiótico y mi
intensión era revelarme contra la chocante situación con
la cual me enfrenté cuando llegué a este país (yo llegué
en el ochenta y dos). Para mi gran horror, me di cuenta
que la gente decía Welcome to America, God bless America, y
hablaban de América aquí y América acá, y siempre se
estaban refiriendo sólo a Estados Unidos, no a nuestro
continente. Eso me pareció chocante. Para mí América es
el continente, nosotros somos todos americanos, los
chilenos somos americanos, los colombianos somos americanos, y el concepto de América es un concepto muy

querido. Tiene todo un romanticismo ser de América, hay
una historia riquísima detrás del concepto de América.
Me dio mucha rabia que los estadounidenses se apropiaran de la palabra América para referirse a Estados Unidos
y no al continente entero. Para mí, esto es una manera
de borrarnos del mapa. Entonces, cuando me invitaron
del Public Art Fund para hacer un proyecto, ahí salté sobre
la oportunidad para decir algo al respecto y creé este
proyecto en el ochenta y siete. Tú lo has visto, cierto?
TG: Sí claro, pero no sabía que habías sido convocado por

el Public Art Fund para hacerlo.
AJ: Sí, Un logo para América es una animación que dura

cuarenta y cinco segundos y que se mostró cada seis minutos, entre medio de otros avisos publicitarios, durante
un mes. Se calcula que más de un millón de personas lo
vieron. Creó mucha polémica, apareció en los periódicos,
en la televisión, fue un gran suceso mediático y al mismo
tiempo fui atacado por todos lados. Incluso National
Public Radio, que es la radio más importante de este país,
envió a un periodista al lugar a entrevistar gente y a
preguntarles qué opinaban de esta obra. Y se podía escuchar en vivo, en la radio, alguien que decía: ¡Pero esto es
ilegal! ¿Cómo le permitieron hacer esto?
El problema es que este es un tema de educación y contra
eso no podemos hacer nada. Y más allá de ser un problema de educación, es un problema de que, para mí, el
lenguaje no es inocente. El lenguaje es el reflejo de una
realidad geopolítica. Y por lo tanto, como Estados Unidos
domina el continente, era muy obvio que, a través del
lenguaje, también dominaran el nombre del continente.
Ese dominio político, cultural y social que existe sobre
el continente, se refleja en el lenguaje. Y por lo tanto, el
lenguaje no va a cambiar hasta que ese dominio del
imperio de Estados Unidos sobre el resto del continente,
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as a commission by the Public Art Fund.

Alfredo Jaar: Yes, many of the pieces I have made are

pure language. I have made work on paper, neon and
installations that are just text. I work a lot with language,
always trying to make sense. For that reason, when I use
language, I rarely work with ambiguity.
I try to be very clear. This does not mean that the texts
I use cannot suggest different readings, even contradictory ones. And this is something I leave open, but the
very first meaning of the work is always a quite clear
message. The thing is that, additionally to language, this
also has to do with poetry. If some of my projects have
any ambiguity, it is an ambiguity related with the poetic
forms that I use in my work. For example, A Logo for
America is a project on semiotics that I made back in 1987.
My intention was to react against the shocking situation
I confronted when I got to this country. I was horrified
when I discovered that people said Welcome to America
and God bless America, America here and there, while they
were referring just to the United States, not the whole
continent. This was shocking to me. For me, America is
the continent and we are all American. Chileans are
Americans, Colombians are Americans, and the concept
of America is a very treasured one. There is a whole
romanticism to being American, it has a rich history
behind it. I was hurt to see that people from the United
States had stolen the word America to refer just to their
country and not to the continent. To me, this is a way to
erase us from the map. So, when I was invited by the
Public Art Fund to make a project, I took it as an opportunity to say something. You have seen it, right?

tion that was shown every six minutes, in the middle
of other ads, for a month. It was very controversial.
It was in the newspapers, on the TV news, it turned
into a media event. I was attacked from all fronts. Even
National Public Radio sent a journalist to Times Square
to interview people and ask them what they thought
about the artwork. You could hear, live, on public radio,
how somebody would say: This is illegal! How did they let
him do that!
The problem is that this is an issue about education and
there is not too much we can do about it. But more
importantly, it has to do with the fact that language is
not innocent. Language is the reflection of a geopolitical
reality. Therefore, as the United States rule the continent,
it is very obvious that, through language, they also dominate the name of the continent. That political, cultural
and social control that exists over the continent is
reflected in language. And this is something that is not
going to change until the domination of the empire
of the United States over the continent ends. It is sad,
but it is true. It is the geopolitical reality we live in.
So this is how, what started as a semiotic piece, about language, ended up being a very successful project. It is my
most reproduced artwork in art books and in school books.
TG: In school books here in the United States? You

entered the education system then!
AJ: Yes, school books with which they are teaching

children what America really is. And after being sleeping
for a while, in 2014 the Guggenheim Museum acquired the
animation and, to celebrate their acquisition, they
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Alfredo Jaar
Un logo para América, 1987. Animación, 45 segundos. Imagen cortesía del artista.

decided to show it in Times Square again. But Times
Square had changed since 1987. Then, there was a single
electronic sign, while in 2014 there were more than a
hundred and twenty. You have seen how it looks today,
right?

became part of the universal language and it is transmitted worldwide through the media, and we have no
control over it.
TG: I also wanted to ask you about your perspective on

the clarity and ambiguity of visual language.

TG: Sure, it is crazy.

AJ: Obviously there are ambiguous images that suggest a

AJ: So, in August 2014 at midnight we screened it again

no se acabe. Por lo tanto, es lamentable, pero es una
realidad. Es un reflejo de la realidad geopolítica en que
vivimos. Entonces, creé esta obra semiótica, sobre
lenguaje, para sacarme la rabia de encima y tuvo mucho
éxito. De hecho, es mi obra más reproducida en libros
de colegio y de arte.
TG: ¿En libros de colegio aquí en Estados Unidos?

¡Llegaste al sistema educativo entonces!
AJ: Sí, para enseñarle a los niños qué es lo que es real-

mente América. Y después, la obra se quedó dormida por
unos años, y en el dos mil catorce el Museo Guggenheim
decidió adquirirla. Adquirieron la animación y para
celebrar esa adquisición, decidieron reponerla en Times
Square. Pero esta vez, Times Square ha cambiado. En el
ochenta y siete había un signo electrónico, mientras que
en el dos mil catorce había más de ciento veinte. Tú has
visto cómo se ve Times Square hoy?
TG: Sí, claro. ¡Es una locura!
AJ: Sí. En una noche de agosto de ese año se presentamos

la obra en sesenta de los signos electrónicos

simultáneamente en Times Square y lo repetimos por
tres días. ¡Eso fue maravilloso! Pero, pasó algo extraordinario. Esta obra que había nacido como un proyecto
puramente semiótico (siempre me ha interesado mucho
la semiótica, el campo del lenguaje, la semiótica y los
signos) pero en el 2014 la lectura de la animación cambió.
Cambió porque en ese momento estaba Obama y su
administración estaba procesando la expulsión de muchos
inmigrantes, casi cuatro millones. Entonces, el significado mismo de lo que era ser americano, estaba en duda.
La gente estaba hablando de esto. Los mexicanos y los
latinoamericanos en general que estaban aquí de manera
ilegal decían: Yo también soy americano. Por lo tanto,
cuando aparece esta obra en Times Square, se lee de una
manera completamente diferente. Ya nadie habla de
la cuestión de lenguaje. No, empiezan a hablar de lo que
significa ser americano. Después, la mostramos en
México y en Piccadilly Circus, en Londres. Ahí, el Guardian
publicó un artículo titulado Anti-American Art. Entones,
ya se leía como anti americana cuando, en mi opinión, no
hay obra más americana que ésta. En conclusión, puedo
decir que he perdido el control sobre esta obra. Este es uno
de los casos donde para mí el lenguaje no tiene ninguna
ambigüedad, simplemente es un reflejo de poder. Quien
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simultaneously in sixty signs and we repeated it
during three days. It was amazing! But something quite
extraordinary happened. This work was born as a
semiotic project—I have always been very interested in
language, semiotics, and signs— but in 2014 the reading
of the animation changed. It changed because the
Obama administration was in the process of expelling
millions of immigrants, almost four million of them. So
the meaning itself of being American was being questioned. People were talking about it. Mexicans and Latin
Americans in general, some of which were here illegally,
were saying: I am American too. Therefore, when this
piece appears in Times Square in 2014, its reading is
entirely different. Nobody is talking about the language
issue, no, people are talking about the significance of
being American. After that, we showed it in México and
in Piccadilly Circus in London. There, The Guardian
reacted with an article entitled Anti-American Art, meaning the piece was being read as anti-American, when in
my opinion there is no artwork as American as this one.
In conclusion, I can say that I completely lost control
over this work. And this is one of the cases where, for me,
language is not ambiguous at all, it is a reflection of
power. Who has the power, controls the language and
adjusts it to their own convenience. This is what is so
extraordinary about power. Who has the power says: this
word means this, but from now on, I decide that it is
going to mean this other thing. There is nothing
ambiguous about that.
TG: I am intrigued by the Guardian response because I

have been thinking for a long time that this way of
referring to the United States as America comes actually
from the British.
AJ: Well yes, they are all responsible. It is a situation that

is quite generalized in Europe. When I go to Italy and
my friends tell me: I am going to America next week, I am
always correcting them: do you mean you are coming to the
United States next week? Yes, right, I am sorry. This problem

lot of readings and other ones that have an incredible
clarity to them. It all depends on the goal of the artist. As
I said, I generally do not use ambiguity in my work.
For example, in 1992 I made this work that is titled 1992
because in that moment, the European Union was
starting to close their borders and expel immigrants.
I thought that Europe could sadly become a fortress,
and anti-immigrants—which is exactly what is happening nowadays. So I made this piece where you can see,
at the bottom, a section of the flag of the European
Union—with the blue background and the yellow stars
representing the countries of the Union. On the top I
used a horrific fence, an image from a concentration
camp for Vietnamese refugees in Hong Kong. There is no
obvious sign that this place is in Hong Kong, so I decided to use this image as a generic one to suggest that
Europe was becoming a prison. The composition implies
that the circle of stars completes itself with the symmetry of the image of the fence. To me, there is no ambiguity in this piece.
I am sending a clear message about what is happening
in Europe in 1992. We actually took it out because it
became so pertinent that we are going to show it again.
People will see it and will understand that things have
not changed, at least since 1992. So, there are artists who
use ambiguity but, in my case, I am very Cartesian, and
I try to make sense.
TG: Yes, I think you are very generous with your audience

and also very responsible. I have read about your
research process, how you understand a topic you work
with before you decide to bring it to the light. What do
you think about your responsibility as an artist?
AJ: This comes from my architecture background.

I studied architecture, I never studied art. And, for architects, context is everything. For an architect it is
impossible to think about starting a project in a specific
place without having an understanding of, for example,
where does the sun rise? Or where is the wind, how is
the soil, who lives next door, who is in front? Where does
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tiene el poder maneja el lenguaje y lo adecua a su manera.
Y ese es el extraordinario poder del poder. Es decir, quien
lo tiene dice: Esta palabra significaba esto, pero a partir
de ahora, decido que significa esta otra cosa. No hay nada
ambiguo ahí.

ver la obra y va a enender que las cosas no han, por lo
menos desde el noventa y dos. Entonces, hay artistas que
usan la ambigüedad, pero yo soy muy cartesiano, trato
de ser claro.

TG: Me intriga mucho la respuesta de The Guardian

el público que ve tu obra pero también muy responsable.
He leído acerca de tu proceso de investigación, cómo
entiendes el problema que vas a tratar antes de sacarlo a
la luz. Cómo entiendes tu responsabilidad como artista
en este sentido?

porque llevo pensando mucho tiempo en este tema de
América también y siento que viene esta tradición de
llamar a Estados Unidos América, viene de los británicos.
AJ: Si, de hecho son todos culpables. Es una situación

bastante generalizada en Europa. Cuando voy a Italia y
mis amigos me dicen: Voy a América la próxima semana
y yo siempre ando corrigiéndolos: ¿Qué quieres decir, que
vienes a Estados Unidos la próxima semana? Ah sí, sí, perdona.
Entonces, ya es parte del lenguaje universal y se transmite
mundialmente a través de los medios de comunicación,
al final no tenemos ningún control.
TG: Quería también preguntarte tu punto de vista acerca

de la ambigüedad y claridad en el lenguaje visual.
AJ: Obviamente hay imágenes que son ambiguas y que

sugieren tienen muchas lecturas y hay otras que son de
una claridad impresionante. Todo depende de la intensión
del artista. Yo, como te digo, generalmente yo no trabajo
con la ambigüedad. Por ejemplo, en el noventa y dos hice
la obra que se llama Europa 1992 porque en esa época la
Comunidad Europea ya estaba empezando a cerrar sus
fronteras y a expulsar inmigrantes. Me parecía que Europa
corría el riesgo de transformarse en una fortaleza antiinmigrantes (que es exactamente lo que está ocurriendo
actualmente). Entonces yo creé esa obra, donde se ve,
en la parte de abajo, una sección del logo de la Comunidad
Europea (que tú sabes es un logo azul con las estrellas
alrededor del círculo que representan todos los países de
la Comunidad). En la parte de arriba puse esta barrera
impresionante de un campo de concentración en Hong
Kong donde tenían a refugiados vietnamitas. Pero no
hay claras referencias del lugar, así que quise usar esta
imagen como una imagen genérica para sugerir de
que Europa se estaba transformando en una prisión. La
composición de la imagen sugiere que el círculo completo de las estrellas se completa en la simetría de la foto.
Para mí aquí no hay ninguna ambigüedad, estoy
enviando un claro mensaje de que esto es Europa en 1992.
La sacamos porque se ha vuelto tan pertinente esta
realidad que vamos a mostrarla de nuevo. La gente va a

Language, Art and Context

Alfredo Jaar
1992, 1992.
Image courtesy
of the artist.

TG: En ese sentido, siento que tú eres muy generoso con

AJ: Eso viene de la arquitectura. Yo soy arquitecto, nunca

estudié arte. Y para el arquitecto, el contexto lo es todo. Es
decir, para un arquitecto es impensable empezar un
proyecto en un sitio determinado sin saber, por ejemplo,
¿de dónde sale el sol? ¿Cuáles son los circuitos del viento,
cómo es el suelo, quién está al lado, quién está al frente?
¿A dónde lleva esta calle del frente? Son cosas básicas
que, créeme, muchas veces los artistas no se preguntan.
Hacen obras, las muestran e ignoran el contexto. Para
mí esto es impensable. Yo soy un arquitecto que hace arte
y utilizo la metodología de la arquitectura donde el
contexto lo es todo. Por lo tanto, yo empecé a utilizar este
modus operandi, convirtiéndose en mi manifesto: Yo no
voy a actuar en el mundo antes de entender el mundo. En mi práctica, es muy importante el proceso de investigación,
de entender el lugar antes de actuar. Y solamente actúo
cuando llego a un nivel de un conocimiento responsable.
Es decir, no voy a actuar antes de tener un conocimiento
responsable. Solamente cuando llego a cierto nivel de
entendimiento, me atrevo a formular ideas, pensamientos, especulaciones para ese lugar. Ya lo he hecho tanto
tiempo que me he entrenado a mí mismo. Por lo tanto,
cuando aparezco en un lugar, visito por un par de días
y la gente me pregunta ¿y tienes alguna idea? No, no tengo
ninguna idea. Antes sí podía tener ideas a los dos segundos. Pero ahora llegué a un punto donde me controlo
y no acepto que mi cerebro produzca ninguna idea, porque
esas ideas, probable van a ser estúpidas. No van a resistir
el paso del tiempo, porque todavía no he entendido el lugar.
TG: Esto es muy interesante. Y en ese sentido también

quería preguntarte ¿cómo digieres toda la información
con la que trabajas? ¿Cómo balanceas las fuertes temáticas
con las que tratas? ¿En algún momento se convierte en
una tarea abrumadora?
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this road take you? These are basic things that, believe me,
artists sometimes do not even ask. They make art while
totally ignoring the context. To me this is unconceivable.
I am an architect who makes art and I use the methodology of architecture where the context means everything.
Therefore, my modus operandi, my manifesto is this: I will
not act in the world before understanding the world. In my
practice, the process of research, of understanding the
place before acting, is very important. And I act only
when I reach a certain level of responsible understanding.
Just when I fully understand the place I allow myself
the right to formulate ideas, thoughts, and speculations
about the place. I have done this for so long that I have
trained myself so when I am in a certain place, I visit for
a couple days and people invariably ask me: Do you have
any ideas? No, I do not have any. When I was younger I
could have ideas in two seconds. But now I have reached
a point where I know how to control myself and I do not
allow my brain to think about any ideas because, they are
very likely to be stupid. They will not resist the passing
of time because I have not fully understood the place.

TG: I think that you research process is fascinating and

I think that as a graphic designer I can relate very much
to it. This also leads me to this other question. How do
you digest all the information you work with? Do you
have any formula to balance the strong topics with
which you constantly work with? Does it ever become an
overwhelming task?
AJ: I am used to it. I have always done it like this and

I have grown a sort of alligator skin, if you know
what I mean. I think that we are all different and we can
all develop these psychological or mental abilities in
order to deal with certain tasks. It takes time and a lot of
experiences in so many different places on the planet—
many of them terrible ones—, but I have built these
psychological tools to be able to do this kind of work.
TG: In that regard, the Rwanda Project was a very strong
one and I now that the process was very long. Can you
tell me more about this particular experience?
AJ: It was a very long project in which I worked for six

years and probably would take forever to explain it in
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Alfredo Jaar
Los ojos de Gutete Emerita, 1996. Image courtesy of the artist.

AJ: Bueno yo estoy acostumbrado, siempre lo he hecho

research and work on this sort of projects. In the end
some of the projects ended up being better than others,
but the most important thing is that I learned so
much through those six years. I always say that in my
career there is a pre-Rwanda and a post-Rwanda. And the
strongest effect that it had into my practice was, that
I had always used photography in a more indiscriminate
way that I do now. AfterRwanda I learned to have much
more respect for the images I work with and to use less
images. I think that this summarizes what Rwanda
represents for my practice.

así y he creado piel de cocodrilo, no es cierto? Yo creo que
somos todos diferentes y somos todos capaces de ir
adquiriendo las herramientas psicológicas o mentales
para poder hacer ciertas tareas. Por lo tanto, con la
experiencia, en tantos lugares diversos del planeta sobre
tantos temas diversos y muchas veces muy terribles,
he adquirido las herramientas psicológicas para poder
hacer este tipo de trabajo.
TG: Quería preguntarte acerca del Proyecto Rwanda

porque es muy fuerte en ese sentido y entiendo que el
proceso también fue largo. Podrías contarme un poco
acerca de esta experiencia en particular?

TG: In terms of the materialization of your projects, you

always work with the most appropriate medium for
each circumstance. I would like to know how does the
process of making happen. Do you make some of the
projects here in your studio? Do you outsource some of
them? Do you collaborate with other people?

AJ: Bueno es un proyecto larguísimo en el que trabajé

por seis años y me tomaría mucho tiempo explicarlo en
detalle. Pero para contestar tu pregunta puedo decir
que me enfrenté a una situación muy difícil, la más difícil
de mi vida, y yo no tenía las respuestas. Nadie tenía las
respuestas ante tal tipo de horror. Y por lo tanto, me
dediqué a acumular información para tratar de entender,
para ser responsable con el material que yo iba archivando. Después decidí plantear el Proyecto Rwanda como
una serie de ejercicios. Entendiendo que iba fallar, los
ejercicios eran fallidos incluso antes de hacerlos, porque
era una situación difícil que yo no dominaba. Nunca
había hecho algo así, así que esperaba aprender algo de
cada ejercicio y aplicar lo aprendido al siguiente. Así
lo hice, y al final terminé desarrollando veinticinco
proyectos en seis años. Los ejercicios me liberaron del
miedo a fallar, me permitieron aprender y además,
sacarme todo lo que tenía acumulado dentro de mí.Aprendí a hacer este tipo de investigaciones y a trabajar en
este tipo de proyectos. Al final creo que algunos proyectos
salieron mejores que otros, pero lo más importante es
lo mucho que aprendí a lo largo de esos seis años. Siempre he dicho que en mi carrera existe el pre-Rwanda y el
pos-Rwanda. Y el efecto más inmediato del proyecto
Rwanda sobre mi práctica fue que, antes de Rwanda yo
utilizaba fotografía de una manera mucho más indiscriminada en que lo hago ahora. Después de Rwanda
aprendí a tener mucho más respeto por las imágenes y
a utilizar mucho menos imágenes. Creo que eso resume
bien lo que Rwanda provocó en mi práctica.
TG: Hablando un poco más acerca de la materialización

de tus proyectos, tú trabajas con el medio más apropiado para cada circunstancia. Quisiera saber ¿cómo se
producen las obras? ¿Algunas se hacen aquí en tu

AJ: Yes, each project is developed in a different way.

There is no formula, they just follow a logic process. Some
of them are made here, some of them are outsourced,
some of them are produced in situ. It all depends on the
nature of the project. Its visualization and fabrication
are determined individually and they respond to a logic
process and also to a budget.
TG: Changing a little bit the topic of our conversation,

I wanted to ask you about your relationship with
Chile nowadays. You left the country in a very complex
moment and since, it has changed a lot.
estudio, otras las mandas a hacer o colaboras con
expertos? ¿Cómo funciona esta parte del proceso?
AJ: Bueno cada proyecto tiene un desarrollo distinto, que

es proprio al proyecto. Por lo tanto no hay una fórmula
precisa sino que es un proceso lógico. Algunas obras se
producen aquí, otras se producen fuera, otras se producen
in situ, todo depende de la naturaleza del proyecto. Así
que cada proyecto es el que va a determinar su proceso de
visualización y de fabricación, de producción, etc. Es un
proceso lógico de eficacia, tanto económica como a nivel
práctico.
TG: Quería preguntarte también cómo es tu relación con

Chile ahora. Sé que saliste de allá en un momento
supremamente complejo y, desde entonces, el país ha
cambiado mucho.
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detail. But to answer your question I can say that I faced
a very hard situation in Rwanda, the hardest one I
have ever had in my life, and I did not have any answers.
Nobody had answers for that horror. What I did is that
I collected data to try to understand, to be responsible
with the material I had. Then I decided to turn the
Rwanda Project into a series of exercises. I knew that I
was going to fail, so the exercises were failed exercises
even before starting them because it was a situation
I did not master. I had never done something like this,
so I was just going to make exercises. I wanted to
learn from each of them and be able to apply what I had
learned to the next exercise. That is what I did and I
ended up making twenty-five projects in six years. The
exercises relieved me from the fear of failing, allowed
me to learn but also to release everything I had accumulated inside of me. I learned to make this kind of

AJ: Yes, I left Chile in 1982 in the middle of the dictator-

ship. I worked outside and did not show my work there
until 2006 when I returned with a large retrospective
of my work. At that moment, a beautiful encounter was
triggered with the new generation of artists, and I can
say that from that moment and on I have had a much
better relationship with my country. Also we are now a
democracy. I had a lot of trouble with people from my
generation back in the time in Chile, so I have always
felt like there is a chasm between us. But regarding the
new generations, things are different. I come back to
Chile with pleasure now and I have had small exhibitions
once in a while, but nothing as big as my retrospective of
2006 though. Now we can say that people there –from
the art world and also the public in general—know about
my work. In 2013 I got the National Prize of the Arts
(Premio Nacional de Arte)— which is an annual prize
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AJ: Sí, yo me fui de Chile en el ochenta y dos, en plena

that recognizes the work of a distinguished artist. This
also consolidated a little my reputation as an artist
in Chile. I also created a memorial for the victims of the
dictatorship for the Museo de la Memoria in Santiago.
This work gives me a certain presence in Santiago as it is
part of the permanent collection of the museum. All
these things have straightened my presence in Chile’s
cultural life.

dictadura. Trabajé fuera y no mostré mi trabajo allá
hasta el 2006, cuando volví con una gran retrospectiva.
En ese momento se produjo un bellísimo encuentro
con las nuevas generaciones y a partir del 2006 tengo una
relación mucho mejor con mi país. Ahora también
estamos en democracia. Yo tuve muchos problemas con
la gente de mi generación en el momento en Chile, así
que siempre he sentido que existe una especie de abismo
entre nosotros. Pero en cuanto a las nuevas generaciones, las cosas son distintas. Ahora vuelvo a Chile con
placer y de hecho tengo pequeñas muestras por ahí y por
allá, nada tan grande como mi retrospectiva del 2006.
Ahora se puede decir que la gente conoce mi trabajo,
tanto la gente del arte como el público en general. En el
2013 me dieron el Premio Nacional de Arte que es un
premio anual que se otorga a alguien destacado en las
artes. Eso también consolidó un poco mi reputación
como artista en Chile. Además hice un memorial para las
víctimas de la dictadura que se encuentra en el Museo
de la Memoria. Eso también mantiene una cierta presencia
de mi trabajo en Santiago porque es una obra permanente en la colección del museo. Así que todas estas cosas
han hecho que mi presencia en la vida cultural de Chile
sea más fuerte.

TG: That is great. Also, your piece at the Museo de la

Memoria is so beautiful. I am happy that Chileans have
the chance to experience your work at home now.
To finish I wanted to ask you on what are you working
on right now?
AJ: I am working on a couple of projects, both of them

public. We are making a memorial for Antonio Gramsci
in Turin, and a public project in Milan. I am also working on an individual show in Cape Town, South Africa,
and another one in Milan. I will also participate in the
Shanghai Biennial in November.
TG: Because I know that you start your day reading

newspapers from all over the world and accumulating
information from different sources, I wanted to ask
you, in terms of politics, what is in your mind these days?

TG: Qué bueno. Además, tu obra en el Museo de la Memoria

AJ: I think that our generation is facing an unprecedented

es bellísima. Me alegra mucho que el público chileno
tenga la posibilidad de apreciar y experimentar tu arte en
casa. Para terminar quería preguntarte en qué estás
trabajando ahora.

TG: Y en términos políticos, porque sé que tu día empieza

política que se vive en este país y en el mundo. Es un
fenómeno mundial. Trump está acompañado por
una docena como él que han surgido en Europa, en Asia,
en América Latina. Estamos viviendo una especie de
nuevo fascismo, que me inquieta muchísimo. Yo soy muy
pesimista en cuanto a que, aún no veo que la oposición a
estos nuevos vientos fascistas hayan creado modelos
adecuados para enfrentarlos, para contrarrestarlos y para
derrotarlos. Y en eso estamos.

leyendo varios periódicos y acumulando información de
varias fuentes, ¿qué temas están rondando en tu cabeza?

TG: Por eso hay que seguir haciendo arte.

AJ: Pienso que nuestra generación se encuentra ante

AJ: Así es.

AJ: Estoy haciendo dos proyectos públicos. Estamos

haciendo un memorial para Antonio Gramsci en Turín
y un proyecto público en un parque en Milán. Estoy
traba-jando en una muestra individual en Ciudad del
Cabo, en Sudáfrica, y otra en Milán. También voy
a participar en la Bienal de Shanghái en noviembre.

una realidad política inédita. Encuentro que es agotante,
que es deprimente, y encuentro que hasta ahora no se
han encontrado los modelos adecuados, en el mundo
de la cultura, ni en la política —pero lo que a mi me interesa en la cultura— para responder a la nueva realidad

TG: Muchas gracias Alfredo.

238

Alfredo Jaar
Los ojos de Gutete Emerita, 1996. Detail. Image courtesy of the

political reality. I find it exhausting, depressing, and
I think that, until now, we have not found the right models,
in the world of culture—nor in the political world either,
but I am interested in culture—to react to this new
political reality that we are living in, in this country and
in the world. It is a world phenomenon. Trump is not
alone, a dozen fascists like him have emerged in Europe,
Asia and Latin America. We are living a sort of new
fascism that makes me very nervous. And I am very
pessimist in this regard, as I do not see that the opposition
to these fascist winds has created an adequate model to
counteract, to confront them, to defeat them. And that is
where we are.
TG: That is why we need to keep making art.
AJ: That is right.
TG: Thank you, Alfredo.
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