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In January 2018, Iván Argote and I drove for days around the California
desert. We were looking for a site that would become Iván’s Desert X
project. Our first collaboration, nearly a decade ago, was a screening
of his La Estrategia in a Culver City alleyway. That beautiful Los Angeles
evening set us up well for future collaborations. A Point of View would
be one of the artist’s largest projects to date, and upon completion in 2019,
one of the largest public artworks by a Latin artist in Southern California
in recent years.
This site-specific sculpture reincarnated what architect Kenneth
Frampton theorized as “critical regionalism” in the early 1980s. Critical
regionalism, according to Frampton, includes architects such as Tadao
Ando, Louis Kahn, Luis Barragán, and others. Site responsiveness
is a central tenet of critical regionalism. In architectural practice,
this means structures blend traditional vernacular construction
with Modernist styles. For example, a hacienda courtyard meets
Le Corbusier’s homes made in the international style.
I saw this intuitive approach in the architectural fragments Iván
designed for A Point of View. It consisted of five staircases and,
in fact, five points of view that were placed in a circular arrangement
on the desert floor. To my mind, the staircases to nowhere blended preColumbian and Modern architectures, including a nod to Chichen Itza,
where the artist had recently visited. I also suspected the industrial
surroundings of his large studio in Paris wormed their way subconsciously
into the design of A Point of View, drawing from the cementitious
and utilitarian architectures of Europe. Brutalism also litters the West
Coast of North America, thus reinforcing a regional response.
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but I also mused upon the inception of art beyond the confines
of Euro-American elitism and aristocratic collecting and patronage.
The rather imperial pageantry of Land Art, for example, would fall
short in the current era. The reasons are sensible. Violent abstractions
in the landscape, like Michael Heizer’s Double Negative (1969), had no stake
in the politics of land. They were the opposite of inhabitation, picturesque
and made for the lens of the camera that disseminates the sublime.
Perhaps land works were beautiful in part because of the antihuman
element that denies space and politics at the grand and granular scale
of the Southwest. I have no problem with Romanticism aesthetically;
but politically, I do. Monumental entropy and dynamics between
positive forms and negative space or any other universalist lasso used
to conceptually rope, map, and mark the west wouldn’t be a starting
point for current generations or my work with Iván. This was understood,
intuitively; the artist and I have never discussed it.

Iván’s critical regionalism resembles early industrial infrastructures,
particularly railroad bridges. These lookouts spy America’s “Manifest
Destiny” mythos in action. The raw goods and realty of conquest were
ultimately delivered by the freight lines still in use today, via elaborate
overpasses upheld by framing timbers similar to Iván’s artwork.
Timber-framed trestle bridges shot railroad track through the mountains
and desert valleys of the Southwest, and the sculptures composing
A Point of View are, in essence, infrastructure. This seemingly
primordial land is the terminus of the continentalism that boosted
the locomotive age. Each point of view equivocates nineteenth-century
American ingenuity in its preferred mechanical guise—the Wild
West intersected by the marvelous machine. I saw in Iván’s platforms
an evocation of the cinematic stage of westward expansion in the United
States, with its machinic democratic order of economy in the guise
of the train juxtaposing the mechanophobia that justified frontier justice
and rationalized xenophobia as ever purer expanse—a contradiction
evident today in the border checkpoint along the 111 highway
on the eastern side of the Salton Sea, where a massive industrial
farming complex thrives, in part because it is entirely dependent
on expatriate labor from Mexico and beyond. A Point of View is, in short,
an infrastructure in the simplest sense; it is the United States as multiple
viewpoints within sight of each other, connected despite the obstacles
of a contrary landscape and illiberal borderland petulance that refuses
to see how the free market actually works and the laborers our empire
has always preferred.

Crucially, Iván fit the assignment of curating in rural America because
his confidence leads with acknowledging the sensitivity of his potential
audiences. He receives information, listens, and generally tries to open
up a space to make shared meaning out of an experience. He sets
in motion a fluid process and enjoys merging artwork and audience
interaction.
Poetry of a concrete sort frosted the surface of A Point of View. This
came out of his conversations with the many strangers we met. Cement
embossed with Spanish and English topped the sculptures. These were
allusive poems of a single word or short phrase arrayed as ascending
or descending grammars on the stairways. The three-dimensional poems
on makeshift infrastructure analogize the bridges Iván wishes to build
with his work and his person. His insistence on connection was evident
in every interaction with every local we met on our extended weekends
driving. Installing human connections begins long before the work
is opened and described in public relations campaigns. Iván wanted to talk
to people, make as many friends as possible. When I finally saw A Point
of View complete, I thought of his many dialogues in the field, switching
between languages, filled with flashes of laughter. In part, I wanted

MUSÉE IMAGINAIRE

After spending several years studying experimental exhibitions
of public art forms from art historical and scholarly perspectives, I knew
as a curator that this desert biennial had to update the notion of sitespecificity held over from the twentieth century. Iván was someone
I trusted to disrupt those expectations. Site-specificity remains largely
relevant today only if and when it is synonymous with anti-colonialism.
On our drive, I proceeded to collect reflections consistent with
a displacement of colonial narratives everywhere. The infrastructure
described above is foundational to what had given conquest a location,
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to work with Iván, because he is always polite and trusting of others
when he introduces himself and explains his project. Respect is a public
works aspect of public art; it is tangible and, in many regards, written into
the end result.

superintendence befitting science fiction.2 Every industrial extremity,
every marvel of desert fauna, mouse or pupfish, requires a new expertise.
You learn, in short, how little you know very quickly out in the desert.
This is why you stop and talk to people, take something with you that they
understand in its extant life-shape on the other side of the windshield.

PERFECT ASYMMETRY

Our many conversations in the field were not an official survey or poll,
and so I don’t have data, but travel California widely, and you’re not going
to find a soul unaware of the troubles facing the USA, and these
are often even more acute in California. In this sense, the Coachella
Valley is elemental to the empire, like Dune’s Arrakis, or any offworld:
it is where endemic resources are prioritized over endemic populations.
Anyone who endangers their health as a laborer to service resources
or extraction probably sees in the plumes on the horizon that they
are at once essential and incidental to the valley. Down here, when
you drive by the power plants, pass the rotten-smelling bonemeal shores,
stare down the valley and sense unnatural disorder folding into sublime
desert beauty, you begin a new essay on the inhumanity of it at each mile
marker passed. Big Ag’s perfectly asymmetrical vegetable rows ensure
America’s endless hunger will remain a market of scale even if it destroys
the families that harvest the stuff. Open canals drain the Colorado River
before the tributaries fill our kitchen sinks, and meanwhile, the Colorado
runs dry south of the US/Mexico border. There are chain-link fences
surrounding the mines, hazard signs on the banks of the Almo River that
flows north to the dying lake,1 dazzling with millions of migrating birds
hardly glimpsed anywhere else. It’s all declining because we Americans
need to thrive. Our sojourn around this truly beautiful and genuinely
dystopian lake had us agree (again implicitly) that we had more to learn
than to teach anyone about this place. California is less a franchise
of sunshine, as Mike Davis has rightly discerned, than an industrial

The question of site-specificity is therefore a question about public
commissions in contentious landscapes in which no one can be expected
to have intellectual purchase. There is no complete accounting of history
in a place like the Coachella Valley; the toll is invisible, like the billions
filling the coffers of foreign and domestic multinationals. The real
increase in everyday life seems to accumulate as deficient histories that
see the desert as terra nullius. As we drove, I thought about what it meant
to be putting art out in this landscape and considered how easy it is to fall
into a mode of bracketing out the assemblies of heavy industry despite
the fact that they are ever-present in the distance and because they
are unapproachable by design.
This is all a lead-up to the ingenious simplicity of the project Iván drew
up as a response to a desert world that cannot be abridged. I understood
the five staircases of A Point of View in a rural setting overlooking
the Salton Sea as sculptures functioning like a plaza in a premodern
city. A Point of View was to be a place where people could go and publicly
experience a community in its most barebones form—a temporary
community as art installation—fleeting for the permanent inhabitants,
fleeting for the passersby. Whether the critical regionalism
I saw in the work came through as an architectural harness of local
conditions and sensibilities within the international morass of a biennial
presumed a lot. But, in the end, A Point of View contextualized the gaze
that we each bring to the American West’s industrial landscapes
and, conversely, the tensions that entangles art as an industry native
to nowhere.

1. This salt lake is undergoing climate change at a rapid rate due to industrial takeover of water
resources and decades of land use mismanagement by private and public authorities at every
conceivable level. It is ground zero of climate change in the region due to air quality and other
environmental issues—similar to Owens Lake and Valley (dramatized in the 1974 film
Chinatown).

2. Mike Davis, “The Case of Letting Malibu Burn,” Environmental History Review 19, no. 2
(Summer 1995): pp. 1–36.
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the spent matter. The fossils marked a time when the graffiti rocks were
integrated into an ever-changing ancient delta, now the Upper Gulf
of California separating the pinky finger of Baja from the hand of Mexico
roughly 100 miles south from our vantage on the eastern edge of this
30-mile-long lake known as the Salton Sea. This “sea” really is primarily
surface and residue, collecting in its shallow sink the agricultural tailings
of thousands of fields and urban dregs from Mexicali and towns nearby.
The sea/lake today, despite its chemical supplements and alarmingly
man-made attributes, replaces an earlier entirely natural version of itself,
as-then unknown to European words and the naming campaigns
generously dubbed the age of exploration by those who perpetrated
it. The archeological drama of the little dried-up barnacles defused
the nostalgia and arrogance of outsiders who figured they had mapped
this land, or my own feeling of discovery sitting in the grave of these
simple organisms.

FOSSIL COMMUNITY

Out in the desert, we logged over 500 miles that first weekend. We drove
south out of Palms Springs. The 111 led to the 10 to the 86, past Indio,
Coachella, Thermal, Mecca, the Torres-Martinez Reservation. Various
sun battered trailer park enclaves exhibiting the familiar signs of workingclass attrition segued into imponderable fish farms and geothermal
semaphore smokes. Casinos beckoned in the distance. RVs formed
the skylines of temporary cities. Limpid Whitewater River flows
transformed the ominous snowmelt face of Mount San Gorgonio into
an odious lake crossed by dirty agricultural troughs.
Near the failed paradise of Desert Shores, we tore away from the highway
and took an unpaved frontage road. It led up an embankment spotted
with boulders wrapped in graffiti. Everywhere the land around
the sea is sculpted by winds. Highway trees cling to a hillside scarred
by spectral 4x4s. We parked by a rocky outcropping and let the doors
fly open in the wind. The boulders cradled familiar signs of dissipation
and abandon—crushed beer cases, oily black hand-rolled butts, junk
food wrappers, sunburnt condoms, ammo casings, illegible tags,
and ubiquitous Mexican brands broken into a thousand keys of clear glass.
Twilight closed in.

Yet from that moment, finding remnants of life framed our project.
Curating outside museums is like this: you collect impressions
like a rag picker and as you do the site attaches itself to you, like
the dried-up crustaceans clinging to the painted rocks, and you’re left
with a borderland of impressions that have only inutile connections.
The fossils seem to know before you do what comes next creatively. The
kaleidoscope of colors in the sky focuses the lens of information.
The fossils, for their part, were inexplicable time signatures signaling
that we needed to take ourselves out of the moment, out of the nonsense
that the art world and its so-called organizations paste upon walls.
The cementite sea creatures were there marking time as true signifiers
of place and the future mortality of ill-conceived empires. They were
bewildering monuments—the misspelled seashell of the “Coachella”
Valley come to life. Submerged thousands of years ago in seaweed forests
that preceded date palm groves, and instead of semis, I heard trilling
dolphins swimming overhead. All this information in and upon the rocks
served as the basis for a fleeting apprehension of facts. The self-serving
ignorance we might bring to the desert eventually shows desert-lovers
how little they know it. The crustaceans signaled to me this ignorance
commonly trucked around the California desert is a permanent condition.

Southern California radiance peaks early in the year, before sunlight traps
acrid airborne wastes spewing from our time machines. Heat in our century
has quickly become a permanent hostility in Southern California,
a desert everywhere, forming a new planet of inverted winters devoid
of precipitation or growth. Early in the year there is a brief respite. Luckily,
early 2018 was sumptuous and wet. The navy-blue overcast air appeared
scrubbed by rainy days. We sat and admired the voltaic sky above
the graffiti rocks. Taking it in is the great luxury offered by the desert.
Soaking in our whereabouts upon the hill held something else out; upon
closer inspection the trashed rocks were encrusted with spent aquatic life
beneath the graffiti. I smiled at Iván and considered the paradox of a place
so dry previously supporting oceanic life. The remnants on the boulders
were the stuff of tide pools and surfy white water flows. We fingered
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and trash like anti-archeologists on the opposite of an archeological dig.
It was the slightest nearly imperceptible adjustment to our focus, from
the macro of the windshield to the micro of shattered glass. The overlooks
encapsulated our aquatic sunset when the barnacles spoke to us.

TEMPORARY COMMUNITY

Fast forward a year. Iván’s artwork brought together the temporary
communities that large exhibitions inevitably create. Iván managed
to make a monumental sculpture inspired by the anti-monumentality
of the Salton Sea we had witnessed amidst the rocks above it. Standing
on the platform Iván created, I looked out over the valley not at the scale
of humanity or civilization but at the microbiological level of the fossils
on the rocks. Civilization was the detritus in between the boulders.
Not California as an iconic civilization, the franchise of sunshine,
but the California withering from the valley out to the coast; petrified
man-made decay now endemic to a desert sea/sink stretching for miles
amid industry’s rude interruptions.

LA ESTRATEGIA

These few years later, the expansive simplicity of community Iván
created around A Point of View seems to me even more valuable.
With a new era dawning after the pandemic, I have returned to some
of his earlier work with revived interest. I think, especially, of his long
view on the futility of moribund politics and the urgency of historical
reclamation that his home country instilled in him. For example, his video
work, La Estrategia, which initially drew me to Iván’s art, depicts youthful
friends in a Bogotá park, obscuring a monument as the group collectively
lifts a mirror box that covers the stone-carved face of Francisco
de Orellana. In essence, they cloak their supposed forefather in their
own image. Instead of the man who purportedly discovered the Amazon
River, it is the image of a new Colombia removed from the orders
of the Orellanas. His various acts of extreme violence, synonymous
with the word conquistador, cannot be undone, yet the intervention that
occurs in the park is La Estrategia moving forward—an orchestration
in which we might assert a collective image of ourselves outside
plutocracy, gerontocracy, and faux democracy. The collective body
performing the ancient ritual is at once ameba and iconoclast.
The captured reflections erase a dead white man. We glimpse instead
other faces and deep green foliage. The young faces of the creative
insurgents are patient and sure-handed; they form a temporary
community with the slightest adjustment to their surroundings. Perhaps
we see ourselves in the act and our reflection where there had been a void
made of statuary cement.

Yet there was little gloom encircling Iván’s installation. It was tactfully
simple and therefore approachable. As we enjoyed the relief of the first
days of the exhibition, I would visit him and find hundreds of people
gathered, he again in dialogue, one-on-one or to a dozen people
in a huddle. Visitors seemed in no rush to leave. This was not a typical
institutional reaction to art lasting fifteen seconds in a white cube.
I watched the audience interact with the piece, and I began to think that
site-specific art had some hope in our time. Here Iván offered a politics
and an urgency relevant to a shared worldview on climate and colonialism
that was very broad and nonetheless approachable—in fact meant
to be approached and occupied. It did not possess an overt environmental
message about problems plain to see everywhere in the state
and the Salton Sink. Rather, A Point of View put the Salton Sea in plain
view as a kind of found object that needed something else done to it,
to use the Johnsian adage,3 a task that the current society is incapable of.
The outlook it offered amounted to only the slightest adjustment
to one’s point of view. It simply proposed that an elevation of a mere
12 feet might be enough to begin to form the community required
to intervene. Its elevation was more a matter of highlighting the sink.
It was a chance to sit, like we had a year earlier, lording over the rocks

Iván’s metaphor in La Estrategia orients us forward into public spaces
that are renewed by a future deterritorialized by its locale rather than
interlopers—disentangled from the colonies of Orellana, kings, popes,
explorers, slave traders, and heads of state—all the heroic bad actors
we are accustomed to tolerating in our midst. Iván’s unforgettable

3. As Jasper Johns famously wrote in a sketchbook in 1964: “Take an object / Do something to it /
Do something else to it.”
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WHAT IS A MONUMENT?

scene in the 2012 video La Estrategia remakes the territory of the sleepy
old park that had been a historical black hole and fills it with a megawatt
of communal potential.

A conversation between Iván Argote and Kathryn Weir
ARTISTIC DIRECTOR OF THE MADRE - MUSEO D’ARTE CONTEMPORANEA DONNAREGINA, NAPLES, ITALY

Likewise, the temporary community that formed around Iván’s
A Point of View concerned shifts in focus. 4 A Point of View looked upon
an abandoned lake as a being as full of poison as it is potential. The Salton
Sea’s health cannot be separated from the imperial powers filling it today.
KATHRYN WEIR: So we thought we

The question the crustaceans asked us was how is it that art can bring
climate issues into the fold and highlight ecologies without aiding
the “settler colonial imaginary” that sees the desert as empty instead
of teeming with more and more potential life in the future? Iván
Argote’s work suggests replacing colonial icons with reflections
of everyday people, as in La Estrategia. It is not coincidence, then, that
everyone who stood on A Point of View was more than an extension
of the sculpture; they were a leader claiming their rightful monument.

could structure this conversation
around the nature of monuments. In
your work, a thread links different
projects intervening in existing
monuments to make visible how they
are a meeting point of political and
economic power through a spatial and
aesthetic apparatus. In recent works,
you play with visions of nature
overtaking monuments, speculate
about their removal and ruin, and
imagine other ways of memorializing
cultural values and histories, which
may also transform over time.
In recent years, debates about socalled “cancel culture” have flared up
when public sculptures, notably of
figures linked to slavery, colonialism,
and other crimes against humanity in
the modern period, have been toppled
by protestors or officially removed.
Conversations tend to revolve around
the effacement of history, yet
monuments don’t represent history in
any abstract sense, but rather what

4. Though the phrase temporary community never entered the text, my initial grasp of the
concept came from Boris Groys’s essay, “The Politics of Installation.” This text theorizes that
the free movement of audiences supplants economic marketplaces, like art fairs or music
festivals, for example. Groys rightly reminds us that contemporary art comes to us out of the
past and not just the contemporary conditions of capitalism. Groys envisions us weaving in and
out of traditional and untraditional communities as though they were environments. In Going
Public (Berlin: Sternberg Press, 2011), pp. 61–62.
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certain groups of people in the past
who were empowered to intervene in
public space decided to erect as
statements about what they
considered important. A large
majority are white male military and
political leaders who embody the
political ideology of imperial
expansion and of the state at
a particular time. Remnants of past
constellations of political and
economic power that managed to
solidify certain values in metal and
stone, they can be likened to
propaganda or advertising.
IVÁN ARGOTE: I started working with

colonial and authoritarian
monuments in 2008 and 2009, but it
was a question that always went
around inside my head. Why are these
monuments there? Who placed them
there? What do they mean? Back then
when they were placed, and today?
As I child, I grew up in a working-class
neighborhood in the Kennedy area of

Bogotá, in housing projects, and my
elementary school was in what we
called in Colombia an “invasion
neighborhood.” In that area, there
were no proper streets, no asphalt;
people were building the
neighborhood as they arrived. There
were no squares, or plazas, and of
course no monuments around; we
were surrounded either by other
informal neighborhoods or just empty
green fields. When I was fourteen, we
moved with my family to the city
center, and I lived there from then
until I left Colombia at twenty-three.
Back in the projects, life was a bit wild,
spending time in the street, playing
games, learning tricks, going to the
empty green fields, to a polluted river
nearby, but in the city center
I discovered another world. I think it
was then that I started to feel strange
about how the state and institutions
represent themselves. I felt strange
about this imagery of pride; I felt
strange about the stories that are not
told and the silence that is behind
those monuments. Some people say
it’s important to keep this kind of
iconography to remember our history,
even if it’s problematic, but what they
don’t see is that the function of those
monuments in the first place is to
erase other histories and impose

a certain narrative of the city, and
a certain vision of the world.
In Colombia’s public spaces, colonial
narratives are still dominant; we have
monuments honoring different
conquistadors, then we also have
a parallel story with the monuments of
the military leaders who fought against
the Spanish crown and liberated the
country. The official narrative—what
I learned in school—is that we are the
result of a “mixing of races.” On
October 12, we still celebrate what is
called “Race Day,” in commemoration
of Christopher Columbus’s arrival. We
haven’t had any policy, or political
power that has questioned this in our
two hundred years as a Republic, since
the liberation from Spanish imperial
rule. On the contrary, when people
raise questions and protest about how
the country’s identity is represented in
the public sphere, the official response
is that this is “cancel culture.” Yet this
narrative is based on the effacement of
other realities. There are no
monuments or other places in our
cities where the Indigenous
community’s vision of history is told,
or that of the Afro-Colombian
community, or of the victims of the
long and continuous armed conflict
that continues today.
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When I arrived in France in 2006,
I discovered a similar scenario, the
same rhetoric of pride, of
nonrecognition of the other, of the
colonized, of the dominated, of the
enslaved, of the poor. A narrative of
pure victory, mostly military and
masculine. Happily, today there are
new generations, my own and those
following, who are aware of this and
have worked with different
communities, raising our voices to
bring the issue to the table.
KW: Your public interventions

dressing monuments of European
colonial figures in Indigenous
ponchos in Bogotá, Madrid, and Los
Angeles are documented in Turistas
(2012–2013, pp. 165, 167, 168). The
clothing makes visible the Indigenous
culture existing in the inhabited lands
that were “explored” and
expropriated, and the title also
repositions the military and political
figures that are commemorated as
visitors.
IA: I started these interventions when

I visited Madrid for the first time, in
2012. I had very strange feelings when
I first arrived. I recognized myself in
many things of the local culture, yet at
the same time, I felt completely
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alienated. Observing the
infrastructure of monarchy, the
symbols of power, and the pride in
their own history, I felt stories there
were missing. This rhetoric of
greatness and wealth was purposefully
forgetting something: how this
greatness, and wealth was achieved.
I felt these monuments needed to be
more honest, to be more accurate, and
to at least mention that other part. In
the Parque del Buen Retiro, one of the
main avenues is called the Promenade
of the Statues, where they placed
a series of statues of Kings of Spain
back in 1847 (these statues were
originally made in 1760, to adorn the
facades of the Royal Palace but they
were never installed). So I went all
around the city looking for fabric
stores, trying to find something close
to our Indigenous weavings. I made
several ponchos at the scale of the
statues that I later went to install on
site, without permission, which I did
until the police stopped me. With this
intervention, I was trying to point to
that lack of another narrative; at the
same time, with this simple gesture,
I wanted to question the authority of
those images, and so, in a way, not
only talk about the colonial past, but
the current state of things, the
relations between North and South.

KW: In many parts of the world there

has been significant recent attention
to how colonial and imperial histories
are built into the memorial landscape.
The visions of white and male
supremacy they embody can never be
neutral. What is at stake here are social
values, as well as how best to begin to
recognize and discuss the crimes of
the imperial and colonial past and
their continuing legacies.
IA: After the Black Lives Matter

protests of 2020, and other
contestation movements in 2021, we
have seen that a new generation is
taking this issue very seriously, already
creating some change in different
places in the world. In Colombia, in
particular, in April 2021, a big social
movement emerged to protest against
the rise in taxes on basic food, against
the continuous corruption cases, and
against the violence and harassment
enacted on the country’s farmers and
the Indigenous communities. In the
middle of these protests, which the
police repressed with extreme
violence, several statues were taken
down, and others dismantled by the
government to avoid their destruction.
The Misak Indigenous community was
very involved in these actions; they
took down the statue of Sebastien

de Belalcázar, founder of the city of
Cali in memory of their chief Petecuy,
who fought against the Spanish crown
back in the day (see p. 174). When they
arrived in Bogotá, they went to protest
at the monuments to Christopher
Columbus and Isabella the Catholic,
but the government moved the statues
before they arrived (see pp. 218–221).
By the way, back in 2012, I also put
ponchos on these two statues, which
are now stored in the old railway yards
of the city, another abandoned project
in Bogotá.
KW: There are many important

examples in the last years from all over
the world of the official removal of
monuments, like that of Cecil Rhodes
at the University of Cape Town in
South Africa in 2015, in response to the
#RhodesMustFall protest movements
that underlined not only Rhodes’s
white supremacism that laid the
groundwork for apartheid, but also
continuing structural racism and
economic apartheid (also generating
the #FeesMustFall movement that
same year). In the United States,
Confederate monuments expressing
Jim Crow-era assertions of continuing
white supremacy and attempting to
define the narrative in the period after
the end of the Civil War have been
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contested and to date, since the
uprisings associated with the Black
Lives Matter movement, around
one tenth of them have been officially
removed or renamed. Debates are
ongoing in many other places, for
example in Belgium, where in 2020 the
Parliament of the Brussels-Capital
Region created a working group on
decolonizing public space, in regard
particularly to statues of
King Leopold II, who caused the deaths
of untold millions of people in the
Congo in the late nineteenth and early
twentieth centuries. In the comic
Aliens en Madrid (pp. 213–217) that you
published earlier this year, you imagine
a radical transformation in
relationships with monuments and
national commemoration, with the
arrival of a cosmic energy, a “selfreflective, ultra-tolerant and tender
alien force.”
IA: Representation matters, if not,

those images and icons would never
be created in the first place. Removing
them, changing them, and
transforming public space in general
is important. We could dream of an
inclusive public space, mutant, trans,
and fluid, where our diversity feels not
only represented but also welcomed,
a tender public space. That’s what
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I did in Aliens en Madrid, I used a
science-fiction frame of aliens arriving
in Madrid, on October 12, to comment
on so-called Race Day. We also have to
keep in mind that October 12, besides
being Columbus Day in many places,
has also been National Day of Spain
since 1918, when they created it as the
Day of the Spanish Race, now called
Día de la Hispaindad (Day of Hispanic
identity). In this flagrantly silly and
humorous comic, an alien energy
charged with empathy and selfcriticism arrives in the city in the
middle of the nationalistic parade,
changing everybody’s mood. All of
a sudden, people start to question this
colonial and patriarchal legacy and
celebrations, and they quickly begin
making changes in the city, asking
themselves about the monarchy, and
also the monuments. Some corrupt
politicians, anti-feminist and profascist, start changing their minds, all
in a lovely and tender atmosphere;
it’s like a happy and loving
transformation. I chose this tone to
contrast with the dramatic and tense
debate about colonial iconography,
which I think could be conducted in
a more flexible way.
Somehow discussions about
representation in public space are so

es.

stiff and rigid. Sometimes the mere
fact of asking a question already
generates strong reactions. We need to
soften public space, to make it
malleable, pliable, flexible. A place that
represents or gently hosts our
diversity and complexity. That’s not
the case today. If monuments are
about memory and history, well then,
we could imagine horizontal and
inclusive places where we can discuss
different visions of our history. This
idea of nations that only celebrate
themselves is absurd and outdated.
We know how complex things are, we
know there’s not one single timeline,
and that everything doesn’t go in only
one direction. Monuments are a lot
about silence, about power in a place,
who decided to mark the city following
their own agenda and mute the other’s
visions. Maybe we need to expand
from the same proceedings and
categories, and propose something
different, not a different monument
but another conception of the way
we collectively build memory in our
public spaces.
KW: In the last century, if we think
about personality cults and their
enforcement by dictators through
public sculpture, it makes the
ideological dimensions of monuments

reconcile if there’s no process of truth
and reparation.

very clear. It is not controversial to
remove statues of Stalin, Hitler,
Mussolini, Salazar, or Franco. Statues
of Perón have been removed in
Argentina.
IA: The removal of statues is actually

a common thing in history. For
example, in Paris all the statues of
Marechal Pétain were removed after
the Second World War, which
demonstrates that it’s possible to do it;
political will is all that’s needed. The
current government refuses
categorically to think about the idea of
displacing or changing any monument
in the city; they argue that this would
be equivalent to erasing history. First,
the act of erasing is already there:
a colonial monument like the one
honoring Joseph Gallieni in the
7th arrondissement in Paris, for
example, erased thousands of other
stories of the thousands of persons
that were subjected by him to forced
labor, or killed under his orders in the
French colonies in the 1890s in
Madagascar, in Tonkin (a protectorate
covering northern Vietnam), or in
Martinique. There’s no monument to
them in Paris by the way; actually,
there are no monuments that honor
victims of the crimes the state
committed in the past. You cannot
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With Françoise Vergès, we worked
together on this issue: we were
thinking about an intervention to
make on this Gallieni monument,
which, besides celebrating this icon of
French colonization, is also a very
misogynistic object. On each of the
four sides of the pedestal on which
Joseph Gallieni stands, a woman of
a different “race”—an African woman,
an Asian woman, a Caribbean woman,
and a European woman—each
supposedly representing the
continents he dominated, support the
military man with their arms. It’s a
very violent image, completely
normalized. This was installed in front
of the military museum in the 1950s,
by the French Maritime and Colonial
League, and hasn’t moved since then.
When I was thinking about different
possible interventions, I felt that
adding an ephemeral object or doing
a quick action would be a bit futile and
pretty invisible in relation to public
opinion, so I started imagining the day
when, after a period of reflection, the
city might decide to move the
monument and create
a transformation. This day may not
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come very soon, so I decided to invent
it. My team and I dressed up as city
workers, we rented a massive crane,
climbed on the sculpture, attached it
to the crane, and then we made a
video, titled Au Revoir Joseph Gallieni
(pp. 186–193), where you see the
statue being removed. We circulated
this video in the magazine Regards,
a very serious and critical review, who
also published it on Twitter. This
generated a wave of reactions, mostly
positive, and of course some very
violent and negative. The City Hall of
the 7th arrondissement reacted by
publishing an image of the statue still
standing on the pedestal, saying that
the monument was still there.
Actually, the last part of the video was
an F/X intervention, the moment
when we see the statue being removed
was a post-production effect, and the
whole strategy was to generate an
electroshock within public opinion
and open up debate. Regards, and
other media participated in the
strategy, and we managed, on a
considerable scale, to make the issue
a topic of public debate. I actually
could have moved or even stolen the
statue: I was in front of the military
museum, many police cars passed, we
were surrounded by dozens of
cameras, and nobody stopped us, just

because we looked official. I personally
feel though that is not me who should
decide; it should be a collective force,
also hopefully the institution itself, that
should generate a degree of change.
With Françoise, our purpose was to
create debate; hopefully in one, two,
three years, the video and the fiction of
the removal may become true.
KW: As well as this staging of the

removal of the monument to Joseph
Gallieni in Paris (2021) and then
recently also of the sculpture of
Christopher Columbus in Madrid
(February 2022), in an earlier work,
Etcétera : en couvrant avec des miroirs
Francisco de Orellana, le soi-disant
découvreur de l’Amazonie. Parc national,
Bogotá (2012–2018), you rendered
invisible the bust of Francisco de
Orellana, celebrated as the Spaniard
who “discovered” the Amazon River. In
a park in Bogotá, you covered the
monument to Orellana with mirrors, to
reflect the bushes and trees around it.
IA: Etcetera was one of the first

interventions I made on a monument
(see pp. 155–157). I know that area in
Bogotá well; I used to go often with my
dad to drink fruit juices. I remember
being curious about that statue when
I was younger, but in my teens, I never

went to see who this guy was. You
know, it’s one of these monuments
that are not in the center of a town
square, and his face is not well-known
like those of Simon Bolivar or
Francisco de Paula Santander, very
recognizable heroes of the country. He
looks like another white male with a
big moustache, pretty much like any
other monument guy. Some years
later, I learned who he was, and
I remembered I felt so offended and
sad. The pedestal that holds this bust
says “Colombia. To the discoverer of
the Amazon, Francisco de Orellana.”
I thought of the ridiculousness of this
assumption of “discoverer” of all of
Amazonia, and then, more absurd, to
have the country today dedicating
a monument in his honor. There’s no
monument in Bogotá that honors the
Indigenous communities who now live
in the Amazon region, and there is no
monument or memorial in honor of
the communities who lived there when
he passed by, and way before. This is
the only monument in the city that is
related to the Amazon, and it is very
sad. So, I wanted to point out that we
shouldn’t be honoring him anymore,
instead everything else that is not him
and that is not that. The surroundings,
our daily lives, our communities,
ourselves. That’s why I installed the
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mirrors around him in this action
named Etcetera, to see all the rest that
is missing instead of him. Life is
beautiful enough; this place happens
to be surrounded by trees, so instead
of the image of Orellana, there was the
reflection of nature, branches, leaves,
and flowers.
KW: This intervention speaks to your
interest in finding different forms of
permanent and temporary monument
to explore other ways to represent
history and shared values in public
spaces. The work you developed
recently, Wild Flowers, transforms
eleven sections of a replica of
a celebrated monument to George
Washington into vessels to support
natural life, floor- and wall-based pots
and vases for plants (see pp. 194–199,
206–209). You are combining here
a comment on the commemoration of
political history with ecological
considerations in a kind of tongue-incheek proposition that brings the
natural world to the fore. Do you think
that monuments could have a role in
changing the neoliberal view of nature
as a standing reserve for the
extraction of profit …? The act of
recycling as planters and distributing
horizontally sections of a statue
erected to celebrate George
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Washington signals more broadly the
decline of a worldview that has been
inextricably linked to imperialism and
extractivism.
IA: I have been focusing on this issue,
working around it for several years
now. I have asked myself several
questions, about what we could do,
how we can transform monuments,
and what kind of actions and gestures
are possible. Thinking about this idea
of “what to do with these sculptures
once they are removed,” I said to
myself that they could be used
differently, not anymore as an image
but as an object, and why not, as
a container for new things, for life, for
vegetation for example. Wild Flowers
is a proposal in that direction: why not
use these dusty, mustachioed, and
sometimes disgraceful statues as
planters. This idea of creating a new
space out of those objects, and then
using this to host life, seem to me one
interesting alternative among many
others. I have done other installations
in this direction, incorporating wild
vegetal life with a lot of meaning, and
caring also about what kind of plants
to use. I’m currently working on
a future project in Bogotá, precisely
about those sites where there are, or
there were, colonial monuments,

where we’re going to generate
ephemeral gardens that I would like to
activate as forums where we can come
and talk about the question.
I feel we also need to change the
paradigm; to replace a statue by
another one is not the point, and not at
all a goal. The goal is to generate other
ways, first, to conceive public space,
and second, of thinking the idea of
memorial and monument. I think the
debate about use and symbology in
public space could contribute to
changing our relations with others,
and with our environment. Maybe this
could also help to transform the idea
of a world that is made for our
consumption, and the idea of living to
earn, away from the neoliberal
paradigm.
KW: Trees are often planted as living

monuments to people after they die;
forests, mountains, lakes can be
revered as monuments. A Point of View
(2019, pp. 21–31) is your in-situ
installation of five sculptural stairways
leading to viewing platforms, created
at Salton Sea, an artificial lake near
Los Angeles. How does this viewpoint
change the perception of the
landscape and the place of the human
within it?

IA: The relation between the

environment and nature, I feel, is a key
to understanding the notion of
monument differently, it could help us
to bring this to another level. We
humans tend to always put ourselves
in the center and I feel this is one of
our main mistakes; we are very selfcentered. Yes, it is important and
urgent that we as a community
establish a more altruistic
environment, but it is also as
important to consider that we are part
of a global system that we need to
consider, protect, and take care of.
The notion of living monument is
important to consider, we don’t need
to reproduce the steel or stone model,
based on a supposed permanence.
We could think of a living entity,
a changing organism, or an
environment that helps us build
memory.
A Point of View was an interesting
project to understand this. It is more
like a land art piece, composed of stairs
made in concrete and wood, with
poems, questions, and reflections
engraved on the sets of steps, each
leading to a platform from where we
could contemplate differently the
landscape or the Coachella Valley.
The structures also allowed new
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perspectives on the Salton Sea,
a massive lake close to this area that is
now sadly very polluted, causing the
death of many animal species and that
is also endangering the life of many
inhabitants of this valley in the
Southeast of California. A Point of View
had in itself a ritual side, it was offcenter from the most populated
towns in the valley; you needed to
come and give yourself to the
experience. Here, you accentuate this
feeling of being in connection with the
surroundings in this special place that
seems to be made more to meditate
than anything else. It also became,
with time, a kind of public square; in
this part of the valley there are no
meeting places other than a mall.
It was interesting to see how suddenly
it became a place to hang around, to
chill with friends or family, to walk the
dogs, or simply a place to pause at the
end of the day.
KW: Your works that intervene in
public spaces speak to the ideological
struggles that are played out in these
places where people pass each other,
meet, and gather. You have also
worked with the forms that group
demonstration can take in public
space. Can a demonstration be
a monument?
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IA: Yes! There are living

demonstrations that have become
monuments, like the Mothers of the
Plaza de Mayo in Buenos Aires, where
people have congregated every
Thursday since April 30, 1977, to ask
for governmental response regarding
the children disappeared during the
dictatorship. What we do is
important, and our actions matter.
When we do it together, it’s stronger,
it creates meta symbols and generates
changes, on small or big scales. On my
side, in parallel to all these projects,
I’ve work with different communities
and schools around questions related
to the use of public space. There’s
a special ongoing project that
I personally cherish named
Activissime!, which I started back in
2011. It’s a protest workshop that I do
with children from four to eight years
old. I’ve done it more than twenty
times in twelve different cities in
Europe, Africa, South America, and
the US, in schools, art centers, and
museums, and of course, mainly in the
street. With the kids in these
workshops, we work on their own
issues and slogans, we make beautiful
signs, and then we go out and make
demonstrations in the public space,
everyone with a megaphone. It’s very
celebratory.

There are also other in-situ
installations where I collaborate with
the community and include
a conversation with them in the
process, like Oui Ma Vie in Douala
(pp. 33–36), like A Point of View, like All
Here Together in San Antonio, the
site-specific public commission made
for the Sorbonne University in Paris, in
collaboration with more than one
thousand university students and
workers (pp. 125–127). I feel that art
should be an invitation to a
conversation; it shouldn’t be an
authoritarian gesture—as most
monuments are, by the way—or
a lesson on how people should see the
world. Art should be a place where we
could sit and talk.
KW: Now you are looking at obelisks,

found today in Rome, Paris, or
London, which are not modern
monuments but rather very old
memorials and sacred sculptures that
have been taken from Egypt when it
was subjected to different imperial
occupations.
IA: When I came to Paris, the second
day I was in the city I took a walk in the
Tuileries and then I arrived at Place de
la Concorde. I was completely shocked
when I saw the obelisk in the middle of

the square, shown with such pride.
I had never traveled outside Colombia
before, and it was so strange to see this
Egyptian patrimonial and historical
object raised as monument in the
center of a European city. It of course
generates admiration as an object, but
I still feel strange when I see it; it’s
simply not normal. I cannot imagine
something like that happening in
Colombia for example, or in
98 percent of the countries in the
world. It means something, many
things! This only happens in certain
places and for certain reasons. It is an
older history, of appropriation, of
domination, that somehow seems
more banal today. I don’t feel it’s
banal; I think it still has a strong
meaning, mainly because of the use of
these objects today.
Rome is the city with most ancient
Egyptian, and modern, obelisks, in the
world. The tradition was started by
Augustus who carried off the first two
obelisks to celebrate the conquest of
Egypt in 10 BCE. Since then, various
emperors have transported some,
commissioned others. During the
Renaissance, a number of popes and
powerful families like the Medicis also
bought or reproduced them; then in
the modern period, Mussolini also
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purchased them and created new
ones. I went to Rome for a residency at
the Villa Medici with the idea of telling
the story of these objects, observing
their passage from ritual object to
trophy of war and symbol of
domination, and of course also a
phallic symbol of masculinity,
transformed today into tourist
attractions, while at the same time
they are almost like an archetype of
public monuments. Nowadays, we see
obelisks raised to honor or celebrate a
number of different things, including
ideas of democracy or freedom.
I think their massive presence, and all
of the history around them is
problematic, and as I said before, it’s
not normal, or banal to have them
where they are, how they are shown.
Even if it’s an older history, it still has
a strong meaning and it is still a
forceful presence in the public space
of these European cities. I don’t have
an answer or an idea of what to do
with this, but for sure, I have a lot of
questions (see pp. 184, 203).
KW: So, it seems to me that many
of your works that we have discussed
aim to reveal how monuments are
inherently social, political, and ethical
projects that put forward an
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authoritative vision of the world. I
wonder, as in what you begin to
propose with Wild Flowers, whether
monuments can be speculative and
whether it’s possible to conceive
generative monuments to the
communities and values we would like
to create.
IA: Fiction is such an important tool,
we can analyze, explain in thousands
of ways a fact, an issue, but then, there
is a moment where we should imagine
our next step. Every day we build
a fiction of the day itself; without
imagination we couldn’t make it until
the next. So yes, speculation is
necessary in this process because we
need to create something that doesn’t
exist yet, in our case, imagining and
speculating about what could be the
future of monuments is as important
as understanding where we are today
on this question. We need to build
based on those future images, on their
poetry. These ideas exist and are very
real because we can imagine them,
they start becoming tangible little by
little. Imagining is already a big step
on the road to change.
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Above, previous, and following pages: Desert X installation view, A Point of View, Coachella Valley, United States, 2019

Desert X installation view, A Point of View, Coachella Valley, United States, 2019
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Opposite and following pages: Oui ma vie (Douala), 2018, 4K video, 2'58
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View of the exhibition Deep Affection at Perrotin Paris, 2018
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Proudly, 2018, bronze, 36 × 14 × 25 cm | 14 3⁄16 × 5 1⁄2 × 9 13⁄16 in.
Skin - With us, 2018, fibered concrete, oil-based paint, steel, 181 × 140 × 6 cm | 71 1⁄4× 55 1⁄8 × 2 3⁄8 in.

Proudly, 2018, bronze, 12.5 × 31.5 × 12 cm | 4 15⁄16 × 12 3⁄8 × 4 3⁄4 in.
Following pages: The Nuremberg Chronicle, 1493, 2018, laser-cut Corten steel, exotic wood, magnets,
230 × 410 × 6 cm | 90 9⁄16 × 161 7⁄16 × 2 3⁄8 in.
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View of the exhibition Deep Affection at Perrotin Paris, 2018

Skin - Sans temps ni peurs, 2018, fibered concrete, oil-based paint, steel, 156 × 123 × 6 cm | 61 7⁄16 × 48 7⁄16 × 2 3⁄8 in.

56

View of the exhibition Deep Affection at Perrotin Paris, 2018

Skin - Way more than alive, 2020, concrete, paint, aluminum, 83 × 55 × 5 cm | 32 11⁄16 × 21 5⁄8 × 1 15⁄16 in.

60

Skin - Everything we are, 2020, concrete, paint, aluminum, 81 × 56 × 5 cm | 31 7⁄8 × 22 1⁄16 × 1 15⁄16 in.
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Skin - Deep inside, 2020, concrete, paint, aluminum, 78 × 58 × 6 cm | 30 11⁄16 × 22 13⁄16 × 2 3⁄8 in.

View of the exhibition La Venganza del Amor at Perrotin New York, 2017

Opposite and following pages: Among Us - Across History Across Worlds Across History, 2017,
wood, concrete, metal, acrylic paint, gold leaf, 280 × 232 × 15 cm | 110 1⁄4 × 91 5⁄16 × 5 7⁄8 in.
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Among Us - Extremely Opposites Extremely Close, 2017, wood, concrete, metal, acrylic paint, gold leaf,
190 × 356 × 15 cm | 74 13⁄16 × 140 3⁄16 × 5 7⁄8 in.
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Among Us - Love Me, 2017, wood, concrete, metal, acrylic paint, gold leaf, 133 × 85 × 15 cm | 52 3⁄8 × 33 7⁄16 × 5 7⁄8 in.

View of the exhibition La Venganza del Amor at Perrotin New York, 2017

View of the exhibition La Venganza del Amor at Perrotin New York, 2017

Opposite and following pages: Setting up a System: Tenderness Tenderness, 2017, laser-cut documents, posters,
neodymium magnets, varnished steel structure, 174 × 220 × 38 cm | 68 1⁄2 × 86 5⁄8 × 14 15⁄16 in.

78

Setting up a System: To Love You Is Part of My Rebellion, 2017, laser-cut documents, posters, laser cut,
neodymium magnets, varnished steel structure, 138 × 247 × 46 cm | 54 5⁄16 × 97 1⁄4 × 18 1⁄8 in.

Opposite and following pages: Covers - Anger be with me, 2017, cashmere wool, steel, magnets,
184 × 165 × 22 cm | 72 7⁄16 × 64 15⁄16 × 8 11⁄16 in.
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Setting up a System: We Own Our Time, 2017, laser-cut documents, posters, laser cut, neodymium magnets,
varnished steel structure, 142 × 134 × 36 cm | 55 7⁄8 × 52 3⁄4 × 14 3⁄16 in.
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View of the installation Our Melting Bodies at Solo Houses by Albarrán Bourdais, Matarraña, Spain, 2019

View of the installation Our Melting Bodies at Solo Houses by Albarrán Bourdais, Matarraña, Spain, 2019
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View of the installation Somos Tiernos (Poster Campaign), Bogota, Colombia, 2018

View of the exhibition Somos Tiernos at Museo Universitario del Chopo, Mexico, October 14, 2017–January 12, 2018

View of the installation Somos Tiernos (Poster Campaign), Bogota, Colombia, 2018
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101

The Other, Me and the Others, 2017, steel, wood, damping system, 160 × 1500 × 300 cm | 63 × 590 9⁄16 × 118 1⁄8 in.

The Other, Me and the Others, 2017, steel, wood, amortization system, 160 × 1500 × 300 cm | 63 × 590 9⁄16 × 118 1⁄8 in.

View of the exhibition Chaflierplatz at Dortmunder Kunstverein, Dortmund, Germany, 2021

Altruism, 2011, video, 1'20
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Lengua con Lengua (Tongue with Tongue), 2019, bronze, cast concrete, 195 × 45 × 40 cm | 76 3⁄4 × 17 11⁄16 × 15 3⁄4 in.
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Two 50 years old white males having emotions, 2013, video, 25'23
View of the exhibition Sirvete de mi, Sirveme de ti at proyectoamil, Lima, Peru, 2016
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Opposite and previous pages: View of the exhibition Nuit Blanche 2021 at Villa Medici, curated by Saverio Verini, Rome, Italy, 2021

We Somos Strong and Tiernos (Set of 5 Chairs), 2018–2019, concrete, copper leaf, iron 88 × 66 × 44 cm | 34 5⁄8 × 26 × 17 5⁄16 in.
View of the exhibition Juntos Together: Iván Argote at ASU Art Museum, Tempe, United States, 2019–2020

Untitled (New York), 2011, video, 18'15
View of the exhibition Juntos Together: Iván Argote at ASU Art Museum, Tempe, United States, 2019–2020

Untitled (Madrid), 2012, video, 19'18. Untitled (New York), 2011, video, 18'15. Untitled (Paris), 2010, video, 4'59.
View of the exhibition Happy Birthday Galerie Perrotin / 25 ans at Tripostal, Lille, France, 2014

As Far As We Could Get, 2017, video HD – 7 sequences, 22'46
View of the exhibition La Venganza del Amor at Perrotin New York, 2017
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Bells: A Common Future, 2021, bronze, 137 × 83.5 × 3 cm | 53 15⁄16 × 32 7⁄8 × 1 3⁄16 in.

Bells: Radically Tender, 2021, bronze, 137 × 85 × 5 cm | 53 15⁄16 × 33 7⁄16 × 1 15⁄16 in.

126

127

Bells: A Place for Us, 2021, bronze, 137 × 85 × 5 cm | 53 15⁄16 × 33 7⁄16 × 1 15⁄16 in.

Bells: Anti Heroe, 2021, bronze, 140 × 90 × 5 cm | 55 1⁄8 × 35 7⁄16 × 1 15⁄16 in.
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Opposite and following pages: View of the installation Ici et Maintenant at Université Sorbonne Nouvelle, Paris, France, 2022
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Opposite and previous pages: View of the installation Bridges (We’re melting) at Frieze Sculpture, London, United Kingdom, 2019

Lo que une, lo que separa, lo que compara, 2018, three concrete, metal, and wood sculptures,
600 × 100 × 60 cm | 236 1⁄4 × 39 3⁄8 × 23 5⁄8 in. each
View of the exhibition Ternura radical at MALBA, Buenos Aires, Argentina, 2018–2019
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View of the exhibition Ternura radical at MALBA, Buenos Aires, Argentina, 2018–2019

View of the exhibition Juntos Together: Iván Argote at ASU Art Museum, Tempe, United States, 2018–2019
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View of the exhibition Juntos Together: Iván Argote at ASU Art Museum, Tempe, United States, 2018–2019

View of the exhibition Deep Affection at Perrotin Paris, 2018
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Antipodos, 2019, bronze, 8 × 43 × 21 cm | 3 1⁄8 × 16 15⁄16 × 8 1⁄4 in.
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Above and following pages: Mamarracho, 2019, acrylic on canvas and wood, 191 × 225 × 6 cm | 75 3⁄16 × 88 9⁄16 × 2 3⁄8 in.

View of the exhibition Caliente at Perrotin Paris, 2011

Retouch, 2008, SD video, 12'
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Mamarracho, 2019, acrylic on canvas, wood, 140 × 197 × 5 cm | 55 1⁄8 × 77 9⁄16 × 1 15⁄16 in.

Energía Extramatérica, 2022, acrylic on canvas, 238 × 198 × 4 cm | 93 11⁄16 × 77 15⁄16 × 1 9⁄16 in.
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Opposite and previous page: Etcétera: Cubriendo con espejos a Francisco de Orellana, supuesto descubridor del Amazonas.
Parque Nacional, Bogotá, 2012–2018, framed C-print, 161 × 161 × 5 cm | 63 3⁄8 × 63 3⁄8 × 1 15⁄16 in.
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View of the exhibition Roarr at Hotel Bristol, Paris, France, 2016

Roarr, 2016, reconstituted stone, metal pedestal, gold leaf, 267 × 119 × 132 cm | 105 1⁄8 × 46 7⁄8 × 51 15⁄16 in.
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New Methods: Tight-Knit-Family, 2014, framed C-print, 103 × 73 cm | 78 3⁄4 × 51 1⁄8 in.

Turistas (Don Garcia), 2012, C-print, 165 × 125 × 5 cm | 64 15⁄16 × 49 3⁄16 × 1 15⁄16 in.
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Turistas (Roi Charles III d’Espagne), 2013, C-print, 160 × 120 cm | 63 × 47 1⁄4 in.
Following page: Turistas (Carlos I de España 5 de Alemania, Madrid, Parque el Retiro), 2012,
framed C-print, 165 × 125 × 5 cm | 64 15⁄16 × 49 3⁄16 × 1 15⁄16 in.
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Bondage: Cristobal Colón, Madrid, 2021, oil on concrete, metal, 45 × 30 × 3 cm | 17 11⁄16 × 11 13⁄16 × 1 3⁄16 in.
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Bondage: Francisco de Orellana, Bogotá, 2021, oil on concrete, metal, 42 × 30 × 3 cm | 16 9⁄16 × 11 13⁄16 × 1 3⁄16 in.

Bondage: Thomas “Stonewall” Jackson, Richmond, Virginia, 2021, oil on concrete, metal,
41.5 × 29.5 × 3 cm | 16 5⁄16 × 11 5⁄8 × 1 3⁄16 in.
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Bondage: Sebastián de Belalcázar, Santiago de Cali, 2021, oil on concrete, metal, 44.9 × 26.5 × 3.5 cm | 17 11⁄16 × 10 7⁄16 × 1 3⁄8 in.
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Horse (Paris, Place des Pyramides), 2011, C-print, 70 × 50 cm | 27 9⁄16 × 19 11⁄16 in.
Previous page: Horse (Paris, Pont Neuf), 2011, framed C-print: 70 × 50 cm | 27 1⁄2 × 19 3⁄4 in.
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185

Horse (Paris, Louvre), 2011, framed C-print, 70 × 50 cm | 27 1⁄2 × 19 3⁄4 in.

Empire, 2020, concrete, wood, gold leaf, 211 × 124 × 55 cm | 83 1⁄16 × 48 13⁄16 × 21 5⁄8 in.
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View of the exhibition Les Extatiques. L’art du grand air at Parvis de la Défense, Courbevoie, France, 2020
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Bondage: Obélisque de Louxor, Paris, 2021, oil on concrete, 40.5 × 30 × 3 cm | 15 15⁄16 × 11 13⁄16 × 1 3⁄16 in.

Bondage, Joseph Gallieni & I, 2021, oil on concrete, metal, 39.5 × 30.8 × 2.5 cm | 15 9⁄16 × 12 1⁄8 × 1 in.
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Au Revoir, 2021, 4K video, color, sound, 4'

Au Revoir, 2021, 4K video, color, sound, 4'
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View of the exhibition A Place For Us at New York Gallery LLC, New York, United States, 2021
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Wild Flowers: A Chest, 2021, bronze sculpture with live wild flowers, 60 × 159 × 111 cm | 23 5⁄8 × 62 5⁄8 × 43 11⁄16 in.
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Wild Flowers: Left Index, 2021, bronze sculpture with live wild flowers, 11 × 4 × 8 cm | 4 5⁄16 × 1 9⁄16 × 3 1⁄8 in.
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Wild Flowers: A Foot, 2021, bronze sculpture with live wild flowers, 27 × 19 × 56 cm | 10 5⁄8 × 7 1⁄2 × 22 1⁄16 in.

Wild Flowers: A Hand, 2021, bronze sculpture with live wild flowers, 27 × 19 × 20 cm | 10 5⁄8 × 7 1⁄2 × 7 7⁄8 in.
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Divine Justice, 2021, wall drawing, variable dimensions
View of the exhibition A Place For Us at New York Gallery LLC, New York, United States, 2021

Etcétera: Obelisk, 2021, mirror-polished stainless steel, Corten, 329 × 58.5 × 58.5 cm | 129 1⁄2 × 23 1⁄16 × 23 1⁄16 in.
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View of the exhibition A Place For Us at New York Gallery LLC, New York, United States, 2021

View of the exhibition A Place For Us at New York Gallery LLC, New York, United States, 2021

Wild Flowers: A Hip, 2021, bronze sculpture with live wild flowers, 60 × 133 × 102 cm | 23 5⁄8 × 52 3⁄8 × 40 3⁄16 in.
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As Far As We Could Get, 2017, video HD – 7 sequences, 22'46
View of the exhibition La Venganza del Amor at Perrotin New York, 2017

View of the exhibition Aliens en Madrid at Albarrán Bourdais, Madrid, Spain, 2022
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Cristobal Colón, 2022, flowers, stone, bricks, 180 × 400 cm | 70 7⁄8 × 157 1⁄2 in.

Paseo, 2022, 4K video, 15'
View of the exhibition Aliens en Madrid at Albarrán Bourdais, Madrid, Spain, 2022
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Paseo, 2022, 4K video, 15'

Paseo, 2022, 4K video, 15'
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