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Ignacio Gatica’s work reflects on the contemporary repercussions of the American neoliberal project in Chile, which introduced the 
free market economy as an experimental endeavor under Augusto Pinochet’s dictatorship in the 1970s. This installation features a series 
of credit cards printed with photographs that document the boarded facades of banks in Santiago—a response to protests that broke out 
in 2019 and 2020 over increased metro fares. Each card is encrypted with unique messages gathered from graffiti tags around the city. 
Visitors can swipe the cards at the card reader, which in turn interrupts the stock ticker’s live market feed with the street poetry, build-
ing the work both in its urgency and in its dynamic form of a poem, or chant, that is indicative of the class disparity in Chile. Printed 
and programmed in this way, Gatica’s subversive cards are charged in the spirit of freedom, rather than debt. Stones Above Diamonds 
presents a sensitivity to language that empowers the human voice and collectivity in resistance to predatory financial enterprises.

Stones Above Diamonds 
Hessel Museum of Art, CCS Bard Galleries 
April 2 – May 29, 2022

Ignacio Gatica’s work reflects on the contemporary repercussions of the American neoliberal project in Chile, which introduced the 
free market economy as an experimental endeavor under Augusto Pinochet’s dictatorship in the 1970s. This installation features a series 
of credit cards printed with photographs that document the boarded facades of banks in Santiago—a response to protests that broke out 
in 2019 and 2020 over increased metro fares. Each card is encrypted with unique messages gathered from graffiti tags around the city. 
Visitors can swipe the cards at the card reader, which in turn interrupts the stock ticker’s live market feed with the street poetry, build-
ing the work both in its urgency and in its dynamic form of a poem, or chant, that is indicative of the class disparity in Chile. Printed 
and programmed in this way, Gatica’s subversive cards are charged in the spirit of freedom, rather than debt. Stones Above Diamonds 
presents a sensitivity to language that empowers the human voice and collectivity in resistance to predatory financial enterprises.

Stones Above Diamonds, Hessel MuseumIGNACIO GATICA 3
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Stones Above Diamonds, 2022 
Installation view 
Hessel Museum of Art, CCS Bard Galleries



IGNACIO GATICA 5

Stones Above Diamonds, 2022 
Installation view 
Hessel Museum of Art, CCS Bard Galleries
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Stones Above Diamonds 
Installation views 
Hessel Museum of Art at Bard College
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Stones Above Diamonds 
Installation views 
Hessel Museum of Art at Bard College
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Stones Above Diamonds 
Installation views 
Hessel Museum of Art at Bard College
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Stones Above Diamonds 
Installation views 
Hessel Museum of Art at Bard College



In Practice: Literally means collapse 
Sculpture Center
May 12 – Aug 1, 2022

Terce

Ignacio Gatica uses a collection of political souvenir wristwatches to narrate the legacy of US intervention and neoliberalism in Latin 
America. In 2019, the United States sent Argentina a batch of CIA files in what was at the time the largest government-to-government 
transfer of declassified documentation. Excerpts from the archives, elaborated by Gatica’s research and writing, were printed on con-
crete plinths with a mechanical handwriting machine. Resting on top, at wrist level, are watches Gatica acquired from various states 
and organizations throughout the Americas. Each ticking timepiece has been modified by the artist to endlessly mark the moment of an 
event chronicled in the CIA documents. On the wall is a poem borrowed from the Chilean poet Carlos Soto Román that is loosely based 
on the biography of a particular CIA agent. The total accumulation of towered watches and texts represent a network of overlapping 
political and social histories and suggest the monolithic, mechanistic nature of the US’s global interventions. — Camila  Palomino
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Terce 
Installation view
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Terce 
Installation view
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Terce 
Installation view
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Terce 
Installation view



IGNACIO GATICA 15

Terce 
Installation view



Gatica’s investigations focus on the parallel economic restructuring in the United States and Chile. Gatica’s generation is a product  
of a major political shift, in which the Chilean socialist government was overthrown by a US-backed coup, after which a group  
of Chilean economists were flown to Chicago to learn about neoliberal economic models. Funded by the CIA, they then brought these 
ideologies back to Chile, in a move that Milton Freeman called the ‘Chilean miracle.’ The experience of growing up in the aftershocks 
of this rupture, followed by his move to the US, informs Gatica’s understanding of the social landscapes he examines.

Gatica began this new body of work in the winter of 2020 when he traveled to Chile to renew his US visa. As the early stages of the 
pandemic set in, Gatica waited and watched as banks began to board up their facades. This was in the context of Chilean protests initi-
ated by the increasing of subway fares in 2019. He photographed the banks, eventually amassing hundreds of images. When he returned 
to the US, Gatica found resonance in the shuttered shops of New York’s SoHo district, and documented this temporary architecture, 
as well. Gatica later printed his photographs onto ‘credit cards’ with magnetic strips that, when swiped, transcribe phrases written by 
unknown citizens on public walls near each site.

This interactive project centralizes the credit card as an object that builds ideologies attached to market nihilism. Gatica repurposes  
the swipe gesture into emancipatory action, creating a channel to the voices of local people, and pointing to the precarious nature  
of the value systems that objects are entangled in. In the face of boarded up banks and empty SoHo storefronts, the credit card became 
an artifact of a cyclically failing system of relations. Through this work, Gatica positions capital as dysfunctional and abstract, and  
community voices—both through language and at large—as enduring. — Magdalyn Asimakis

Stones Above Diamonds, Cooper Cole

Stones Above Diamonds 
Cooper Cole Gallery, Toronto
September 24 – November 6, 2021
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Stones Above Diamonds 
Installation view
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Stones Above Diamonds 
Installation view
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Stones Above Diamonds 
Installation view



20IGNACIO GATICA

Stones Above Diamonds 
Installation view



21IGNACIO GATICA

Stones Above Diamonds 
Installation view
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Stones Above Diamonds 
Installation view
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Stones Above Diamonds 

Fantasmas 
Video installation view



A meditation on empty store fronts in New York City during the early stages  of the Covid-19 pandemic crisis in 2020. 

Fantasmas

Digital Video 
00:08:10
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Fantasmas 
Screenshots from video



For his first US solo exhibition, Ignacio Gatica presents TANSTAAFL: There’s no such thing as a free lunch, a new series of work that 
maps out distinct forms of technology and quotidian interfaces throughout the gallery space. The aphorism the show takes as its title 
was coined by Robert Heinlein in his 1966 science-fiction novel The Moon Is A Harsh Mistress and appropriated by economist Milton 
Friedman, one of the forerunners of global neoliberalism. Among the objects on view, some have been cast, while others hacked and 
their inner contents tampered with and rewritten. A group of resurrected titles rendered as faux-artifacts by way of their conversion into 
afflicted geological facsimiles are historicized in the present. These objects are arranged in constellation with one another and as they 
relate to ideas synthesized by the Mont Pelerin Society, an organization that established a new ideology intent on spreading free market 
principles in lieu of state interventionist policy. A set of credit cards are encrypted with excerpts sourced from the referenced books. 

Visitors are encouraged to queue up and swipe the cards at a provided scanner in order to gain access to the content coded within each 
one. Gatica’s investigation into the dissemination of neoliberal ideology is particularly apt, considering the parallel processes of eco-
nomic restructuring that both New York City and Chile concurrently underwent in the 1970s. Gatica’s generation is the first product 
of this U.S.-backed experiment, experiencing the burden of its aftershocks, while earning a dual perspective conducive to a critical 
understanding of this event.

TANSTAAFL: There’s no such thing as a free lunch

Interstate Projects, Brooklyn 
April 5 – May 5, 2019
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TAANSTAFL 
Installation view
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TAANSTAFL 
Installation view
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TAANSTAFL 
Installation view



30IGNACIO GATICA

TAANSTAFL 
Installation view
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TAANSTAFL 
Installation view
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TAANSTAFL 
Installation view
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TAANSTAFL 
Installation view



Political time is that which is on the clocks given out during election campaigns. No need to think about it too much. This is why the 
ballot has to be so carefully considered, six years of your life will be yellow if PRD, green with PRVM, blue if PAN, maroon with 
MORENA or tricolor (green, white and red) if PRI. But it also needs to be taken a sense of humor because then, we know that deep 
down they are all tricolor, it is a century-old optical art. ¿Qué horas son, mi corazón? True, very good question. Here in PRIhistory you 
have to be on time because it is always time to chingar (fuck someone over). Ignacio’s watches only measure what has been b.C. (before 
Cárdenas) and a.C. (after Cárdenas), that is, the beginning of the PRIstian era. A specific temporality of the verb chingar, in infinitive, 
to infinity. It is no accident that these watches have stunted. Like a scratched CD they inhabit an infinitesimal loop of political traumas. 
What time is it, my darling? True, very good question. It’s 13:28. From doubt (duda) to debt (deuda) there is only one vowel along the 
way. “E” is a vowel that is abundant in the demography of the Hispanic lexicon. For example, in this short text (in it’s Spanish version) 
there are already more than 100 “e”. Did you know that the only legible word we would have if we cleared the vowel “e” from all this 
set of characters would be “doubt”? The doubt in debt is finally naked. The question lies in the plastic of your favorite presidential credit 
subject. Check it. Verify it. Grab the card, pass it through the reader and see what the uncertainty that solves his neoliberal condition 
is, his popular line of credit. Which bank grants these cards? None other than the Bank of the People which, religiously, every six years 
grants a single man all the credit of a nation state. Its motto is to socialize the losses, privatize the profits. But there are things that 
are un-doubted, for example that excess air is a key factor in combustion. How much excess air contained in expressions such as “fi-
nance lease”, “factoring”, “active investment” or “sale of money orders! Inflation! Depression! But if those matches are from the 80s, 
shouldn’t we be ashes? No, that’s why technocrats went to the Ivy League to learn to breathe. They practice the aerobic art of economic 
balance that consists in administering the right amount of air below so that the roast doesn’t burn on top. — Daniel Aguilar Ruvalcaba, 2019

13:28

Fundacion Marso
September 5 – November 6, 2019
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13:28 
Installation view
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13:28 
Installation view



Para su primera muestra en México, Ignacio Gatica expone un proyecto en video en curso, en una instalación de sitio específico nun-
ca antes expuesto. En un viaje a Colombia en 2015, Gatica empezó a fijarse en la relación entre el objeto y la palabra. En una primera 
aproximación, se fijó en cajas de cartón que muestran las isometrías de los objetos que contienen. Estas cajas son el origen de una obra 
en la que dichos dibujos se volvieron las letras del abecedario. LADISTANCIACORDIALDETODASLASCOSAS viene de dicho ejer-
cicio. Imágenes en movimiento de evidencias de la distancia entre el lenguaje y los objetos, y la relación que tiene eso con el cuerpo, con 
habitar, se proyectan sobre pantallas que cuelgan, un pedazo de muro apoyado en el piso y una pantalla suspendida que tiene la forma 
de un continente casi circular. El espacio es el quinto piso de un estacionamiento en el centro de la Ciudad de México, expandiendo el 
proyecto en video hasta la instalación, en específico, de las superficies sobre las cuales se proyectaron los videos, creadas con pedazos 
de muro de tablaroca, encontrada y desarmada en el espacio.

Los videos insinúan letras, encontradas en la calle, en objetos al alcance de las manos o a la vista de un dron, a la escala de un distribui-
dor vial. Las imágenes en movimiento develan letras, pero más que eso, lenguaje, en las cosas. El contraste entre el lenguaje verbal y, 
por ejemplo, el matemático, exponen la crisis del primero y hace pensar en las posibilidades del segundo de describir, entre otras cosas, 
el universo. Esa distancia es lo que hace pensar cuál es la definición de lo real que uno habita. Invitado por el Programa de Arte Público 
Independiente, Ignacio desarrolló parte de este proyecto en la Ciudad de México durante dos semanas, en las cuales, un preámbulo de 
la exposición fue un show de DELI GIRLS, banda de punk/noise de Brooklyn, que primero activaron El Quinto Piso.

La distancia cordial de todas las cosas

Projectos de arte público independiente
December 9 – January 9, 2017
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La distancia cordial de todas las cosas 
Installation view
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La distancia cordial de todas las cosas 
Installation view
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La distancia cordial de todas las cosas 
Installation view
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La distancia cordial de todas las cosas 
Installation view
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La distancia cordial de todas las cosas 
Installation view
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La distancia cordial de todas las cosas 
Installation view



 Zombi Mall parte de un interés sobre Campo Marzio, un libro hecho por el Arquitecto Giovanni Baptista Piranessi en el año 1762, cuando fue contratado para hacer un 
nuevo plan urbano para la ciudad de Roma. En el libro Piranessi planteaba una manera radical de acercarse al plan de una ciudad, reconstruyéndola utilizando ruinas ficticias, 
ruinas sacadas de otras civilizaciones y también desfragmentando partes de su actual Roma. Esta visión, radical para la época, hace uso de una metodología especulativa 
que se proyecta tanto hacia el pasado como hacia el futuro, lo que establece la importancia del campo especulativo en el ámbito científico, algo similar a lo que sugiere la 
filósofa y bióloga Donna Haraway en el presente respecto a las estrategias que debemos asumir en vías de subsistir, como especies y como civilización, a la catástrofe plan-
etaria que estamos viviendo.

El interés del artista por la organización urbana y la dinámica de las ciudades lo ha llevado a explorar ideas sobre la fragmentación de distintos sistemas de conocimiento y su 
relación con los objetos, pero sobretodo de nuestra propia configuración como seres humanos en el contexto de un mundo devorado por el capital y la acumulación. Muchas 
de sus obras nos recuerdan una estructura desmembrada desde la poesía visual, llevada a un campo de relaciones, donde sus libros son más bien objetos que se despliegan 
visualmente, que piezas que se leen;  donde los objetos son fragmentados para sacarlos de la inercia en la que se encuentran; y donde las palabras no se ofrecen a la inteligi-
bilidad sino que se esconden. Zombi Mall surge en esta contingencia espesa y continua, con hilos microscópicos infundiendo todo tipo de temporalidades y materialidades. 
Su título sugiere un marco en el cual todo lo vivo se encuentra capitalizado por un sistema necrotizante, donde las pistas para imaginar un nuevo futuro oscilan entre los 
límites de lo real y lo falso, desestructurando nuestra manera de imaginar el mundo.

La ciencia ficción y los hechos científicos conviven felizmente en la obra de Gatica, como en las ideas de Piranessi y Haraway otorgando gran valor a la libertad imaginativa. 
Haraway por su parte, se sumerge en una complejidad para vivir con la creación de las condiciones necesarias para seguir adelante en el problema. En este sentido Gatica 
problematiza la crisis que vive nuestro lenguaje frente a la dificultad de encontrar palabras que puedan expresar, en toda su complejidad la dimensión mutante de este tiempo 
de prolongada inmediatez, acudiendo a la creación de un lenguaje que es tanto continuador de un conocimiento arcaico como contenedor de lo nuevo. La pieza central en 
exposición es un gran mapa en el muro que representa la des-fragmentación de su actual tarjeta de crédito, en la que a veces se puede leer su nombre o su número, aludiendo 
a que todo cuanto existe puede convertirse en ruina.

A su vez Piranessi no tiene ningún interés en construir una Roma que encarne tan solo su pasado, sino una en la cual puedan cohabitar todas las Romas, incluso los 
fenómenos naturales que se dan en su geografía. Los que alguna vez fueron fragmentos de una civilización pasada, hoy son las ruinas de una nueva ciudad.  Como él, Gatica 
crea una sobre posición de significados y lenguajes. En los fragmentos diseminados por la sala, los símbolos de la cultura indígena Aymara cohabitan con logos de marcas, 
señales de tránsito y tipografías, transformando el juego de la representación en un sistema de conocimiento avanzado, desde donde se puede vislumbrar la extinción y 
aparición constante de nuevas formas de comunicación y existencia.

Piranessi reinventó Roma como una ciudad sin calles, donde el único medio de continuidad es el río, cuyo curso sinuoso era el verdadero protagonista del plan, donde, como 
en el diseño original, el Campo Marzio era una amplia explanada que soportaba año a año las inundaciones. No es difícil imaginar qué tipo de espectáculo se produciría 
cuando la zona se inundara – cientos de complejos monumentales surgirían del agua como islas. La osadía de Piranessi me trae a la discusión actual sobre la subida de los 
niveles del mar producto del derretimiento de los polos, la posibilidad de que ciudades completas queden, muy pronto, cubiertas por el agua. En ese escenario las ruinas de 
Gatica pueden ser vistas como icebergs flotando en medio del océano, recordando mediante su presencia fragmentada aquellos enormes bloques de hielo que alguna vez 
existieron. Me pregunto si acaso deberíamos comenzar a pensar en nuevas configuraciones para nuestras ciudades, o en asociarnos con otras especies para adquirir capaci-
dades que nos permitan vivir en estos nuevos ecosistemas. — Carolina Castro Joquera

Zombi Mall

Galeria Die Ecke  
December 9 – January 9, 2017
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Zombi Mall 
Installation view
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Zombi Mall 
Installation view
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Zombi Mall 
Installation view
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Zombi Mall 
Installation view



Para su primera muestra en México, Ignacio Gatica expone un proyecto en video en curso, en una instalación de sitio específico nun-
ca antes expuesto. En un viaje a Colombia en 2015, Gatica empezó a fijarse en la relación entre el objeto y la palabra. En una primera 
aproximación, se fijó en cajas de cartón que muestran las isometrías de los objetos que contienen. Estas cajas son el origen de una obra 
en la que dichos dibujos se volvieron las letras del abecedario. LADISTANCIACORDIALDETODASLASCOSAS viene de dicho ejer-
cicio. Imágenes en movimiento de evidencias de la distancia entre el lenguaje y los objetos, y la relación que tiene eso con el cuerpo, con 
habitar, se proyectan sobre pantallas que cuelgan, un pedazo de muro apoyado en el piso y una pantalla suspendida que tiene la forma 
de un continente casi circular. El espacio es el quinto piso de un estacionamiento en el centro de la Ciudad de México, expandiendo el 
proyecto en video hasta la instalación, en específico, de las superficies sobre las cuales se proyectaron los videos, creadas con pedazos 
de muro de tablaroca, encontrada y desarmada en el espacio.

Los videos insinúan letras, encontradas en la calle, en objetos al alcance de las manos o a la vista de un dron, a la escala de un distribui-
dor vial. Las imágenes en movimiento develan letras, pero más que eso, lenguaje, en las cosas. El contraste entre el lenguaje verbal y, 
por ejemplo, el matemático, exponen la crisis del primero y hace pensar en las posibilidades del segundo de describir, entre otras cosas, 
el universo. Esa distancia es lo que hace pensar cuál es la definición de lo real que uno habita. Invitado por el Programa de Arte Público 
Independiente, Ignacio desarrolló parte de este proyecto en la Ciudad de México durante dos semanas, en las cuales, un preámbulo de 
la exposición fue un show de DELI GIRLS, banda de punk/noise de Brooklyn, que primero activaron El Quinto Piso.

Visa Boogaloo

Diablo Rosso, Panama  
2015
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Boogaloo 
Installation view
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Boogaloo 
Installation view



52IGNACIO GATICA

Boogaloo 
Installation view
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Boogaloo 
Installation view



A Mango Street Vendor circles with his cart a roundabout found on the streets of Bogotá. While circulating the modernist junction, a 
self-made sound system attached to the cart plays hypnotic loops of cumbia rhythm fragments. The confrontation of the rhythms and 
the circulation of the cart with the roundabout and its regular transit act as a ritual in the context of the dislocated modern identity that 
characterizes many urban cities in South America.

Romboy

3-channel digital video, 2015 
00:06:23

Made in the context of FLORA ARS +  
NATURA Special thanks to Jose Roca,  
Gonzalo Angarita, Valentina Soto,  
Santiago Forero, David Quiroga.  
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Romboy 
Installation view
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Romboy 
Installation view



Ignacio Gatica has a special interest in language. In previous projects, such as Hermiscambunalia, he worked with the notion of 
translating and resignifying the alphabet. During his residence in Colombia, Gatica focused his energies on an inquiry into music 
and, specifically, the Colombian record label Discos Fuentes. The album cover designs and their use of image and typography served 
as starting points for the creation of pieces in cement, in the same style as the record label’s cover designs, but incorporating only 
certain fragments of the original designs. Back in Chile, the artist once again chose cement as his material, this time to recreate the 
covers of books by the economists Friedrich A. Hayek and Milton Friedman. The covers of the selected books make reference to the 
development of the neoliberal model that had an enormous influence on the politics and the economy of post-dictatorship Chile, an 
effect that was felt in most Latin American countries at the time, as well. These massive cement blocks contrast quite starkly with a 
number of small pieces on the floor, in adobe, with the letter “ñ” inscribed on one side. This material and the inscription refer to a 
vernacular technique present in the local architecture but also to an element that distinguishes the region through the Spanish lan-
guage: the letter “ñ.” In this way, the opposition between these two types of artwork defines a friction between what is local, propri-
etary, and representative of identity, and what is foreign, imposed, or alien. — Pamela Desjardins. 

Free to Choose

Galería Gabriela Mistral, Santiago, Chile.  
2016
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Free to Choose 
Installation view
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Free to Choose 
Installation view
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Free to Choose 
Installation view



‘Hermiscambunalia’ es una muestra que nace con la idea de mostrar un nuevo lenguaje a través de la visualidad, un ‘alfabeto’ que 
metafóricamente se traduce en una inédita arqueología del idioma. Esto, al proponer un medio de expresión que acentúe los límites 
del lenguaje tradicional, al mostrar cómo desde otras disciplinas -como por ejemplo las artes visuales- se puede ampliar su función al 
buscar una esencia común que extienda sus demarcaciones.

Hermiscambunalia

Museo Bellas Artes, Santiago, Chile.  
2014
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Hermiscambunalia  
Installation view
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Hermiscambunalia  
Book detail



Contra Reloj

Action in Central Station, Santiago, Chile.
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Contra Reloj  
Installation view
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IGNACIO GATICA and JOSÉ ESPARZA CHONG CUY  
in Manhattan 

Original photographs by IGNACIO GATICA
Portrait by WILLIAM JESS LAIRD

Artist IGNACIO GATICA met with curator JOSÉ ESPARZA CHONG CUY on a late 
afternoon at Epistrophy, a small cafe bordering the NoLita and SoHo 
neighborhoods. They met to discuss a series of images and sculptures IGNACIO 
has been making in both New York, where he now lives, and his native 
Santiago, Chile. The work documents the effects of a new kind of temporary 
architecture, one prompted by the global lockdowns and protests.

UGO RONDINONE. STILL LIFE (CELESTIAL CYAN CANDLE), 2013
CAST BRONZE, LEAD, PAINT  3 X 2.75 X 2 IN.

THE NATIONAL EXEMPLAR GALLERY  

67IGNACIO GATICA

Balcony Magazine Issue 1 2021
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IGNACIO GATICA
I think it’s great that we can talk informally. You are trained as 
an architect and are currently working as Director and Chief Curator 
at Storefront for Art and Architecture, here in New York. And I know 
you recently co-curated the exhibition Lina Bo Bardi: Habitat, and 
co-edited the catalogue, in which you include a short piece she wrote 
in 1951, titled “Vitrines,”1 which is essentially about storefronts. 
I love it so much and it inspires a body of work I am working on 
now. She also has this other essay called “Stones Against Diamonds,” 
which is where I take the title for a show I am planning, that I will 
call Stones Above Diamonds.

JOSÉ ESPARZA CHONG CUY
I reference Lina’s piece about storefronts, or rather, window 
displays, in my contribution to the catalogue. My essay is actually 
about her house in São Paulo, known as the Casa de Vidrio (Glass 
House), which I refer to as a large-scale vitrine where domestic 
activities are made public. 

Maybe that’s a good place to start. With storefronts and vitrines. 
With ground floor spaces and window displays. It would be great to 
hear about the visual documentation you’ve been compiling over the 
course of the last year, both in Santiago and here in New York, 
where you show boarded up storefronts that prohibit the view of their 
interiors. 

Perhaps now, with more perspective, it’s not surprising that the 
sights of boarded up storefronts you witnessed in Santiago back in 
2020 were going to be so familiar to New Yorkers when you came back.

IGNACIO GATICA
It felt like a phenomenon.

JOSÉ ESPARZA CHONG CUY
And yet they are two completely different contexts, Chile and the 
United States, where people have been reacting to very different 
social and political situations. And somehow, there is something 

about seeing these two series of images next to one another that 
I would say connects them. What really drove you to document these 
boarded up vitrines in the first place? 

IGNACIO GATICA
It was very casual in the beginning. I had gone to Chile because I 
was renewing my visa. The process of obtaining my visa took much 
longer than usual due to the ongoing protests that began in October 
of 2019. The protests were a collective reaction to the prevalent 
inequality of wealth distribution and an unregulated economic system 
that, since the late seventies, has not considered the sustained 
well-being of lower and middle classes in Chile. It was supposed to 
only be a two-week trip, but I ended up staying in Santiago for two 
full months. This meant two months of being away from my common 
studio practice, so I felt the urgency to do something while waiting. 
The political unrest was persistent and of course somehow romanti-
cized by many, but it was weird encountering what was happening there 
because it was so new to me, since I have been in New York for the 
last four years. What shocked me the most was seeing my city, the 
place that I had left, so differently. 

Storefronts, which were vandalized or intervened during the protests, 
became a testament to the unprecedented social movement the country 
was undergoing. Aside from the many people on the streets demand- 
ing more equitable lives, my attention was captured by how all of the 
banks were fully boarded up with corrugated steel or plywood. The 
Chile that I left was the neoliberal Chile, the idyllic capitalist 
island Milton Friedman used to call the “Miracle of Chile.” When 
I left, those ideas were the ones that shaped the Chilean landscape. 

For years, I have always been interested in the phenomenon of the 
neoliberal ideology in my country. I see it as a kind of folklore. 
Many objects of daily use, such as credit cards, for example, are 
part of this folklore. So I started taking pictures of what drew my 
attention — mainly the boarded up banks. I did this mostly to occupy 
myself as well. I would go out all day to systematically record and 
build an archive of these temporary facade “skins”.
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JOSÉ ESPARZA CHONG CUY
It’s interesting to think about a uniform plywood facade across 
businesses and city blocks. To think of plywood as a material that 
creates a continuous storefront that cancels the transparency of the 
vitrine somehow highlights the potential of the city’s ground floor 
in a different sense. Rather than a glass facade that showcases the 
retail space and the objects within it, you now have a blank canvas 
made out of wood. The protective layer that now stands before the 
glass allows you to see it differently. 

IGNACIO GATICA
What is meant to be represented is showcased as it is. A box. 

Nowadays, in buildings, we often see this type of facade — a 
simulation of the facade, where the structure is not what it seems. 
Abstractions of the structure have become a common thing. Right 
now we see, for example, an “ugly structure,” but it’s covered by 
a layer, mask, or skin. That skin doesn’t show the real matter, 
structurally I mean, of the building. It doesn’t show the real 
meaning of the object.

The same thing happened too in the realm of money. How we experience 
it, how humanity has historically experienced money, has been in 
physical terms — coins and bills — right? I’m thinking of Greek coins 
made with electrum and now electronic money. Now we experience money 
almost exclusively electronically, which is a complete abstraction. 
So in a way that abstraction, or that dichotomy towards the material 
and the immaterial, is present to me in every realm. From the 
abstraction of space with the boarded up panels, to the abstraction 
of money with credit cards. I think that is why seeing these glass 
facades covered by this hard matter feels like a confronting of 
reality for me.

JOSÉ ESPARZA CHONG CUY
The boarding up phenomenon, or the abstraction of the vitrine as 
you’re interpreting it now, is a means of protection, right? So by 
boarding up, they protect their resources and material goods, but 

at the same time, that impossibility of seeing it creates and also 
generates a kind of desire.

IGNACIO GATICA
Yes.

JOSÉ ESPARZA CHONG CUY
Can you tell me a little bit about some of the interior views of 
empty shops you also photographed?

IGNACIO GATICA
Of course. I shot a video of storefronts in the first month or weeks 
of the lockdown, and while they weren’t fully boarded up, they were 
all empty. Creating somehow an “in between” state, almost as if 
waiting to create desire, you know?

JOSÉ ESPARZA CHONG CUY
This is in the shops on Madison Avenue, right?

IGNACIO GATICA
Yes. Celine, Balenciaga, and many other stores were completely empty 
inside. No products on view. That emptiness was beautiful. I had 
never seen that happening in the city. Complete silence.

JOSÉ ESPARZA CHONG CUY
The transparency was still present, yet the objects that they are 
trying to showcase in the vitrine were not. You can still see 
through the vitrine, but it’s an empty vitrine. That said, it’s not 
necessarily empty of the brand. As we know, their identity is even 
more valuable than the objects that they sell.

IGNACIO GATICA
That’s the religion of retail. The brand matters more than the actual 
object that they’re selling. The Nike logo is more important than the 
Nike shirt or sneakers in the window. I read this text a Christian 
priest wrote about how brands are becoming the new religion, because 
it’s the religion of contemporary society, which is devoid of faiths. 
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We tend to understand a brand logo now as a religious symbol. This is 
also directly connected with the idea of the dichotomy of the matter 
and its abstraction to the symbolic realm, of course.

JOSÉ ESPARZA CHONG CUY
What is clear from your visual exercise, which registers this 
situation, is that the logos and brands remain very apparent and very 
present. What has struck me in the case of New York City, is that 
there are certain shops that have now designed or custom-made their 
own temporary protection. They have also branded it. I was walking 
down past Chanel and Louis Vuitton in Soho not too long ago and the 
brand identity was very present on their protective skin. Many others 
have even appropriated the protest motifs.

IGNACIO GATICA
It’s almost like a new layer of architecture and information. A 
newly branded facade in front of an already branded storefront. That 
creates a kind of crisis of identity, and it’s remarkable to see how 
financial institutions or high-end stores can drastically change 
the landscape of a city, and with this the way civilians percieve 
themselves through this altered scenario. 

JOSÉ ESPARZA CHONG CUY
It was quite something to see the second wave of boarding up here in 
New York. We quickly saw how everything was covered up in anticipa-
tion of election day and a disaster that never happened. Everything 
was pretty much left intact, pristinely boarded up. It went down as 
quickly as it had gone up. And something I think about a lot, and I 
wonder if you have thought about it too, is what happens with all 
the leftover plywood and the micro-economy boarding up creates. This 
didn’t seem to exist in such a way before. I’ve heard that in New 
York City the price of plywood went up during this period, and so 
did the labor costs of installation and de-installation.

IGNACIO GATICA
There’s a new market for boarding up.

JOSÉ ESPARZA CHONG CUY
It’s been quite fascinating to walk around downtown and see all 
these pieces of plywood in perfect condition simply sitting on the 
sidewalk, waiting to be trashed. I wonder what your thoughts are on 
that effect and the waste it creates. Do you see any opportunities 
in creating something by reusing those materials in your art?

IGNACIO GATICA
What comes to mind is somewhat of a personal experience from when I 
started taking pictures of the boarded up stores here in New York. 
I went out the day that all the Soho stores were being protected 
and I met the people who were doing the work. Soho sounded like a 
machine, you know, like a new machine, with the nails and the hammers 
pounding simultaneously and quickly. 

JOSÉ ESPARZA CHONG CUY
The sound of the new soundtrack...

IGNACIO GATICA
Exactly. It was a new soundtrack and it was the sound of labor. And 
that was something I had never heard there in this way before. 
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A disappearing act

PAUL MAHEKE and BENOÎT LOISEAU 
between London and Paris

In the early days of lockdown — as artists saw their projects crumble —  
the French-born, London-based artist PAUL MAHEKE penned a poignant letter 
denouncing structural disparities in the art world. Titled “The Year I 
Stopped Making Art,” the text stems from a multiplicity of voices across 
time and space — a slave taken to North America; an HIV patient in the mid 
1990s; a 17th-century convicted witch — all addressing an evasive “You” which 
simultaneously embodies institutional power and the museums who exercise 
it. In many ways, the letter captured the oncoming malaise that continues 
to dominate the art community worldwide, punctuated by mass redundancies and 
PR faux pas.

With a focus on dance, and through a varied and often collaborative body of 
work comprising performance, installation, and sound and video, PAUL consid-
ers the potential of the body as an archive in order to examine how memory 
and identity are formed and constituted. Over one afternoon, PAUL spoke with 
writer and critic BENOÎT LOISEAU about the inspiration for his letter, the 
politics of visibility and why we should understand ourselves as ecosystems.

1 
Lina Bo Bardi, “Vitrines” Habitat no. 5 (October–December, 1951), included 
in Lina Bo Bardi: Habitat, co-edited by Adriano Pedrosa, José Esparza Chong 
Cuy, Julieta González, and Tomás Toledo, published by MASP and DelMonico 
Books · Prestel, 2020.

Objects for viewing
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In “Safous and Other Fruits of the Future,” Anna 
Tje builds upon her existing “poetic mythology” of 
so-called exotic fruits, thinking through the ways in 
which these plants can serve as both examples of and 
metonyms for the exploitative global circulation of 
those deemed commodities under capitalism. This 
focus, she writes, “makes me face the tragedies of im-
portation, immigration, and deportation of Black bodies 
rooting from the social and geopolitical structures of 
slavery and colonialism: economies of exhaustion that 
continue to abuse.” Embodying in her poetry the safou 
and its existential and cross-continental journeys, Tje 
takes on multiple subjectivities. The author is watching 
the fruit-bearing tree both from the semantic distance 
of the third person—“the rain hammers her every day  
for two months”—and as part of a collective, a chorus— 
“this is the time when our leaves are the freshest / when 
our flowers bloom before our fruits.” This multiplicity 
breaks down the sacrosanct boundaries of identity and 
body, at once undermining the notions of selfhood as 
hermetically sealed, the integrity of the skin, and other 
foundational border myths. 

“Only when a boundary materializes can it become 
a site for transgression,” writes Elvia Wilk in her essay 
“This Compost.” Throughout this volume, the natu-
ralized borders and categorizations that constitute the 
blood-soaked heart of racial capitalism are repeatedly  
revealed to be dangerous constructions. As editor 
Stefanie Hessler denotes in her introduction, nature is 
“a category used to lower the status of those who hav-
en’t ‘extracted themselves sufficiently’ from the realm of 
necessity and dependence on nature.” The exploitative 
practices of industrial agriculture and resource ex-
traction are justified, authors including Neimanis and 

Léuli Eshrāghi underline, through the same hierarchi-
cal paradigm used to delineate certain beings as “less 
human” and thus deserving of colonization, enslave-
ment, and imprisonment. Resistance, as ever, comes 
only through solidarity. Yet if “human” is a dominant 
category weaponized to delineate who or what is wor-
thy of embodiment, freedom, and a life lived, then this 
solidarity must extend not only to members of our spe-
cies, but to every being in this world that is exploited 
under our current economic conditions.

The intimacy of the world—of our ties, elective 
or otherwise—is, in our current imaginary, scary and 
overwhelming. These links make us vulnerable to 
loss, to feeling, to the shock of recognition. Yet, as Sex 
Ecologies reminds us, we are so much more precarious 
without them. Returning to Wilk, “any moral, and in 
this case anthropomorphic, distinctions between toxic 
and safe, pure and artificial, chemically neutral and 
chemically enhanced, may be reclaimed and/or render- 
ed irrelevant through the sheer intoxicating nature of 
togetherness.” To remain alienated, atomized, pitted 
against one another, to hold on, white-knuckled, to the 
false borders dislocating us from everything and every- 
one else, is to ensure mutual destruction. However 
frightening it is to acknowledge our proximity to and 
thus reliance on one another, on nature, it is our only 
way out. Pain and vulnerability ricochet like stray 
bullets; there is no safety in remoteness. Somewhere 
in the distance something hurts. Somewhere close, too, 
something hurts.

 Sophia Larigakis is writer and editor from Vancouver living  
in Brooklyn, NY.

“Stones Above Diamonds” — Ignacio Gatica
Cooper Cole, Toronto, 24 September to 6 November 2021
by Tess Edmonson

At Ignacio Gatica’s “Stones Above Diamonds,” a thin 
aluminum display shelf borders the gallery walls; on it 
rests a straight line of custom-printed smart cards 
bearing images of barricaded storefronts. The display 
is bifurcated by a pole-mounted monitor installed in 
the centre of the space. On the left side of the monitor, 
the smart cards are printed with photos of Chilean banks— 
their facades sheathed in plywood or metal hoardings— 
taken during the civil protests of late 2019. The cards 
to the right of the monitor are printed with photos of 
New York flagship retail stores equally fortified during 
the George Floyd protests of 2020. Gatica makes use 
of symmetry in his exhibition design: viewers attuned 
to pattern recognition might conclude that some things 
are different, and other things are the same. In Chile, 
graffiti across the entrance of a Scotiabank says ACAB. 
In New York, a G-Star RAW is spray-painted with 
George Floyd RIP. Common to both image archives is 
the implication of a phantom public of rioters and loot-
ers, anticipated and yet out of frame. 

As a whole, the photos offer a taxonomy of emer-
gency architectures, especially plywood, inflecting the 
exhibition with a kind of rigid, repetitive maximalism. 
There’s concision here, and spareness: despite their 
abundance (there are over 100), the cards are small, 
as are their visual planes. Each image is also punctu- 
ated with a gold integrated-circuit chip, and the verso 
bears a magnetic stripe. Viewers are invited to pick 

up the cards and carry them to the monitor at the centre 
of the gallery, whose side is outfitted with a magnetic- 
stripe reader. Each card, when swiped, is programmed 
to make a given line of text appear in a white script 
against the black background of the monitor. The 
Scotiabank card prompts the appearance of so then 
what. The G-Star RAW card cues you have to be happy. 
These phrases are transcriptions of text spray-painted  
or otherwise marked on public surfaces in the vicinity 
of where each photograph was taken. 

So one walks around the exhibition, choosing 
cards at random, and swiping them in the reader.  
A Balenciaga store clad in plywood yields under the 
pavement the oasis. Window barriers spanning the front 
of a The RealReal (and printed with the offensive 
corporate platitude It’s Time To Take Real Care Of One 
Another) bring up they will never have the comfort of our 
silence on the monitor. In succession, the street writ-
ings are alternately aphoristic (memory is fragile only 
when it suits, decorating the cage does not free you), suc-
cinct (thief bank), mysterious (wound, burning in your 
hands), and lyrical (if nothing lasts forever you will be my 
nothing). Displaced from the streetscapes in which they 
originally appeared and transposed onto the digital 
surface of the screen, the phrases take on the appear-
ance of a chaotic, machine-generated poem. 

 I was especially pleased to swipe a card fixed with 
the image of a boarded-up Madison Avenue Prada 

74 Griefreviews

“The Tenant” — Joshua Schwebel
“Hiding in Plain Sight: Archives of Oil” — Sanaz Sohrabi
Centre CLARK, Montreal, 28 October to 27 November 2021
by Saelan Twerdy

store in the reader, which delivered all resentment is  
alid. There’s a kind of inversion at work: I’m thinking 
about Prada, I’m swiping a card—a mechanical gesture 
that’s already opening some well-established dopamine 
pathways—but in lieu of luxury commercial products 
I receive only a maxim. (Nonetheless, I am grateful 
for this reminder. I believe it to be true. I ran the card 
through the reader several times. All resentment IS val-
id.) The integrated-circuit card is a technology central to 
debt economies—a conduit by which its users become 
indebted to the same banks Gatica shows fortifying them- 
selves against the public (thief bank). In making this 
technology the material of his exhibition alongside a 
visual archive of barricaded capital, Gatica compels an 
evaluation of what belongs to whom and why.

Leaving the exhibition, I think of the images of 
graffitied aphorisms I keep on my phone: those I’ve 
captured in the wild in Toronto—other West End res-
idents might be familiar with email god—and others 
I’ve come across on social media and saved—no cops 
no jails no linear fucking time. I identify with Gatica’s 
impulse to document these spontaneous and illicit 
truths, as well as to index their relationship to larger 
mechanisms of power and capital. The exhibition 

comes at a time when narratives about the popular up-
risings of the early pandemic era are being evaluated 
and canonized. Shortly after Gatica’s exhibition closed, 
the Kenosha County Circuit Court endorsed Kyle 
Rittenhouse’s authority to carry out public executions 
in service of property, in particular an idea of property 
that perpetuates anti-Black disenfranchisement and 
the material legacies of American enslavement. In Chile 
a different course: in December leftist student leader 
Gabriel Boric was elected to the presidency, making 
him the youngest person to ever hold that office. (At 
Cooper Cole, swiping a card printed with an image of 
graffiti painted over metal cladding yields the proverb 
being young and not being a revolutionary is a biological 
contradiction.) Gatica reminds viewers of the ways in 
which unrest and violence are routinely mistaken for 
each other: that violence lives in the hoarding of 
wealth and power in the hands of the few, and not in the 
inscription upon civic surfaces by the many. We are re-
minded, too, who stands to benefit from this confusion.

 Tess Edmonson is a writer and editor based in Toronto. She is the 
recipient of a 2019 Andy Warhol Foundation Arts Writers Grant.  

Last fall, Centre CLARK presented separate solo exhi-
bitions by artists Joshua Schwebel and Sanaz Sohrabi. 
Employing the strategies of institutional critique and 
research-based installation, respectively, the two shows 
complemented each other in their polemical approach. 
Schwebel’s “The Tenant” was a hyperlocal investigation of 
the fraught politics of gentrification and artwashing while 
Sohrabi’s “Hiding in Plain Sight: Archives of Oil” offered 
a more free-associative curation of archival imagery relat-
ing to the geopolitics of oil in Iran and the Middle East. 

Schwebel’s “The Tenant” was presented as a single 
entity consisting of a dossier of evidence regarding the ef-
fects of real-estate speculation on artists in Montreal’s 
Mile End neighbourhood. Specifically, the exhibition 
focused on the holdings and activities of Allied Properties 
Real Estate Investment Trust, a Toronto-based firm 
that owns the buildings at 5445 and 5455 Avenue de 
Gaspé, which contain Centre CLARK, along with other 
artist-run centres and studios. A series of seven en-
graved aluminum plaques bearing informative texts—
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 ©Among all, Jupiter is the master who knows how to motivate us to do more and 

better. Jupiter teaches us, without hitting hands or harsh sights, quite the oppo-
site—it leads the road to a healthy evolution based on fun.
In short, if you’re doing something that makes you feel good, then do it more, do 
it better and don’t stop until you have to. Jupiter, just like itself, wants to see us big 
and magnetic. If we want to reason upon growth and sense of limit, the Jupiterian 
artist who I elect as the guide in this journey is Ignacio Gatica, a Chilean artist 
who lives and works in New York. In TANSTAAFL: There’s no such thing as a free 
lunch, a solo show from 2019, Ignacio projects us into a dystopic future and an-
swers the following questions: What would an extra-terrestrial say when landing 
on a desert earth; of all our decaying buildings, monuments and roads? What will 
he conclude by examining the footprints of our civilization? Prior to jumping into 
the media, I’d like to say a few words about the exhibition title. The aphorism was 
coined by Robert Heinlein in his 1966 science-fiction novel The Moon is a Harsh 
Mistress and appropriated by economist Milton Friedman, forerunner of global 
neoliberalism and Pinochet’s occasional economic advisor and main theoretical 
reference for the group of Chilean economists also known by the name “Chicago 
Boys.” Visiting this exhibition means to find oneself wandering through sculp-
tures resembling fossilized remains engraved with mass-noted graphics of big 
companies, religious symbols and, ultimately, titles of essays, names of thinkers 
who founded the Mont Pelerin Society, of which Milton Friedman was a member.
As to say: these are our “cave-paintings,” our society will be illustrated by our 
leftovers and none of our remains will speak directly about the inhabitants who 
once used to produce and dwell in all these ruins. The spatial visitor will find 
incomprehensible, contentless signs, simple round-cornered letter graphics and 
will wonder, what do they mean? They will probably believe that, on Earth, the 
population worshipped a god named Bayer or Chevrolet.
Maybe there’s no need to disturb a bewildered Venusian. We might well suffice. 
Paraphrasing Gunther Anders: There is nothing that could better characterize 
us—men of today—than the incapability of our souls to stay up-to-date with our 
production; to grow at the same rate and catch up with our devices that jerk for-
ward into the future and, eventually, get out of our hands. Our limited Prometheic 
freedom to always make new things has created such a mess within ourselves, 
time-limited beings, that now we can just slowly walk our way—following from 
afar what we produced and projected forward. Conscious of being outdated, we 
can simply wander through our devices as shocked prehistoric animals.
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HERMISCAMBUNALIA: 
IGNACIO GATICA 
Carolina Castro Jorquera

HERMISCAMBUNALIA: IGNACIO GATICA

La creación de una lengua implica 
que en un comienzo muchas de 
sus palabras más significativas y 
simbólicas resulten indescifrables. 
Esto ocurre porque un alfabeto 
centra la consciencia en una 
vía abstracta para transmitir la 
información y, al hacerlo, pierde 
la realidad percibida de lo que 
está comunicando. Por ejemplo 
el jeroglífico de un pájaro no 
deja de parecerse a un pájaro, 
en cambio la palabra “pájaro” no 
se parece a nada, no guarda una 
relación directa con lo que está 
simbolizando. En otras palabras 
es como si la alfabetización 
fuera lo más alejado de nuestra 
percepción emocional del mundo. 
Sin embargo, Hermiscambunalia 
propone ser una palabra que nos 
lleve por un viaje sinestésico, 
sin nunca llegar a reducir su 

significado, sino expandirlo 
mediante la liberación 

de los sentidos y la posibilidad 
de reconocer nuevas formas de 
percepción sumergiéndonos en un 
viaje abstracto y psicodélico.
 Imaginemos que las 
palabras no son sólo un conjunto 
de letras puestas unas detrás 
de las otras sino que éstas 
implican también un sonido. 
Hermiscambunalia resulta hasta 
difícil de pronunciar, Her-mis-
cam-bu-nalia, Hermis-cambu-
nalia, por más que consigamos 
entonarla es muy posible que 
en un comienzo nos resulte 
desconcertante pero que sin 
embargo asumamos su existencia 
en relación a un recuerdo, como 
me ha ocurrido a mi que cuando 
le escuché por primera vez 
pensé en una planta carnívora 
voladora. Su sonido me resulta 
atractivo y, si bien no funciona 
como el jeroglífico –que ilustra 
lo que significa–, las obras 

que conforman la exposición 
y que han dado nacimiento a 
Hermiscambunalia, la transforman 
en un jeroglífico en sí misma 
poniendo frente a nuestros ojos el 
sonido y la imagen de una nueva 
arqueología contemporánea.
 Hermiscambunalia es una 
palabra compuesta por muchas 
otras –hermética, caminar, 
buscar, interpretar, deambular, 
sinestesia, mímesis, oxímoron, 
tropicalia–. Es también un 
concierto, es un espacio lleno 
de huellas y formas, símbolos y 
letras, es una caverna neolítica 
donde entramos por primera vez 
y vemos las inscripciones de una 
alterada relación del hombre con 
el tiempo, es la señal de una nueva 
conciencia en consonancia con 
una joven generación. En el  
centro de Hermiscambunalia  
–la exposición- se encuentran unas 
formas totémicas, un pequeño 
monumento arqueológico que 
simboliza, entre otras cosas, 
el abecedario originario de 
esta situación lingüística: la 

piedra filosofal del lenguaje 
hermiscambunal. A su alrededor 
ocurrieron un sin número de 
situaciones rituales, entre ellas 
Traducciones –un concierto de 
música experimental donde 
los músicos interpretaron los 
significados ocultos en las obras-, 
ofreciendo a la comunidad la 
interferencia de varios tipos de 
sensaciones de diferentes sentidos 
en un mismo acto perceptivo.
 La transmisión de un 
conocimiento por la vía abstracta 
de la experiencia, eso es 
Hermiscambunalia, un sinsentido 
colmado de significados, un 
pájaro que no sabe leer ni escribir, 
pero que reconoce al vuelo a otro 
como él.

SANTIAGO DE CHILE, 2014

P.96: Ignacio Gatica, Hermiscambunalia (Alfabeto), 2013.  
P.97: Ignacio Gatica, vista de la exposición Hermiscambunalia, 

Galería Die Ecke, 2014.

FLORÆ: TRADUCCIÓN / TRAICIÓN

Texto escrito con motivo de la exposición 

Hermiscambunalia en la Galería Die Ecke, 

Santiago de Chile, Chile, 2014.
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