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LOS GESTOS MUERTOS:
UNA ESCRITURAQUENO IHABLA.

lubiola Iza

Il lenguaje esta presente cuando se lo habla; st no, esta muer
lo v las palabras. prendidas con alfileres on los diccionarios.
listos poemas que nadie habla v que pueden pasar por un
ramo de flores clegidas por la manera en que combinan sus
colores o para acompanar una scleccion de piedras preciosas,
son en realidad silencio puro.

Jean-Paul Savtre. Mallarme or the Poel of Nothingness

Dentro del campo de las artes visuales mucho se ha discutido sobre
la potencialidad o las limitaciones de las imagenes para transmitir la
memoria historica, en especial. en relacion con evenlos de naturaleza
traumaltica derivados de fa pléyade de escenarios marcados por violen-
cia politica acaccidos a finales del siglo XX 1in voz de arlislas, cincaslag.
filosofos ¢ historiadores de arte —entre otros - ha surgido una larga dis

cusion en la que se privilegia uno u otro canal para que ¢ste pueda rendir
testimonio; en este tenor destaca la confrontacion que se ha desarrolla

do entre lavoz v la imagen.

Una breve digresion puede servir para ilustrar esta disputa teorica: en
1985 ¢l cincasta francés Claude Lanzmann completd la pelicula Shoah.
provecto cinematografico que lomo once anos en realizarse v que se
construye a partir de testimonios provenientes-de las distintas partes
prisioncros. habitantes de los pueblos donde se establecieron los cam
pos de concentragion. guardias - relacionadas directamente con el ex
lerminio judio en Polonia. Shoah sc¢ inscribe dentro de un contexto en el
que la falta de imagenes fotograficas del holocausto judio abrio la puerta
aargumenlos que negaban la existencia del mismo, esto es, con basce en
la Falta de prucbas visuales postulaban como imaginario uno de los epi
sodios mas crueles dentro de la historia reciente. Mas de una decada de




spués, Lanzmann lanzo Sobibar, 14 Octobre 1943, 16 heures (2001). don-
de tnicamente se presenta un testimonio, ¢l de Yehuda Lerner, filmado
en 1979 a la par de los otros testimonios que conformarian Shoah. ara
ambos filmes. Lanzmann decidio no hacer uso de imagenes que pudicr
an servir o sugerir un reenactment de los eventos narrados: si ¢l registro
visual escindio este obseuro periodo, es el testimonio  la voz ¢l vaso
comunicante que, a su parecer. nos concede aceeso al pasado v lo hace
presenle.

Laoposicion mas clara a la postura de Lanzmann se encuentra quizi en
“La imagen intolerable™, ensavo en el que ¢l filosofo Jacques Ranciere
nicga categoricamente que el testimonio escape al campo de la visuali

dad. Rancicre argumenta que éste es simplemente otra forma de repre-
sentacion, atrapado por igual en ¢l proceso de construccion de imagenes.
Sin forjar alianzas con ninguna de las partes. en Los gestos muertos Maria
Isabel Arango (Medellin?1979) realiza una suerte de discccion del testi

monio al concentrarse en los discursos de politicos colombianos micn

tras abordan el tema del proceso de paz con las Fuerzas Armadas Revolu

cionarias de Colombia (FARC) recién vivido y. linalmente. rechazado
enun plebiscito por una minima ventaja - en el pais sudamericano,

Valicndose de recortes de periadicos v revistas, bisquedas web v oex

plorando distintos archivos v bibliotecas, Arango constituyo una vasta
coleccion de imagenes. en su enorme mavoria de politicos discutiendo
sobre el mencionado proceso de paz. Posteriormente, Gstas fueron cla

sificadas v catalogadas con base en ¢l eriterio de la intencion denotada
por la gestualidad de las manos del retratado: convencimiento, modestia,
lemplanza, conviceion, amenaza, reiteracion. entre otros. Bl orador desa-
parece de faimagen una vez que la artista aisla las manos v el cuadro se
cierne tnicamente en éstas: conforme se enfatiza ol gesto, el referente se
lornaausente. Sibien lavoz. el testimonio, no tiene cabida dentro del reg-
istro fotogrifico, aqui, la imagen falla también en conectar al espectador
conaquello que no ha podido ver con ojos propios.

\Fhaberse levado el proceso de paz a puerta cerrada. esta compilacion
visual replica, hasta cierto grado. la experiencia espectatorial vivida en
dicho pais: la discusion dominaba la esfera publica pero la Gnica manera
detener acceso al avance -0 alos retrocesos— del proceso era a través de
la propia prensa o de los comunicados oficiales del gobierno va que éste

se realizo, en su tolalidad. bajo una secrecia aparentemente necesaria
para su curso. Por lo tanto, la poblacion vivio este proceso en dos reg-
istros separados: ¢l primero, a nivel visual. y ¢l segundo. a través de a
palabra escrita. e aqui el punto de partida conceptual del provecto, el
¢nfasis en que la escritura de la historia - politica o no- sucede a partir
de la disociacion del discurso v los gestos, esto es, a partir de la negacion
de fa politica misma como un acto performativo, v lo que resulta de ello
son, por ende, gestos muertos,

No obstante, la disociacion gque menciono de la politica camo un acto
performativo es aun mas profunda de lo que pudicera parecer a prime
ra vista. n Lines: A Brief History (2007), el antropologo Tim Ingold
desenreda cuidadosamente de qué manera. en las sociedades formadas
bajo parametros occidentales, se ha vivido un largo proceso mediante
¢l cual la voz se disocid de la corporalidad en distintos ambitos (teatro,
musica. v yo sugicro aqui I3 politica) para ceder primacia a lo.eserito
como soporte principal, si no s que tnico, de la historia. Por consecuen-
cia. el desmembramicnto de la politica como performance. como inter-
pretacion, puede leerse como un acto violento en ¢l cual la oralidad, Ja
gestualidad v lo escrito seguirdn caminos distintos v, de los tres, inica-
mente sobrevivira el dltimo registro.

La reflexion de Ingold comienza al preguntarse sobre la presencia ‘de
la linca en casi todas las actividades humanas, esto es. como la gran ma
voria de acciones se conforman a partir del trazado de una linea, pos-
teriormente. se convertiria (o disciplinaria) en una linca recta. Ingold
sospecha que tal “linearizacion” liene origen en la escritura occidental
v su caracter rectilineo v, curiosamente, la investigacion se deriva de sus
estudios sobre la separacion de las palabras de su vociferacion; es decir,
al hablar v pensar sobre el discurso nos referimos a su existencia como
palabras escritas. “IHemos llegado a una nocion del lenguaje como un
sistema de palabras v signilicados que es dado con gran independencia
desuactual vociferacion en los sonidos del discurso. |...| La busqueda de
una respucsta me ha llevado de la boca a L mano. de las declamaciones
vocalesalos gestos manuales, v a la relacion entre estos gestos v las mar-
cas que dejan en superficies de distinlas clases.”

I Tim Ingold. Lines: A Brief History (Londres: Routledge, 2007), pp. 12\
Teaduecion




Ingold explica que en la era mod

erna la musica se puritico de su
componente verbal v el lepguaic
de su componente sonoro. Segun
I tanto ol compositor como ¢l es-
critor s¢ dedican a realizar mar

cas graficas de una u otra clase
sobre una superficie de papel, la
voz es unicamente una interpreta
cion de o escrito: las palabras,
asi como su significado, no vacen
en Astas <Que sucede entonces
con ¢l timbre, ¢l tono v el ritmo?
In la notacion musical. éstos han
sobrevivido  como  indicaciones
razadas ¢n pequenos  simbo

los. convirtiéndose entonces en
meros adornos de la voz. &Y con
los  tartamudeos.  vacilaciones.
repeticiones v silencios dentro de
los discursos politicos? Una vez
que lavoz queda fuera del terreno
de la oratoria, sus inflexiones per

manceeran fuera por siempre - la
intencionalidad  revelada en la
interpretacion de las palabras
queda relegada de la historia. La
violencia contenida no sélo en el
discurso en papelsino en la repre

sentacion de este desaparece jun-
o con los clementos efimeros de
lavozy la gestualidad: a los gestos
muertos se les suma una escritura
que no habla

Fis o travds del énfasis puesto en
L desaparicion de la voz que Los
(estos muertos no es un provecto
(quescocupe porintentar restitui

ir.-o descubrir la intencionalidad con la que uno o varios discursos
fucron dados sino que se sitaa en una posicion que asume. plenamente,
una crisis en la representacion. Regresando al terreno de las artes vi-
suales, dentro de la literatura sobre ¢l testimonio v la transmision de la
memoria historica hay una cierta creencia permeando buena parte de
ella en que el testimonio proviene de “un sentido de urgencia, propicia

do generalmente por situaciones de erisis o cambio” v que favorece por
lo tanto “la inmediatez y la calidez (o 1o emotivo) sobre la distancia v la
frialdad comparativa del documento.™

La expansion de argumentos similares ha dado pic a privilegiar medios
como ¢l video; se¢ asume que su evidente componente temporal puede
dar acceso al pasado v cuestiofiar igualmente las formas en que éste sc
hace visible. s nuevamente Rancicre en “Laimagen intolerable” quicn
argumenta que “la representacion no es el acto de producir una forma
visible, sino el acto de ofrecer un equivalente - algo que ¢l discurso hace
tanto como la fotografia. Laimagen no es el duplicado de una cosa. s un
juego complejo de relaciones entre lo visible v el discurso, lo dicho v 1o
no dicho.” * Son esas tensiones las que impulsan al provecto de Arango,
conformando.una seric de registros que evidencian lo que seve y no se
ve en dicho proceso. Por cjemplo. cqué evidencia u oculta la imagen de
un puno golpcando una mesa?

Ll aislamicento de las manos gesticulantes de los oradores genera un
extrafamiento de tipo brechtiano, su aparicion fuera de contexto, asi
como la ¢jecucion improvisada de una absurda corcografia provocada
por la navegacion entre mas de 350 imagenes. abre un espacio de inte-

rrogacion sobre las formas en que se transmite la historia en las socic

dades formadas bajo un modelo occidental, esto es, como mencionaba
anteriormente, en sistemas sociales donde la escritura ha devenido el
medio privilegiado para la transmision de la memoria. El extranamien-
lo es refoezado por la aparicion repentina de manos que, al parecer.,
habitan dentro de otros contextos sin relacion con la toma de decisiones
en represenlacion -y afectando igualmente  a un pueblo: las manos de
una mujer mientras rompen un huevo, las manos de un hombre cuyos




dedos v unas estan impregnados
de tierra, olro par de manos s
posadas, v unas mds en marmol
ascmejando una postura de ple
garia, entre otras, también for
man parte de la scleceion real
izada por Arango. \ pesar de que
Los gestos muertos surge inspi-
rado en ¢l contexto colombiano,
¢ste liene igualmente un caracler
mas abstracto (en parte gracias
a que los rostros quedan fuera
de cuadro) v resulta relevante en
muchas otras geogralias donde la
incquidad impera. ¢ln manos de
quicn, literalmente, esta ¢l poder
de hacer politica? La repeticion
consistente de manos nos brin
da algunas pistas relacionadas al
género, raza y clase econdomica de
Lales individuos.

Un dedo apunta, otro scenala,
una mano se retuerce. otras dos
seestrechan con firmeza: como
menciona Ingold, los gestos dejan
marcas en superficies de distintas
Clases. Esto es. no dejan Gnica-
mente inscripciones fisicas sino
(que sumanejo busca imprimirse
en la psique de sus espectadores.
Iis inleresante que la gestuali-
dad. sicndo un elemento con un
impacto tan profundo, no logre
sobrevivir al paso del tiempo. Re

lexionando sobre ello, Arango cli
gio el lormato de libro como pri-
merasalidico interpretacion de su

archivo: dicho Tormato ha sido ¢l medio utilizado por excelencia para
almacenary transmitir conocimicento. CPuede entonces lo corporcizado
considerarse conocimiento”

Grracias al formato elegidoy a la inclusion de imagenes diversas. ancla-
das en el proceso de paz colombiano. pero tambicn a algunas otras que
se fugan incluso hasta la antigua Roma, Los gestos mucertos se construy e
como una constelacion donde. a decir de Walter Benjamin, pasado
presente se fusionan para generar sentido. Las manos no son un testi

monio sino un cuestionamiento simultancamente mudo vy ruidoso sobre
las formas bajo las cuales s¢ construye la historia. Asimismo. plantca un
viaje a través del proceso de paz al emprender una jornada rizomatica de
un (an)archivo que no contiene sino pausas, silencios v CSPACIOs VAclos,

Para la segunda iteracion del proyecto. el ¢jercicio expositivo del cual sc
deriva esta publicacion. Arango decidio partir del archivo de imédgenes
generar una corcografia - en colaboracion con Andrea Chirinos donde
la vacuidad de los gestos se hace evidente: los movimientos se repiten
incesantemente, se aceleran v ralentizan, se convierten en un signo sin
significante. La falla de tramsmision tanto de los gestos como de la voz
es reforzada por los microfonos que son. en realidad, esculturas hechas
de materiales domésticos. Los pedestales estan realizados con tuberias
de agua v los micréfonos con utensilios incapaces de transmitir la voz:
cepillos para cabello, escobillas, fibras para fregar los trastes v zacates
para la limpicza doméstica. Si el archivo de imagences remite a la politica
como una practica realizada de mancera predominante por hombres, las
esculturas —un gracioso cjercicio de bricolage v ensamblaje remiten
por ¢l conlrario a una prictica predominantemente femenina: la labor
domestica. El conjunto de todos los elementos ¢l archivo de las im
agcncmlum]m».\ la corcografiay las esculturas — enfatiza un sinntimero
de fracturas. Si el archivo generd en principio gestos muertos. su puesta
cn escena apunta tambicén a la voz in absentia.

Bajo este tenor de una historia en negativo es que entiendo la recolece
cion obsesiva por parte de la artista de imagenes que proliferaron en la
prensas A decir de Hito Steverl, | plensar que las camaras son herrami




enlas de representacion supone en verdad un malentendido:
son.en el presente, herramientas de desaparicion. Cuanto mas se
representaa la gente. menos queda de ella en realidad.” Ciertamente,
cltestimonioy o documental se encuentran en crisis. Mara Is-
abel Arango no intenta restituir una cierta le perdida en estas
practicas sino apuntar a uno de los muchos procesos que ha
cenanin a la transmision de la memoria historica Un proceso no
solamente truncado sino, tambicn, violento.

b Jacques Rancicre, “Fim: e intolerable™ en Le spectateur emancipe (arvis: La fab
rique cditions, 2008), p. 1023\ i traduccidn

o Hito Stexerl, Los condenados de la pantalla (Buenos Aires: La Caia Negra, 2014),
P 176




LESSON VL
THE HAND,

We have to consider,—~-

1. The faces of the hand;

2. The functions of the hand;
3. The indications of the hand.

THE FACES OF THE HAND.
1. The palm, vital in nature, revelatory in ex-
pression ;
2. The back, moral in nature, mystic in expres-
sion;
3. The side, mental in nature, indicative or defini-
tive in expression.

THE FUNCTIONS OF THE HAND.

1. To define or indicate;
2. To affirm or dehy;

3. To mold or detect;

4. To conceal or reveal;
§. To surrender or hold;
6. To accept or reject;
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Notas sobre el orador perfecto
M. Dunstan, 11/09/16, 7.02 pm
Martes. Nov 8. 2016 a las 12:28 am
, Las manos que fuman
Fabiola Iza - fabiolaiza.m « gmail.com ~ :
CC: Maria Isabel Arango - mariaisabel.arango « I.as manos que fuman escuchan y

' esperan: buscan postergar acon-

lecimientos mientras que la otra

persona habla (ya que hay un otro

que no es visto). Su mano dere-

cha estid abierta, la palma cerrada

hacia arriba. la upa de su dedo

pulgar bordea ¢l fin del filtro del

cigarro. La mano izquicrda sos- SR Mason, 01/10/16,4.15am
tiene a la derecha. cobijada por -
debajo, con la palma escondida,
los dedos sucltos v listos.

1l cigarro se ha quemado casi
hasta el filtro - cuando llegue al
final, ¢lla tendrad que actuar.,

lola ;
Iispero que estés muy bien.

121 jueves que nos vimos te platicaba sobre ¢l proyecto que estoy realizando junto
con mi amiga. la artista Maria Isabel Arango. v que estamos solicitando a varias
personas que se dedican a diferentes campos de conocimiento que interpreten o
analicen algunas de las imagenes con las que estamos trabajando en ¢l proyecto
que deseribo a continuacion. Te escribimos Maria y yo para explicarte y saber si
te interesa colaborar.
» Podemos mirar ¢l ver: no po-
demos escuchar la escucha
(Marcel Duchamp)

Il proyecto se llama Las gestos muertos v, originalmente, surgio de la experiencia
de Maria Isabel — como espectadora— del efecto mediiatico del proceso de paz
en Colombia. Sin saber muy bien ¢l porqué o para qué, cred compulsivamente
un archivo de mas de un millar de imdgenes de politicos discutiendo sobre el
proceso. Hace un par de afios, tras descubrir varios intereses teoricos en o mian,
comenzamos a platicar sobre ¢l archivo v. finalmente, éste se ha convertido en un
proyecto que se consolidara bajo el formato de un libro y gue derivari igualmente
en una ejereicio expositivo aqui en ¢l DE Es para esta ltima iteracion que e
pedimos ¢l - : '

sigmiente favor: adjunto en este mensaje una imagen, para que la analices 0 ex-
preses lo que venga a tu mente al encontrarte con ol gesto retratado.

Un brazo cruzado sobre ¢l
- torso con ¢l fin de escuchar
un idioma distinto — las parc-
des no reflejardn la vision con
seguridad. Paredes blancas y
cuerpo blanco, la boca abierta,
anticipando. Cabello perfecto.

Curiosamente. hemos visto que las personas a quienes hemos contactado con- Somos un - Fco. escachando

tribuyen con gusto pues les ayuda a pensar. asi sea de manera muy abstracta, ? para la presencia, deslumbra-
= sobre ol dima politico que estamos viviendo. Una amiga respondio gue 1o que dos por la belleza. Esto es todo

resultaba tan relevante en este llany s, i a v & idad para la in-

esultaba tan relevante en este lamado es, a lavez, una oportunidad para a in lo que cscuchamos — nada

vestigacion impregnada de tristeza. mids que mentiras marmoreas
— incapaces de vera la piscina
estigia de la realidad a los ojos.
Iiscuchando al pasado micen-
tras otros crean ¢l futuro, uno
que ninguna pitonisa podria
decir,

Uno o dos parrafos son més que suficientes. Si descas participar v acreditar ¢f
texto o permanceer como colaborador andnimo, hiznoslo saber.

Muchisimas gracias.
U'n abrazo.
Fabiola y Maria -
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PM, 02/08/16,9.23 am

El encuentro entre las manos
marca una paulta, las manos no se
pueden entrelazar, no deben. s
la aceptacion, ¢l reconocimiento
del otro en su resistencia y mis-
midad. Esta tension no puede
romperse, mucho menos  con-
vertirse en amalgama de manos
entrelazadas, porque ella marea
lo politico verdadero, en otras
palabras la tragedia. lo antagoni-
co v lo contradictorio que se hace
necesario conciliar una y otra vez.

M.A Madero, 13/10/16,9.22 pm

Las estatuas mueren lambicn,
el documental de Chris Marker,
empieza diciendo que cuando
los hombres mueren, s¢ vuel-
ven historia: cuandolas estatuas
mucren, se vuelven arte: v esa
botanica de la muerte es Jo que
Hamamos cultura. Botanica, o
cronica,  organica, quirargica,
esotérica,  anestésica,  clinica,
anatomica, histologica, mitologi-
ca. logistica de la muerte... &y
politica’ Si. politica de la muerte.
Ya cuando no nos quedan isticas

logicas - icas, nos quedamos
con ¢l gesto, El gesto crudo y sin
explicacion, tambi¢n sin casa
(unheimlich), eso que ya no s
familiar y excede toda inteligibi
dad. Puede que todo tenga que
ver con la tension de los mascu-
los. Iso que desaparece una vez
morimos.
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C. Czacki, 11/09/16, 5:10 pm

Depende quién pose la mirada

Un ojo etnogrifico entrenado
en o manos animales, gesl«")s que
apuntan  flaccidamente.  Suje-
tos de una posible posesion o
conquista—serviles con lo infe-
rior.  Contraste distante,  pero
familiar. Estados de abismos in
ter-subjetivos.,

La gran cadena del ser: aquella
maquina-mapa definitiva que nos
provevo las categorias agobiantes
atin de raza, clase. género, ani-
mal, mineral, vegetal, dios. In-
tentos por. convertir ¢l caos en
cosmos forzando a los elementos
dentro v fuera de categorias. Fx-
plicaciones de lo imposible para
conocer reinos metafisicos, otor-
gados por unos sobre Otros. Pro-
cesos cuantificados, cualificados.

Dedos flacidos v linguidos, como
las figuras de mujeres con apa-
riencia de peees en las Pinturas
historicas—¢stos no son dedos
de retoricos apuntando con una
firme  protuberancia,  huesuda
v fascista, con la cual designan
ellos lo suyvo: el lenguaje, la 1ogi-
ca, la propicdad todas las co-
sas-herramienta que conforman
su mundo. Por ¢l contrario, cucl-
gan con desgana.. Feminizados
incluso si masculinos.

Al borde, casi tocandose en-
tre si pero sin lograr jamas la
conexion. Riscos de contacto
invalidado.

M. Bonilla 31/09/16, 5.00 am

Veo a una mujer poseida por
una banda de Mobius, despuds
de lo cual ella se convierte ¢n

dos.

M. Kalmanovitz, 13/10/16, 9.00 am

Iin la bola ordculo de erisfal, tiem-
po v espacio se distorsionan. Las
manos de princesa se vuclven ra-
mas de drbol, ¢l tiempo de la pre-
gunta se alarga indefinidamente,
dejando una inquictud abstrac-
ta, una respiracion atorada. una
rasquing que no se va.

Los nuevos vecinos, oserdan bucenas
personas? Cracrian a un perro que
muerde? (Se robardn mi bicicleta
para hacer malabares en un semi-
foro?

Lo que pasara en ¢l mundo
arande. ¢l de los eventos descritos
en periodicos v noticias, tambicn
se distorsiona. Parcce que todo
estard mal. luego parece que todo
estara bien, luego parece que la
incertidumbre se extendera por
siempre.

Ahora necesito gafas para ver de
cerca. Pero ni con gafas ¢l futuro
de la boka de eristal se ve mas
definido.

Por momentos se aclaran las co-
sas: ¢l futuro es usar gafas mas
grucsas para ver igual de mal.

L. Antoinette, 1/11/16, 3:00 am

Te diria suavemente

Que mi altima carta fue ¢l as de
COTAZONCS

Tudltimacarta el rey de corazones
No obstante fallé. da qué se debe?
Siempre desapareces dejanda, (o
apuesta sobre la mesa.
Desaparcces tlomando las cartas
en tus manos.

Siempre encantador

PPero no conozco tu juego.

aAcaso tienes uno?

Me dejaste elegir una carta,

I5s0 es todo.

Sin embargo.

Siento que un dia

Reapareceris

Con una nueva sonrisa impasible
Y una nueva mano

I<n tu palma

pard jugar un justo

acon el mio?
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THE HAND.—Continued. : :');“E\ | 23\ =R =
THE AFFIRMATIONS OF THE HAND. ' =2 == (! 2
L] g, B
There are many affirmations of the hand. Below are nine. The . N v ‘/\t‘
abbreviations, nor.-nor., etc., describe the relative affifudes of the 2 X
hand. ' : it
An affirmation is 2 movement up and down. 2
ff\ ——C “«‘_'\\
1. Hand nor.-nor. ! 8 e 2% AN
Signification: Teacher’s affirmation. It defines. ek g \ Ry s
2. Hand con.-nor. e e o
Signification: Patron’s affirmation. It protects, t —
3. Hand ex.-nor. .‘ | A IS
e s & Ly S . D P
Signification : Champion’saffirmation. It supports. VS e s
{ i
4. Hand nor.-con.
Signification : Conservative’s affirmation. It limits. - N S AR
5. Hand con.-con. | T R V) 2| " V)
5 : = 4 . = b“*‘\—-\r/ : B " ot
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Signification: Seer'saffirmation. It mystifies.
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Amanda De La Garza, 4/11/16,3:00 pm  _

lise hombre se desmavo

instantincamente
un golpe seco

instantdnco
una mano v un golpe scco
en la base del cucllo
produce, de acuerdo a los manuales médicos,
un desmayo ;

stibito.

Un desmavo que no ocurre
por estrangulamicnto
o asfixia, en donde la mano opera con la
presion del pulgar v el resto de los dedos
o donde fa presion de la parte anterior del codo,
en forma de escuadra, ejerce la fuerza
sobre el cucllo.

Viértebra C3,

seiala el manual médico,

me lo explicd

clabuelo en un diagrama

v con un movimiento de manos

simulando la secuencia de pasos

¢l supuesto cuello

la vertebra

¢l musculo

los centimetros para medir

la posicion de la mano que golpea

vde lavértebra adecuada,

donde reposara el golpe

luego, la simulacion del desmavo
instantanco.

Un golpe certero

Lan preciso como la traicion

de un cuerpo al cacr

al no aponer ninguna resistencia

ante la nebulosa

¢lmarco

el desmavo.

T — —

i

- — ety

AT

==t

e la contundencia del golpe

de sumilimétrica premeditacion
depende la instantanecidad deldesmayo
practicar, ' ;

repetidas veces, .
un gesto v una corcogralia

s¢ hace indispensable.

Una imagen de referencia

¢s mas til

gqueuna descripeion desglosada
un imagen que requiere

de un orden analitico

de lo que significa ¢l golpe
anatomicamente.

LUna imagen captura ¢l momento anterior al golpe

¢l momento de preparacion

de una mano reposando encima

del cuello

¢l punctum

es el momento previo al golpe

la mvd;lu(-i('m sobre el esfuerzo

¢l cuerpo que de pronto ¢s un mecanismo
que involucra musculos v huesos

un mandato al cerebro

que controla la fuerza y la eficacia del golpe.
Levantar la mano y en cuestion de segundos
dejarla caer sobre la vértebra C3.

La practica del golpe requicre tocar repetidamente
la base de la nunca, posar cuatro dedos

en el area del golpe.

I%s un gesto parecido

al del otorgamicento de un privilegio

un titule nobiliario

do alguion que ha sido ungido <
por contacto

inmediatamente, instantiancamente.



THE DEAD GESTURES: A WRITING THAT DOES

NOT SPEAK

Fabiola Iza .

Language is present when someone speaks. otherwise it is
dead words neatly arranged in a dictionary. These poems ul
tered by no one, which scem like bouquets of owers or ar
rangements ol jewels selected for their harmonizing colors,

are in fact pure silence.

Jean-Paul Sartre, Mallarmé or the Poet of Nothingness

Within the domain ol the visual arts, much ink has been spilled over
images” potentialitios or limitations to act as vessels for the transmis
sion of historical memory, particularly in relation to traumatic evenls
caused by the myriad scenarios marked by political violence during the
late 20th century. Penned by, among others, artists, filmmakers, phi
losophers and art historians, the literature on the documentary genre
is widely populated with a discussion where onesor other channel is
championed as the vehicle that best bears witness. In this arena, the
confrontation claborated between voice and image stands out.

\ bricl digression may be usctul to illustrate this theoretical rift. In
1985, Irench filmmaker Claude Lanzmann completed Shoah, a film
whose realization spanned 11 vears and that comprises lestimonies
from the various participants - prisoners, inhabitants of the villages
where the concentration camps were established, guards - directly in

volved in the extermination of Jews in Poland. Shoah saw the light of
day within a context marked by a specitic controversy: due to the lack
ol images (i.c. visual prool) of the Jewish Holocaust, many detractors
argued that it was noth ing but an imaginary chapter in recent history.

-




More than a decade afterwards. Lanzmann released Sobibor. 14 Octobre
1045 16 heures (200D, a film comprising one testimony, Ychuda Lern-
er's filmed in 1979 together with the ones shot for Shoah. Vor both films
|anzmann chose not o make use of images that c wuld serve as or suggesl
4 re-enactment of the narrated events: if the visual register cluded this
sombre period, it is the spoken testimony the voice as the vessel - that,
in his view, grants us access o the past and renders it present.

The clearest opposition to Lanzmann’s position on the testimony may be
found in “The Intolerable Tmage™. essay in which philosopher Jacques
Rancicre categorically denics that testimony eschews the ficld of vis-
uality. Rancicre argues that it is simph another form of representation,
cqually caught in the image-construction process. Without forging an al-
liance with cither of the aforementioned positions, in Los gestos mucrs
|'The Dead Gestures |, Maria Isabel Arango ( Medellin, 1979) carries out a
cort of disseetion of the testimony by focusing on the portraits of Colom
bian men of politics while they defiver speeches during the recent peace
process with Colombia’s Revolutionary Armed Forees (FARC) thevery
same process that now exists as frustrated and futile attempt after it was
rejected by the South American country’s population (even if only by an
incredibly small margin.

Making use of newspaper and magazine clippings. web image scarches,
and exploring different archives and libraries, Arango i{nlhcrcd a vasl
collection of images that mostly depict politicians discussing the peace
process. These were later classificd and catalogued according to the in-
tention denoted by the gesturality of the depicted person’s hand(s): per-
suasion. modesty. temperance, conviction. threat. reiteration, among
others. The orator disappears from the image onee the artistis lates his
or her hands and the frame is strictly focused on these: as the gesture is
emphasized, the referent becomes absent. Even it the voice, the testimo

ny. has no space within the photographic register. in here. the image fails
to conneet the spectator with that which has not been possible tosee with
his or herown eyes.

Given that the peace process took place behind closed doors, this visual
compilation replicates to a certain degree the spectatorial experience
lived in said country: the discussion dominated the public sphere vet the
only way to gain access Lo ils progress - or the lack thereol - was through

the press itself or via the official government reports. Onee again, the
process was carried out, in its entirety, in an absolute seerecy thal was
apparently necessary for it to continue. Therefore, the Colombian pop-
ulation lived this process in two separate registers: the first, on a visual
level and the second one. through the written word. Herein fies the con-
s-eptual point of departure of Arango’s project. the emphasis on the Fact
that the writing of history - political or otherwise — happens based on
the dissociation of politics itself as a performative act. henee the result
is nothing but dead gestures.

Nevertheless, the dissociation T mention about politics as a performa-
tive act is still more deeply embedded thanat first sight. In Lines: \ Brief
History (2007). anthropologist Tim Ingold carcfully unravels the way
in which socicties built under a Western conception have undergone
a long process of dissociation of the voice from corporality. Tle delves
into different domains - theater. music and. | suggest, polities — to grant
primacy to the written language as the main. i not the only.support of
history. Consequently. the dismembering of politics as performance. as
a form of plaving a role. may be read as a violent act in which orality.,
sesturality, and the written language will follow different paths and. of
the three, only the last will survive.

Ingold’s reflection starts by wondering about the presence of lines in
almost any human activity, that is. how a fair number of actions are
conformed by the tracing out of a line that would afterwards become
(or would be disciplined) into a straight line. The writer suspects that
such “lincarization™ is spawned from Western writing and its straight
lincar character. Curiously enough. his rescarch dervives from his inquir-
ies about the estrangement of voice from words: that is. when we speak
and think about discourse, we make relerence toits existence as wrillen
words. “Yet we have somehow arrived today at a notion of music as“song
without words”, stripped of its verbal component. And complementing
that, we have also arrived at a notion of linguage as a system of words
and meanings that is given quite independently of its actual voicing in
the sounds of speech. .| The search for an answer led me from mouth
to hand. from vocal declamations to manual gestures, and to the relation

between these gestures and the marks they leave on surfaces of various

kinds." "

O Tim Ingold. Lines: A Bricf History (London: ot ledge, 20070 pp | 2




Ingold explains that. in the mod

ern era, music was purified of its
verbal component and language
of its sound component. Accord

ing to him, it is the composers
task, as much as the writers, to
inscribe graphic marks of one
kind or another onto the paper’s
surface. The voice is merelv an
interpretation of whatever  has
been written: at an abstract level.
words, as their meaning, do nol
lic on it. What happens then with
the timbre, tone. and rhythm?
Within music notation, they have
survived as indications marked
by small symbaols, becoming then
mere adornments ol the voice.
\nd with stammers. hesitation,
repetitions, and silences within
political speech? Once the voice
is left out of the ficld of oratory, its
inflections shall remain forever
inaccessible — the intentionality
that is revealed by its interpre

tation of words is relegated from
historv. The violence contained
nol-only in speech on paper bul
in its representation disappears
together with the ephemeral ¢

cments of voice and gesturality:
the dead gestures are joined by a

writing thal does not speak.

[t is by emphasizing the loss of

voice that The Dead Geslures is
nol a project interested in the
restitution or rediscovery ol the
intentionality with which one or

several speeches were delivered. Rather, it situates itsell in a position
that fully assumes a crisis in representation. Back in the domain of the
visual arts. a certain beliel permeates many writings on the topic ol
the documentary and the testimony, and it is that the testimony arises

from a “sense of urgencey, usually prompted by situations of erisis or of

change™ and, therefore, it favors “immediacy and warmth (or emotion
alism) over the distance and comparative coldness of the document.”?

The reach of similarargumentshas led to the championing of time-based
media like video, because it is assumed that it may grant access to the
past and also question the ways in which it becomes visible. Onee again,
itis Rancicre in “The Intolerable Image™ who argues that | r|epresenta

tion'is not the act of producing a visible form. but the act of offering an
cquivalent - something that specch does just as much as a photograph.
The image is not the duplicate of a thing. It is a complex set of relations
between the visible and speech, the said and the unsaid.” These are the
tensions propelling Arango’s project through a series of registers that
evidence both what is seen and what is not scen in the peace process.
Forexample, what does a fist hitting a table witness or hide?

The isolation of the gesticulating hands of the orators provokes a Bre

chtian rupture. These apparitions out of context, as well as the impro

vised execution of an absurd chorcography arising from the navigatioh
within more than 350 images, open up a space in which to interrogate
the forms through which history is transmitted in Western-shaped so

cicties (where writing is the privileged medium for the transmission
of memory). The rupture or estrangement is reinforced by the sudden
appearance of hands that inhabit contexts apparently unrelated to the
grand decision-making of polities and its ideal of representing a people
(1 would like to suggest here that. in this case, to represent also means
to affect): The hands of a woman breaking an cgg, a man's dirty hands
and fingernails impregnated with soil and dust. a hand-cuffed person.
and a few other hands in marble that suggest a praving gesture also be

come part of Arango’s selection: Despite the Faces being left outside the

frame. The Dead Gestures is inspired by the Colombian context vet il
proposes a more abstract analysis that could casily be applied to many
other geographics where inequity prevails. In whose hands, literally, is

the power of doing politics? The consistent repetition of hands gives us




some clues regarding  gender,
race and  cconomic strata of
thosc individuals.

A pointing finger. a contorted
hand. a firm handshake: as men

tioned by Ingold. gestures leave
marks on different kinds of sur

fuces. That is. they do not leave
physical inscriptions. bul their
movement is aimed at the spec

tators’ psyche. It is interésting
that gesturality, producing such a
strong impact, does not succeed
in surviving the passing ol time.
Reflecting upon it, Arango chose
the format of the book as the first
outlet or interpretation for her
archive: said format has been
the medium par excellence for
the recording and transmission
of knowledge. Can thal which is
embodicd be considered: knowl

L '(]j_‘L".'

Thanks to the chosen format and
to the wide range of sources ol
the artist’s images, be they direet-
ly-related to the peace process in
Colombia or ones that creale a
link all the way back to ancient
Rome. The Dead Gesturesis built
45 a1 constellation in which, in the
words of Walter Benjamin, past
and present are fused to produce
sense. The hands are not a testi

mony but a simultancously silent
gquestioning  of the  structures
under which history is built. The
Piewsd Clestures Warns itsell into a

journey through the peace procees undertaking a rhizomatic wandering
which follows the death drive of the archive: its holdings show nothing
but pauses. silences, and empty spaces.

or the second iteration of the project, an experiment in exhibition
making from which this publication springs. Arango decided to create
a chorcography ~in collaboration with Andrea Chirinos inspired on
her image archive. The gestures” vacuity makes itself evident in it: the
hand movements are repeated incessantly; they become accelerated
and they slow themselves down —they turninto signs withno signifiers.
The failed transmission of gestures and voicee alike is reinforced by the
microphones placed in the exhibition space which are.in turn, sculp
tures made of domestic materials. Their stands are made of water pipes
and the microphones are actually utensils incapable of transmitting the
voice: hairbrushes, dish and toilet brushes, aluminum fibers, and scour-
ers. IF the image archive refers to politics as a practice predominantly
exceuted by men, the sculptures —a maladroit exercise of assemblage
art and bricolage- conversely point toa predominantly female practice:
domestic labor. The sum of all elements - the archive of hand images,
the chorcography: and the sculptures— emphasizes a gréat. number of
fractures. 1f the archive generated the dead gestures in the fivst place, its
mise-en-scene points as well to the absent voice.

Following the tune of a negative history is how I understand the com
pulsive collection of the thousands of press images by the artist. Inllito
Steverl's words, “it is a misunderstanding that cameras are tools of rep
resentation: they are at present tools of disappearance. The more people
are represented the less is left of them in reality.” ” Witnessing and the
documentary are certainly on the fringe of a erisis. Maria Isabel Arango
does not attempt to restore a lost faith inthese practices but hints al the
many processes that make the transmission ol historical memory nol
only a failed process but also aviolent one.

Jean- Francois Chevrier, Documentary, document. testimony...” in Frits Gierstberg (ed.), o
pmeatfiry Now! Coptemporany Strstegies in Photography. Film and the Nisual Arts ( Rotterdam
N Pablishers, 2005), p. 55

S Jacaues Ranciere, “The Intolerable Tmage™ in The Emandipated Spectator OLondan: Verse, 2011
/ ]

O Hito Stevert. The Wretehed of The Sereen (Berdlin: Stembery Press, 20120, p 108









A telling gesture
24 June 2010, Friday, 18:49

Fabiola Iza  fabiolaiza e gmail.com
CC: Naria Isabel Arango - mariaisabelarango «

Dearest
I hope this e-mail finds you well.

Peghaps vou remember that last time we saw cach other. | was telling you about
the project inwhich my artist friend Maria Isabel Arango and @ have been work-
ing on for a couple of vears, [Uis titled Los gestos muertos (The Dead Gestures)

“and. in very broad terms., it inquires on the gesturality related to political sptech:
that is. it focuses on the hand gestures politicians do while addressing an audi
ence inorder to threaten. to express solidarity or to scem understanding, to reit-
crate. to emphasize, cte.

Los gestos muertos was initiated following Maria's compulsion to create anima-
ge archive of the hand gestures by politicians. those debates and discussions re-
lated to the peace process that is attempting to find an end solution in Colombia.
The archive will become a book (which will be published in January 2017) and
now. following an invitation to present it as an exhibition. some works and a per-
formance will be presented by the end of November at a squash court!

What we are asking from practitioners from different ficlds and disciplines is to
analyze one of the images of the archive  most of them are of polticians but
many others come from a variety of sources and have been infiltrated into the
archive. Would vou be interested in collaborating? We only need vour analysis
of an image. that is. an interpretation: from your professional standpoint - prefe-
ably .of what the portraved gesture is attempting to comvey. One or two tho-
roughh -thought paragraphs would suffice. You can either be credited for the text
or remain as an anonvimous contributor. bul please let us know,

I am attaching an image in case you agree to this request. Upon reecipt, Maria
will eredte a drawing inspired by the analysis or interpretation. We will continue
asking for short texts after the event as her 2,000-image archive needs to be en-
gaged with by as many people as possible. So. if vou cannot contribuce this time,

vou can still participate by sending vour textat a later date. Please let us know if

this is possible.
T'hanks so much!

Warmly,
Iabiola and Naria

M. Dunstan, 11/09/16, 7.02 pm
Smoking hands

The smoking hands listen and
wail; they are stalling for time,
while the other person speaks
(for there is an unseen other).
Her right hand is open. palm
cupped upwards, her thumbnail
traces the end of cigarette filter.
The left hand supports the right,
tucked underncath, palm con
cealed. fingers loose and ready.

The cigarette is almost burned
to the filter - when it reaches the
end, she will have to act.

SR Mason, 01/10/16, 4.15am

One can look at seeing; one
can’t hear hearing
ENlarcel Duchanip)

An arm crossed over lorso in
order to hear a different lan
guage — Lhe walls will not reflect
vision safely. White walls and
white body, mouth open in an
ticipation. Perfeet hair. We are
an licho, listening for presence,
shunned by beauty. This is what
we all hear  nothing but the

marmorcal lies — unable to gaze
reality’s styvgian pool in the eves.
Listening Lo the past as others
create the future, one that no
fortunc teller could el




PM, 02/08/16,9.23

"The encounter between the hands
marks out a position. these hands
cannot be intertwined, and they
should not. 1t is the acceptance.
the recognition of the other in
his her resistance and sameness.
This tension cannol be broken,

let alone become an amalgam of

intertwined hands, because it is

the mark of the true politico. in-

other words, the tragedy, the an-
tagonistic and the contradictory
that it is crucial to reconcile again
and again.

M.A Madero, 13/10/16,9.22 pm

Sans Soleil. Les statues meurent
aussi, the documentary by Chris
Marker, begins telling us that
when men die, they become histo
rv: when statues die. they become
art: and this botany ol death is

what we call culture. Botanics, or

crvonics, organic, surgical, esote
ric. anesthetic, histology, mytho
logy, logistics of death... And poli-
ties? Yes, politics of death. When
we have no -ies, -logies left, we are
left with the gesture. The raw and
unexplainable gesture, also home
less (unheimlich), that which is no
longer familiar and exceeds any
intelligibility. It may all be in the
muscles’ tension. That which dis
appears once we are dead.

C. Czacki, 11/09/16, 5:10 pm

It depends O who does the
looking

An  ethnographic  eve  trained
on animal hands, gestures that
limply point. Subjects of possible
possession or conquest - - subser-
vient underncaths. Contrast—
distant. but familiar. Inter-sub-
jective gulf states.

The Great Chain of Being: that
ultimate machine-map that pro-
vided us with the still haunting
categories of race class, gender

animal mincral vegetable ‘god.
Attempts 1o convert the chaos
into cosmos forcing clements in
and out of categories. Explana-
tions of impossible to know me
taphysical realms, bestowed by
some upon Others. Quantified

qualified processes.

Limpand Iun;zuid fingers, like the
fishlike figures of women in [is-
tory paintings- - these are not the
fingers of rhetoricians pointing
with a firm fascistic bony protru-
sion al that which they designate
theirs: language. logic. proper-
tv——all the tool things that make
up their world. Instead they list-
lessly dangle. Feminized even if
masculine. On an cedge, almost
touching cach other but never ac-
complishing connection. Cliffs of
nullified contact,

M. Bonilla 31/09/16, 5.00 am

I sce a woman haunted by a
Mocbius strip. after which she
becomes two.



Erin Lang, 8/10/16, 9:00 am

And inthe reflections are the fine
lines that define the grace and
distasteful ignorance of a rushed
and desperate evolution.

In the reflections fash the time
for intertwining, for haste. the
temptations and the rebuke, the
desire to reach out and turn in,
the Push and pull, the gravity and
levity

I only it were enly such a gentle
tduch

[f only it was faded light and cat’s
eves shining wise

If all the lines were signs of

weather and wisdom worn from
the strains of negotiating peace

If we could catch the whips of

shadow and smoke in the sphere
of intuition that lays right there,
Right there in the palm,

In the heart,

In the spine,

Ifall the seerets flashed and whis-
pered in the simple treasures held
reverently and we listened,
Reaching only towards

Yalms Lo the sky
And traced the fine lines drawn
between.










L. Antoinette, 1/11/16, 3:00 am

I would softly tell you

My last card was the ace of hearts
Your last card was the king of
hearts 4

Yet | failed, why is that?

You always disappeared leaving
vour bid o the table,

You disappeared  taking your
cards in your hands.

Abways disarming

But I don’t know your game.

Do vou even have one?

You let me pick a card,

That is all. y

Yet,

I feel one day

You will re-appear

With a new poker smile
~And a new hand of cards

In your.palm

Lo play a fair game

with mine? 3

M. Kalmanovitz, 13/10/16, 9.00 am

In the oracles ervstal ball, time
and  space are distorted. The
hands of the princess become tree
branches: the time of the question
is lengthened indefinitely, leaving
an abstract disquicl, a trapped
gasp, an itchiness that does not go
away,

The new neighbours, will they be

good people? Will they bring with
them a biting dog? Will they steal
my bicyele 1o do piroucttes at a
traflic light?

What will happen in the bigfvorld?
The world of events described by
the newspapers and TV news, also
distorted. [t seems that everything
will continue to be awful, bt then
it seems that everything will be
fine, and the next it seems that the
disquict will spread forever.

Now, | need glasses to see up close.
Bul not even with glasses does the
future in the oracle’s ervstal ball
become clearer.

At times, though, things scem to
clarify: is, then, the future to wear
thicker glasses to see just as badly
none the less?



Suzie Jones, 13/10/16, 9.00 am

The cuffs draw me in; theyre ca-

sually buttoned but not self-con-
sciously so. His waltch is sitting
high and snug on the wrist. It
causes me - discomfort as I'ima-
gine its metallic links pressing
into the skin. The hands could be
making a list, an indexical action
to give clarity to a point. How-
ever, it is transpareney that he is
really reaching for with strain-
ing fingers. The man wants us to
trust him.

What kind of words could accom-
pany this image? | have no idea.
It might not matter; in the polit-
ical arena. language and gestures
may operate independently from
cach other. While speech acts can
bring action_into being lhruu_szhs
their utterance, gestures more
often produce feelings: warmth,
trust, empathy or admiration,
gestures may set off actions, but
not define them.

These hands demonstrating a
commitment  to  lransparency
that resonates elsewhere. In the
theorizing of contemporary pol
itics. transparency is now itsell
a form of<capital. with govern
ments claiming transparency as
their modus operandi.

Could the image be a form of
rhetoric. the lingua franca of the

political - sphere? It would
be trite to suggest that older
generations were more casily
duped by politicians” claims to
transparency, but. under ad
vanced neoliberal conditions,
questions  of  transparency’s
true value are mavbe more
readily available to us.

The man is on his second or
third point, 1 suppose. de
pending on whether he counts
from his thumb or forefinger.
The snuglyfitting watch s
still troubling me. The clichéd
figure of the used car sales
man? It is a link produced
in the recesses of 'my brain.
[lis hands scem to be mak-
ing a successful sale..t his is
an ‘Honest John' if ever there
was one.
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