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minutes inside, that the door will close automatically, and that
you have to turn off your phone and remain silent. A maximum
of ten people are allowed.

Finally you go in and the door closes automatically behind you
and you find yourself in full darkness for one minute. (The guard
has explained that there is a panic button if there is an emergency
and you need to get out.) After a while your eyes get used to the
darkness and you start seeing silhouettes on the back wall. The
silhouettes are all different. There are two kinds — half of them
are victims of the Pinochet regime, the others are anonymous
Chileans whom I photographed on the streets of Santiago. But
they are mixed up. People can perfectly recognise relatives or
loved ones, other people just see silhouettes. After 6o seconds of
darkness, the lights come on and gradually intensify. It takes 9o
seconds to go from 10% to full intensity. When you get used to
the blinding light you realise that both side walls are mirrored,
which creates an infinite wall on both sides. You are illuminated
historically, conceptually, physically and emotionally by the faces
of the living and the dead.

I wanted to suggest that this monument was not only for the
4,000 people who died under Pinochet. This is a monument for
all Chileans. Instead of marginalising the victims like most
memorials do, I wanted to integrate them into a collective
narrative. We are all together, I wanted to suggest. This is a
monument for 17 million Chileans alive and dead. I thought hard
about how in memorials the victims are always marginalised. We
create these crypts or mausoleums and bury them there as if to
get rid of them. Logically there is always resentment from the
relatives who feel that society has never really understood their
pain. [ wanted to suggest another paradigm for memorials.

It also implicates the viewer.

Yes, because we are absolutely part of it. After go seconds the
lights go off again and you remain in the dark for 30 seconds
before the doors open. During that time you will experience an
after-image effect and you still see the silhouettes in the dark as
they are imprinted in your retina and that is a possible way to take
them with you. It is a permanent memorial. I felt free because
the museum is there and will tell the official story. They have the
faces, names, stories, documents — the historical narrative.

I am now designing a memorial for the victims of the
genocide in Rwanda so I have had to visit a lot of memorials.
Most of them are grey and depressing. That is why I wanted to
invite the living into these spaces and the light. That is why I
dared to shift the paradigm and hoped that it would go
somewhere. I couldn't sleep for months. I have made maybe 6o
public interventions and most of them are ephemeral - you use
the city as a laboratory and if you fail it goes away after a while.
This was going to stay forever.

How much do you identify yourself as a Latin American artist? Do
you feel that being from Chile allows you a platform to deal with issues
that a western artist might not be able to?

Well, I feel incredibly free, not because I am Chilean, but because
[ am not afraid to express my point of view and invite people into
different worlds that I create. You have asked a fascinating
question because when I arrived here in New York it was a huge
disadvantage to be from Chile. Thirty years ago the art world was
incredibly provincial and an international exhibition included a
few Americans and a few Germans. It was very difficult to break
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in and nobody really cared about artists from other places. We
were totally invisible. So when you ask me if it is an advantage 1
want to believe that things have changed. For me the world of art
and culture is perhaps the last remaining space of freedom. And I
exercise my freedom fully. We must because we don’t know how
long it will last.

[t is interesting to see how mainstream institutions today are
embracing Latin American artists.

I think there are extraordinary artists in Latin America - like
everywhere else — and of course the establishment needs new
blood. I'm glad that these institutions have opened their doors to
artists and intellectuals from other places, but the change is only on
the surface. We need more radical, structural changes. The canon is
still one and the same — the practice and production of these artists
are seen as just adding to it. But a lot of progress has taken place.

Latin American art has such an impressive body of scholarship
around it already.

Latin America has always been there. We were just invisible. If
you look at the development of conceptual art there were
extraordinary concurrent developments there and here and
sometimes we were the avant-garde, but we were ignored because
history was written here in the US. There are people trying to
change that, but it will take perhaps another generation to create
structural changes.

Can you comment on your work with film and video?

When I was completing my fifth year of architecture studies
Santiago was being redeveloped in the most horrible way. A lot of
ugly apartments were being built as part of the neoliberal
economy that Pinochet was imposing without any possible
resistance. I abandoned architecture and went to study
filmmaking. After I completed my film studies, I decided to go
back and complete my architecture degree because I had
discovered how connected film and architecture were.

I am a frustrated filmmaker. All my works have this filmic
quality that I can’t avoid because I am thinking about film all the
time. I have managed to create quite a few short films. I released a
film last year, The Ashes of Pasolini, at the Venice Biennale (Reviews
AM328). If someone would give me the funding [ would
immediately stop everything and do my first film. Film is perhaps
the most complete language in which to express yourself. T envy the
communication that you reach with an audience in a cinema. As
you know, in the art world the average time the spectator spends
with an artwork is three seconds. We work three years on a project,
we finally install it somewhere and people walk by, casually. That is
a tremendous frustration.

What kind of film would you make?

I have written a few script ideas. The ideas are fictional films, but
of course based on reality. It would be in the same spirit of what [
do as an artist but trying to reach a large audience because I don't
want to make a film seen by 30 people.

Alfredo Jaar is an artist based in New York. Forthcoming exhibitions
include Galerie Kamel Mennour, Paris, and Sharjah Biennale.

KATHY BATTISTA is director of contemporary art at Sotheby’s
Institute of Art, New York.
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