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Miguel Ángel Cárdenas and Abstract Warming 
 
“Interviewer: There are reasonable people who say 
that abstract painters are completely mad. 
Miguel Ángel Cárdenas: If, by madness, we 
understand the mysticism that leads the artist to 
sacrifice comfort—both intellectual and material—I 
agree with these people that we are all mad.” 
September, 1960. El Correo newspaper, Medellín, 
Colombia.  
 
 
I. 
Genesis 
 
This paper aims to study the work of Colombian artist Miguel Ángel Cárdenas (El 
Espinal 1934–Amsterdam 2015), focusing mainly on the pieces he produced in the 
1970s, called tensages, and evaluates the key role sexuality plays in these works and 
within the artist’s everyday life. 
 
Since the early stages of his career, Miguel Ángel Cárdenas’s work was oriented 
towards abstraction. While during his early years he created pieces that emerged from 
strictly formalist research, after leaving Colombia in 1961, Cárdenas faced a new reality 
that deeply transformed his own understanding of art. It was then that he began to 
approach abstraction through its relationship to everyday life. After arriving in Europe, 
Cárdenas  developed a body of work reflecting his intimate experience of eroticism and 
sexual identity. 
 
In Colombia, after completing two years in a Bachelor of Architecture program (1952–
1953), Cárdenas left to study painting at the School of Fine Arts (1955–1957), where 
he attended courses taught by Luis Linares and Manuel Hernández. At school, he 
consolidated a personal abstract style, working with the paintbrush and the palette 
knife in order to endow color planes with meaning, and composed puzzles of well-
defined shapes and edges that conversed with the geometrical without becoming either 
rational or arbitrary. (Fig. 1) 
 
At this stage,  color composition in Cárdenas’s work was directly derived from the 
artist’s instinctive relationship with the world surrounding him, including nature—which 
was often a primary motif. He embraced nature’s palette without favoring any 
predominant hue, and the diversity of tones he used at that time ranges from light blue 



to contrasting black and caramel, and to the characteristic toasted yellow that appears 
in the background of many of these paintings.  
 
In an interview with El Tiempo newspaper (fig. 2), held on the occasion of his exhibition 
at Luis Ángel Arango Library in 1959, when he was only 25, Cárdenas explained that 
he had arrived at abstract art somehow intuitively, as a result of his experiments with 
color, rhythm and new forms. He also acknowledged Cubism and Futurism as the 
avant-garde movements that most influenced his artistic process, due to their ability “to 
arrest the object within time and space and bestow a geometrical essence upon it.” “In 
abstract painting,” he added, “you take only that which is essential for the composition. 
The most important thing is to shape feeling, so you can enhance the aesthetic 
emotional content.”1  
 
One year later, on the occasion of a new exhibit at Colombia National Library, Walter 
Engel, one of Colombia’s prominent art critics, and an exile from Germany, wrote: “The 
new pieces consist of multiple flat patches, irregular but with precise shapes and 
edges, placed upon other—more diluted—patches that tend to fade towards the 
borders of the painting. Compared to his exhibition from the previous year (at Luis 
Ángel Arango Library), the main concept remained more of a solid plastic consistency, 
perhaps less open and less dispersed than the old nice kaleidoscopic effects, but more 
concise and dense in its exploration and treatment of color.”2 
 
Even though Cárdenas was not a “Trabist”—a follower of Marta Traba, who was an 
Argentine art critic and founder of the Bogotá Museum of Modern Art—Traba referred 
to his work positively, while she also criticized how easy it was to become a young new 
artist in Colombia at the time, and how many of those newcomers were trying to make 
a name for themselves based on their novelty and not actual talent. Without going too 
deep into Cárdenas’s style, Traba nonetheless showed appreciation for Cárdenas’s 
beginnings and for the way he questioned the role of form within abstraction. (Fig. 3) 
 
Cardenas’s own interest in art history, as well as the courses he took with Marta Traba 
at Los Andes University, made him familiar with and interested in different historical 
painting schools, so much so that he declared himself to be an artist “in constant 
transition.” He felt close to Abstract Expressionism and the way it conveyed emotions 
through color, form and rhythm. At the same time, he found in abstraction, despite its 
non-referential quality, a unique way to express his inner nature and his essence as a 
“free man.” No other form suited his temperament as well. 
 

																																																								
1 “Intuitivamente he llegado al Abstraccionismo” [‘I’ve arrived to Abstractionism intuitively’], 
interview in El Tiempo newspaper, August 1959. 
2 Walter Engel, “Tres exposiciones de arte en Bogotá”, El Tiempo newspaper, August 1960. 
3 “Las Anti-pinturas de Cárdenas”, Semana magazine, 26 June 1961. 
4 Fernán Torres Léon, “La joven pintura abstracta” [‘Young Abstract Painting’], interview in El 
Tiempo newspaper. 
5 Katz, Jonathan, “Committing the Perfect Crime: Sexuality, Assemblage, and the Postmodern 
Turn in American Art”, in Art Journal, vol. 67, no. 1 (2008), p. 53. 
6 Harnason, H. H., History of modern art, Chapter 21. Available at: 
https://es.scribd.com/document/311833516/HH-Arnason-Pop-Art-And-Europes-New- 

2 Walter Engel, “Tres exposiciones de arte en Bogotá”, El Tiempo newspaper, August 1960. 



It is the thesis of this paper that such an approach to abstraction from the most intimate 
realm is what would eventually encourage the artist to approach sexuality through 
abstraction.  
 
II. 
S(exile) 
 
In 1961 Cárdenas moved from Colombia to Barcelona, Spain, with a fellowship granted 
by the Colombian Ministry of Education and UNESCO, which covered the expenses of 
his training in fresco painting and engraving techniques. However, it is worth 
mentioning that, just before leaving the country, he held one last exhibition at the 
National Library in May that year, titled “Pinturas/Antipinturas” [‘Paintings/Anti-
paintings’] (figs. 5-6), in which he revealed a clear intention to challenge traditional 
media. The exhibition included several paintings, but also some pieces made with 
broken glass, concrete and metal mesh that stirred some controversy by questioning 
the traditional definition of what is to be considered “art.” The artist described the 
technique employed as “shattered glass glued according to the patterns formed by 
chance when breaking.” In response to the most critical and conservative reactions, he 
said: “Art has to be free to express its artistic conception spontaneously, and this 
freedom cannot be reduced to its simple expression, it has to be expanded to the 
materials themselves.”3 
 
Once in Barcelona, Cárdenas became interested in the work of the informalists, such 
as Antoni Tapiès and Manolo Millares. Also, on a trip to Paris, he saw an exhibition of 
Lucio Fontana and was deeply impressed by his spatialism. Cárdenas felt there was a 
close connection between his anti-paintings and Fontana’s pieces, which also had 
holes that revealed the wall behind the canvas and established a similar relationship 
with space beyond the purely pictorial plane. Back in Barcelona, Cárdenas held an 
exhibition of abstract works in which he approached abstraction from more traditional 
techniques, such as engraving and watercolors—a technique he enjoyed for its playful 
and colorful dynamism.  
 
There occurred a turning point in Cárdenas’s exile when Malaquías del Diego, a friend 
he met in Spain, told the artist about a contact he had in a gallery in The Hague, 
Netherlands, and suggested that he exhibit there. Beyond new professional horizons, 
what the Netherlands would offer Cárdenas at that point was sexual freedom—a safe 
environment for the acceptance and expression of homosexuality. The artist never 
alluded to his sexual orientation before leaving Colombia, where the Catholicism of his 
own family and the pervading social conservatism made him feel uneasy. The exile 
provided him with an opportunity for self-expression, allowing him to leave his country 
behind and embrace a new, liberated sexual identity which directly influenced the 
production of new works in which eroticism, the female and male sexual organs, and 
sexual intercourse acquired positive connotations, finally free of taboos.  
 

																																																								
3 “Las Anti-pinturas de Cárdenas”, Semana magazine, 26 June 1961. 



A wonderful document about this exile experience is the 1981 video art piece Somos 
libres [‘We Are Free’] (Cárdenas was one of the pioneers of video art in the 
Netherlands), which was actually broadcast by Dutch national television. Without 
dialogue, and alluding metaphorically to the seven deadly sins, the piece tells the story 
of a man harrassed and beaten by priests and cops, who runs away to meet his 
partner to set off on a journey. The first stage of the trip takes place in a cold city that 
reflects the characters’ sadness for being rejected by the censorious looks of an 
alienated society. Then the couple travel in what sounds like a train. They appear 
wearing tunics and cubic masks, sides of which are made of mirrors, symbolizing how 
society forced them to negate their sexual orientation and be a mere reflection of 
conventional standards. Finally, the couple arrive at a new destination where the story 
ends with a denouement of liberation and lust.  
 
For Cárdenas, the Netherlands—first The Hague, and then Amsterdam, where he lived 
until his death—meant freedom. And freedom implied the opportunity to experience his 
own sexuality without censorship. This is a crucial fact in his career. In Colombia, the 
artist had to hide, something that most likely affected his formal approach at that time, 
which referred to an intimate, secret, “enclosed” life. This is also reflected in 
Cárdenas’s statement about abstract painting: “The times we live in, absolutely 
materialistic, are in need of some mystery, of something ungraspable… and abstract 
painting grants the opportunity to be confronted by something that wants to keep its 
secret zealously, something that proposes an enigma that is hard to solve.”4 
 
After arriving in the Netherlands in 1962, Cárdenas rejected his past completely. He 
changed his name to Michel Cardena as a sign of rebellion against his own roots, 
including Catholic religion and his parents’ disapproval of his communist friends and his 
homosexuality. The new name also had a more European resonance, in clear contrast 
to the original Latin one. As the artist put it himself: “I changed my last name and 
deleted the “S” as in “sex”, and the “angel” in “Miguel Ángel.” 
 
Exile is a central element in Cardenas’s work, alluding to the encounter of two cultures: 
the cold and rationalist Northern European culture, which paradoxically freed him; and 
the warm Latin culture of his native country, which, on the contrary, condemned him. 
Living abroad in a different cultural environment opened “other” possibilities for the 
artist, both artistically and personally. It is interesting to observe how these two 
perspectives intermingle to become one, and how Cárdenas’s life is revealed in his art.  
 
As Jonathan Katz wrote when assessing the influence of Robert Rauschenberg’s 
homosexuality in his work: “The postmodern turn in American art had authors; these 
authors had relationships with one another; these relationships not only informed their 
thinking about audience and meaning-making in a context of grave constraint, but 
moreover is written on the surfaces of their work.”5 
																																																								
4 Fernán Torres Léon, “La joven pintura abstracta” [‘Young Abstract Painting’], interview in El 
Tiempo newspaper. 
5 Katz, Jonathan, “Committing the Perfect Crime: Sexuality, Assemblage, and the Postmodern 
Turn in American Art”, in Art Journal, vol. 67, no. 1 (2008), p. 53. 



III 
Warming: A Sexual Abstraction 
 
Although his arrival in the Netherlands did not imply an immediate and absolute 
acceptance—the artist actually mentions how it was initially difficult to find safe 
environments for establishing gay relationships—the experience of walking around 
Amsterdam’s Red Light District, where prostitutes exhibited their bodies, charged with 
eroticism, behind display windows, was almost epiphanic. Cárdenas was also 
interested in these glass cabinets as the symbol par excellence of commodification. 
“The shocking experience of seeing prostitutes in glass cabinets led me to use boxes 
where I would place objects behind glass. That inspired me to keep on working on the 
topic of space.”  
 
It is in the crossroads between abstraction, mass culture and sexuality where, to our 
judgment, Cárdenas’s work achieves its most powerful outcomes. At this stage, the 
artist started working on pieces showing all sorts of waste behind glass, for example, 
Nog slechts enkele dagen [‘Just a Few Days’], 1963 (fig. 7), where he assembled 
everyday objects such as sprays, cloths, pearl necklaces, and also promotional signs 
and lettering from display windows. As an artistic technique, assemblage—to which the 
MoMA devoted an emblematic exhibition in 1961 (“The Art of Assemblage”)—emerged 
from a combination of collage and the ready-made, as well as from a growing general 
interest, shared by Pop Art, in speaking about everydayness and involving everyday 
reality within the work of art.  
 
Around that time, Claes Oldenburg stated: “Art should be literally made of the ordinary 
world; its space should be our space; its time our time; its objects our ordinary objects; 
the reality of art will replace reality.”6 
 
Cárdenas used assemblage for his series Tensages (1964-65), a group of pieces that 
still reflected the artist’s interest in abstraction but which ironically highlighted the most 
banal and kitsch aspects of the objects trouvés as well, erotically re-contextualized. 
The tensages made sexualized use of colored latex (PVC), which was tightly stretched 
out onto wooden brackets in order to generate geometric forms such as circles, 
triangles and squares which were then destabilized by the introduction of vacuum 
cleaner hoses, tires, plastic balls, zippers and toys, thus orchestrating a sexual 
intercourse of sorts between forms.  
 
The first tensages were exhibited in The Hague at Galerie Orez in September 1965.  
The exhibit curator, Wim Beeden, wrote on the occasion: “From the aspect of the pure 
object, Cardena has evolved towards a mode of art in which all meaning derives from 
the object per se, finding a form to which objects are committed from a higher degree 
[than the glass cabinet pieces were]. This (perhaps) new form is not only aesthetic, as 

																																																								
6 Harnason, H. H., History of modern art, Chapter 21. Available at: 
https://es.scribd.com/document/311833516/HH-Arnason-Pop-Art-And-Europes-New- 
Realism-Ch-21 



it reveals itself mainly through the artist’s erotic obsessions. The constructions of 
female and male sexual organs are archaically monumental, but certainly charming in 
the subtle irony with which they are elaborated from commercial everyday items.”7 (Fig. 
8). Beeden concludes his text pointing to a certain “Mondrianesque baroquism” of the 
works.  
 
In 1965, Cárdenas was part of the group exhibition “Pop Art and New Realism,” which 
travelled from The Hague to Brussels, Vienna and Berlin, along with figures such as 
Andy Warhol and Richard Hamilton, among others. Although critics such as Serge 
Guibault8 have persistently pointed to the competition for cultural supremacy between 
the US and Europe since the emergence of Abstract Expressionism, there is no doubt 
that the Nouveau realisme was to a great extent the European counterpart to American 
Pop, and probably the trend that most influenced Cárdenas when he was working on 
those pieces.  
 
The Nouveau realisme group was established in Paris and based on the manifesto that 
critic Pierre Restany wrote in April 1960 during a visit to Yves Klein, one of the 
members of the group. As was the case with Pop Art, this “New Realism” tried to blur 
the limits between art and life and incorporate reality, in its most common and 
quotidian, within works of art. On many occasions, this involved “contaminating” artistic 
works with mass culture objects, but also employing new strategies, such as the 
happening, in order to comment on the new media through these very new media. 
 
In the manifesto Restany wrote: “We are witnessing today the exhaustion and the 
ossification of all established vocabularies, of all languages, of all styles. Because of 
this deficiency—through exhaustion—of traditional means, individual initiatives, still 
scattered in Europe and America, confront each other; but they all tend, no matter what 
the range of their investigations, to define the normative bases of a new expressivity. It 
is not just another formula in the medium of oil or enamel. Easel painting (…) has had 
its day. What do we propose instead? The passionate adventure of the real perceived 
in itself and not through the prism of conceptual or imaginative transcription. What is its 
mark? The introduction of a sociological continuation of the essential phase of 
communication. Sociology comes to the assistance of consciousness and of chance, 
whether this be at the level of choice or of the tearing up of posters, of the allure of an 
object, of the household rubbish or the scraps of the dining-room, of the unleashing of 
mechanical susceptibility, of the diffusion of sensibility beyond the limits of its 
perception.”9 

																																																								
7 Translated from the “Michel Cardena” exhibit brochure, Galerie Orez, The Hague, 
Netherlands. 
8 Serge Guibault’s thorough analysis shows how the US government made use of artistic 
movements such as Abstract Expressionism to secure its supremacy over the Soviet Union and, 
at the same time, over the rest of Europe. Subsequent movements have also reflected that 
polarity. See Reconstructing Modernism: Art in New York, Paris, and Montreal 1945-1964, MIT 
Press, 1992; and How New York Stole the Idea of Modern Art , University of Chicago Press, 
1983. 
9 Pierre Restany, “The New Realists”, in Art in Theory 1900-2000: An Anthology of Changing 
Ideas, edited by Harrison Charles and Paul Wood, Blackwell Publishing, 2003 [1992], p. 590. 



 
Cárdenas, who in 1965 participated in a group exhibition in Paris titled “Latin American 
Artists in Paris,” was undoubtedly familiar with this artistic movement. The Tensages 
are seductive pieces that not only try to incorporate reality within the work of art, but 
also highlight sexuality as an intrinsic part of this reality. They aim at revealing how, in 
consumer society, despite all its hypocrisy and prudishness, sex works as any other 
commodity. To fuck, Cárdenas stated, should not be considered something “dirty,” 
whether as an act or as a term, and it should not be banned from everyday usage. That 
is why the objects he picked—such as balls, zippers or telephones—are connected to 
the body. The pieces’ titles also point to this sexual dimension: Oh Boy, Oh Girl, Blue 
Lovers, Call Boy, Green Couple. (Figs. 11, 12, 13, 14, 15) 
 
Cárdenas might be considered an artist of human “warmth”—understanding warmth 
from its most basic, physical sense, as that which allows for physical phenomena such 
as evaporation, to human warmth or affection manifest in Latin American culture, and 
the “warmth” implied in sexual intercourse. Attempting to turn this “warmth” into form 
Cárdenas created a work even more abstract than the tensages, a piece closer to 
Concretism and Minimalism in its use of metal, and aimed at physically heating the 
spectator—Hot Vagina (1969) (Fig. 16), made with metal sheets and an electric heating 
coil that heated the piece up before the viewer. Shortly after, in the 1970s, Cárdenas 
continued to explore and experiment with heat in performances and happenings10 in 
which he became the “heater” himself.  
 
At the beginning of his career in Colombia, Cárdenas was already interested in 
approaching art from the realm of feeling and sensations. When asked how he would 
paint a woman, he replied: “I would not paint a woman, I would paint the sensation that 
flows from a woman,” He expresses interest in the interior, not the exterior. Cárdenas 
initially approached abstraction from the emotional and the sensual and, increasingly, 
later on, from the erotic.  
 
To conclude, it is worth mentioning the influence of Bertrand Russell on Cardenas’s 
work. The texts of the British philosopher and mathematician helped the artist cope 
with and exorcize the traumatic guilt derived from his sexual orientation and his 
Catholic education. “Bertrand Russell,” Cárdenas said, “saved my spiritual life. When I 
was 18 I suffered from tuberculosis and had to spend two years in a sanatorium 
attended by nuns. One of those nuns raped me. At that time, I felt very confused about 
my religious beliefs, and another young patient passed me Russell’s Why I Am Not a 
Christian [1927]. After reading the book, all my doubts about Catholicism cleared up. I 
have admired Russell so much since then that I decided to declare his birthday a new 
era of peace and understanding.”11 
 
																																																								
10 Some of the “warming-up” or “heating up” pieces performed as happenings in 1972-75 are Un 
cube se transforme en cercle par la chaleur de Cardena [‘A cube turns into a circle by the action 
of Cardena’s heat’], Cardena Rechauffe le soleil (‘Cardena heats the sun’), and Cardena 
Rechauffe la Bible (‘Cardena heats the Bible’). 
11 Interview with López Sebastián, Errata magazine, no. 5, 2014. 



Bertrand Russell was the catalyst for Cárdenas’s rejection of a suffocating religion, 
which discriminated against the values of freedom that his exile in the Netherlands 
helped release. Russell’s stance towards religion and Christianity, and especially his 
writings on the cruelty of deeply rooted social dogmas, became like a new “Bible” for 
the artist, as did Russell’s liberal opinions on sexuality and marriage.  
 
Sexuality, which first appeared overtly in the tensages and which became increasingly 
eroticized and explicit in the video art pieces, became a central topic in Cardenas’s 
work.12 Fluids, orgasms and moans are recorded as part of performances—usually 
performed by the artist himself—as symbols of a sexual intercourse without 
hierarchies, understood as something sacred and beautiful, whether gay or hetero. In 
the same vein, words such as “fuck,” “cunt” or “dick” became key elements in pieces 
that sought to reveal the sublime in the sexual intercourse between men and women, 
men and men, and women and women. 
 
As for Cárdenas’s own stance on abstraction, as we have shown above, his exile in the 
Netherlands and the freer way of life it granted him, undoubtedly contributed to a new 
artistic practice in which abstraction was approached in more conceptual than formal 
terms. The geometrical forms converse with the glued objects generating a tension 
between order and chaos, rigidity and fluidity, coldness and warmth. In doing this, the 
artist overtly contests society’s norms regarding the body and sexuality. One can go as 
far as to argue that these works belong to a queer13 aesthetic to the extent that they 
oppose dominant heterosexual standards and in the way they approach gender beyond 
clearly drawn and typified frontiers separating male and female on a sexual basis. 
“Heat,” “warmth,” is the same for everyone.  
 
 
 
 
 
 
 
 
 
 
 
 
 
																																																								
12 In 1969 Cárdenas purchased his first video camera and established Warming Up Company 
Etc Etc Etc, a video art & performance (happening) company whose logo evoked a vagina.  
13 Even if the term queer emerged within the particular context of the struggle for civil rights of 
the LGBT community and during the AIDS epidemic in the US in the 1990s, it has expanded to 
represent a global community. A useful tentative definition that could very well contain the work 
of Cárdenas states that queer is not “in the articulation and production of concrete categories of 
sexuality and gender, but in the very real ways that queer art (be it a novel, a photograph, a film, 
a performance) can cut across and dismantle the attempt to produce sexual subjects as 
inevitable members of a ‘type’”. In Jennifer Doyle, “Queer Wall Paper”, p. 20. 
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1. Untitled, 1959, Enamel on board. Banco de la República Collection 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

	
2. El Tiempo newspaper, August 1959 
	



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

	
3. Semana magazine, S. F, 1960 
	



 
 
 
 
 
 

	
4. El Tiempo newspaper, 28 June 1959 
	



 

 
 
 
 
 
 
 
 
 
 

	
5. “Pinturas/Antipinturas” exhibition catalogue. Colombia National Library 
	



 
 

	
6. Antipintura, 1961, Shattered glass, paint 
	



 
 
 
 
 
 
 
 
 
 
 
 
 
 

	
7. Nog slechts enkele dagen [‘Just a Few Days’], 1963, Assemblage, glass, found objects 
	



 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

	
8. “Tensages” exhibition brochure, 1965, Galerie Orez 
	



 
 

 
 
 

 
 
 

	
9. “Tensages” exhibition, 1965 
	

	
10. “Tensages” exhibition, 1965 
	



 

	
11. Oh Boy, 1964, Panel, PVC, found objects 
	



 
 
 
 

	
12. Oh Girl, 1964, Panel, PVC, found objects  
	



 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

13.	Blue	lovers,	1964,	Panel,	PVC,	objects	



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

	
14. Call boy, 1964, Panel, PVC, found objects 
	



 
 
 
 
 
 
 
 
 
 

	
15. Green couple, 1964, Panel, PVC, found objects 
	



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

	
16. Hot Vagina, 1969, Aluminum with heating device 
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Miguel Ángel Cárdenas



Miguel Ángel Cardenas was born in 1934 in El Espinal, Colombia. He studied Architecture in Universidad Nacional 
de Bogotá (1952-1953) and Visual Arts in the Academia de Bellas Artes (1955-1957). His first exhibition in Bogotá 
was in the Biblioteca Nacional, and later he had an exhibition in 1959 in Biblioteca Luis Ángel Arango, in Museo de 
Zea in Medellín and afterwards in Galería La Tertulia in Cali. Thanks to a grant from the Colombian Ministry of Culture, 
he studied in Escuela de Artes Gráficas in Barcelona (1962) and later moved to Holland where he lived since. His 
works are part of the Stedelikj Museum among others.

Miguel Ángel Cárdenas
(b. El Espinal, Colombia 1932 - d. Amsterdam, Holland 2015)

Up: Miguel Ángel Cárdenas constructing Hot Vagina.
Down: Miguel Ángel Cárdenas whit his first black and white video camera



Part of Instituto de Visión’s Visionary program, Warming Up presents works by Miguel Ángel Cárdenas (1934), Colombian artist 
pioneer in electronic media, performance and installation, Cárdenas’ practice raised bold issues for the 60s, such as sexuality, 
eroticism, moral paradigms and Colombian cultural models versus European ones.

In this exhibition a selection of his works dealing with the concept of human warmth, understood from its most naïve and innocent 
connotations -the idea of been able to transform a rationalist and cold culture as the Dutch with the tropical temperament- to its 
most perverted sexual connotations. Cárdenas, who confirmed his homosexuality as he arrived to Europe in 1962, always tried 
to escape moralist postures such as the ones that existed in Colombia at that time.

With his early abstract paintings, Miguel Ángel Cárdenas entered institutional collections and reached recognition in the local 
art scene. However his creativity was contained. Reading Jean Genet opened others realities and mores and stimulated him to 
make performances and video art.

Beyond academy, his training has been to understand that daily life is an essential part of the artistic experience. For this reason, 
one of the rooms of the exhibition recreates a living room inspired by those intervened by Cardenas in his Warming up happen-
ings, in which he made conversation, generated laughs and warmed up Dutch families.

These series of happenings where recorded and they are part of the collection of videos of Cárdenas’ production company 
Warming up etc etc etc, whose logo, a flower/vagina is reproduced as a wall-paper in the exhibition space.

Michel Cárdena, name that Miguel Ángel adopted in Holland to avoid the catholic references of his name, read Bertrand Russell 
and it echoed and confirmed his rejection of a suffocating and discriminating religion opposed to the ethics of freedom. The 
opinions of the mathematician-philosopher regarding religion and particularly Christianity, specially his writings about the cruelty 
of dogmas rooted in society and the necessity of having a posture closer to reason and truth, became the artist’s own bible.

For these reasons, Russell’s liberal views on sexuality and marriage seduced Cárdenas. Sexuality in its most eroticized and ex-
plicit sense is a fundamental theme to Cardenas’ practice. Fluids, orgasms, wailings could be understood as ”abject”, however 
from Cárdenas perspective they will never be vulgar as the sexual act is sacred and beautiful.

Words like fuck, cunt, or dick, are part of pieces such as Aren’t those parts of a beautiful act?, through which Miguel Angel tried 
to reveal the sublime aspect of sexual relations -heterosexual or homosexual. His refreshing posture, both literal and concep-
tual, fitted perfectly within the queer esthetic as it had the right activist doses in a dominantly heterosexual society. Cardenas 
understood warmth as the spirit of life and therefore he created diverse pieces on warming up: A cube becomes a circle by the 
Cárdena, Cárdena warms up the sun, Cárdena warms up the bible, and the photomontage Cárdena warms up the mouth.

The piece We are Free is a surreal and symbolic narrative of his migrations in search of a space that allowed him to emancipate 
his body and existence.
His Tensages, made with PVC and other recycled elements, arose from his desire to work from the esthetic of consumerism and 
therefore they are understood as Pop Art. Made from1964, they are pioneer pieces melting pop with sexual themes; moreover 
they can also be seen as the continuation of Cardenas’ abstract painting practice.

Some of these works were part of a seminal exhibition called New Realists and Pop Art that travelled in 1964 from La Hague, to 
Vienna and Brussels.

María Wills Londoño

Calentamientos
Miguel Ángel Cárdenas



The In-Out Center (1972-1975)

The opening of the In-Out Center in November 1972 was celebrated with a memorable event: Cardena’s Warming Up Etc. Etc. 
Etc. Company literally warmed up the canal in front of the In-Out Centre. Armed with a long fishing rod with an electric dipper at-
tached, Cardena walked to the edge of the canal. There he slowly dropped the electric heating appliance into the water, watched 
by a crowd of spectators. Cardena kept the rod into the canal until the water around the dipper started to cook.

Opening of the In-Out Center November, 1972

Cardena réchauffe le Reguliersgracht, 
November 24th,1972



Warming Up Amsterdam
The In-Out Center (1972-1975) and Miguel-Ángel Cárdenas 
Corinne Groot

In 1972 Michel Cardena (as he called himself at the time) initiated the start of an artist gallery in Amsterdam: the In-Out Center 
(1972-1975). This tiny place on the Reguliersgracht, a quaint canal, became the first independent artists space in The Neth-
erlands and one of the first in Europe. Cardena gathered a group of international artists around him, most of whom had recently 
come to Amsterdam, attracted by the dutch social and cultural climate at the time, which was very open and free spirited.
The main members were three South Americans: Miguel-Ángel Cárdenas and Raul Marroquin from Colombia, Ulises Carrion 
from Mexico, three Islandic artists: the brothers Sigurdur and Kristjan Gudmundsson and Hreinn Fridfinsson and three artists 
from Holland: Hetty Huisman, Pieter Laurens Mol and Gerrit Jan de Rook.

The In-Out Center offered a platform for ‘new’ experimental art, with a strong conceptual base, for which their was no regular 
exhibition possibility yet. It presented performances and video art, visual poetry, self published publications and artist books.
The center became an important meeting place for international artists who invited friends to exhibit and collaborate with them. 
The idea was that each ‘member’ took care of one month of programming: he/she did a show him/herself for 2 weeks and then 
invited another artist or artist group to present something for the next two weeks. There were also several group shows with the 
‘regular’ members (and some friends). During the roughly two year period the In-Out Center existed, there were about 45 shows.

Many interesting collaborations and projects took place in a very spontaneous manner, based on personal infatuations and net-
works. There was a connection with Beau Geste Presse in Devon (UK ), for example. Many of the In-Out artists went to stay at 
this experimental publishing house/farm to make artists books, some of which were shown at In-Out Center. Felipe Ehrenberg 
of Beau Geste Presse in turn did some projects in the In-Out Center with Ulises Carrion.
Raul Marroquin, who was a student at the Jan van Eyck academy in Maastricht at the time, was a great networker. He connected 
the art school to the In-Out Center by inviting interesting guest artists, using the school facilities to produce publications (of be-
friended artists), editing Fandangos magazine and organizing projects with a strong cross-over to the In-Out Center circle. Many 
In-Out members did lectures or projects at the art school and contributed to Fandangos.
Sigurdur Gudmundsson’s performance at the Jan van Eyck called “Little Red Riding Hood”, where the Icelandic artist showed up 
with a huge axe was legendary. He did the same performance at the In-Out Center.

There were many mostly conceptually driven projects done at In-Out Center by people from all over the world. There were shows 
by a Fluxus- inspired artistgroups from Britain and Canada, a beautiful walldrawing performance and film by Israeli artist Michael 
Druks, American ceramics artist James Melchert did a performance with the In-Out members in the Museum Square, german 
artist Thomas Niggl performed naked in the window of the In Out Centre until the police forced him to quit.
But one of the most memorable works was certainly Michel Cardena’s opening performance, literally warming up the water of 
the canal in front of the In-Out Center.
Even though the actual audience was very limited, in it’s short life span the In-Out Center and it’s individual members inspired a 
lot of initiatives that followed in Amsterdam after 1975, such as performance/art center De Appel, artistbooks and mailart shop/
gallery Other Books and So by Ulises Carrión (1975-1978), De Stempelplaats, Da Costa galerie, Boekie Woekie en Time Based 
Arts / Montevideo.

The South American In-Out members, bringing along their international background, experience and artist network, became 
internationally reknown artist and were very influential in the development of the contemporary artscene in The Netherlands.
￼￼
Miguel-Ángel Cárdenas was one of the first artist in The Netherlands to work with video. He influenced a whole generation of 
artists and many students during his teaching years at the AKI in Enschede and the Gerrit Rietveld Academy in Amsterdam. Raul 
Marroquin started experimenting with television and communication models very early, and is now regarded the father of dutch 
cable tv. Ulises Carrion’s introduced the first artistbook store/gallery in Amsterdam, this concept had a world wide impact.

Exhibition/publication in 2016
In 2016 Tineke Reijnders and Corinne Groot will present a publication and an exhibition in Amsterdam about the In-Out Center, 
Other Books and So (1975-1978) by Ulises Carrion and De Stempelplaats (1978-1982) a stamp- and mailart initiative of Aart 
van Barneveld and Ulises Carrion.



In-Out Center documentation, 1972



Video performances

Archive images and guion about Draaiboek performance Lijnbaanscentrum, 1972



My name is beautiful video performance in Fodor Museum, Amsterdam. 1978



Opwarming enzovoort centrale

Miguel Ángel Cárdenas
Opwarming enzovoort centrale, 1972
Video, black and white, sound. 19’31’’

Video stills

The title of the video work is also Miguel-Ángel Cárdenas video company name. The title literally means Warming up etc, etc, etc.. ‘In Hilversum, 
family B is cold. The warming up company was called in to do something about it. In this work Cardenas installs himself into a household, a family 
of four. The mother, father a teenage son and a child. In contrast to this family environment Cárdenas cuts with short sequences of lips, eyes, 
sexually engaged in French kissing and female gazes brazenly gazing at the spectator. The artist here presents himself as the warm blooded 
south American type in Holland that has inserted himself in an ideal Dutch family that needs some warming up. Cárdenas arrives to the house 
in a white van with the name of his company ad the video piece clearly displayed on its sides. Within this family environment Cárdenas increases 
the heat literally by increasing the temperature of the heating system. He even decides to make a hot spicy soup for the family. Time progresses 
but the family seem to get colder and add more clothing, hats blankets, scarves. He on the contrary is getting hotter and takes more and more 
clothes off until he is naked. Its an admission of failure he does not manage to warm things up. The work seems to refer to the sexual implica-
tions very evident in his own sexuality. Images and sequences are repeated again in slow motion. Music accompanies the video piece, songs in 
Spanish but also literal sounds and voices while the filming took place.’1

Netherlands Media Art Institute, Stefan Aquilina

1    All rights reserved (c) LIMA	



Un cube se transforme en cercle par la chaleur de Cardena no 2

Miguel Ángel Cárdenas
Un cube se transforme en cercle par la chaleur de Cardena no 2, 1973-74
Video, black and white, sound. 6’54’’

Video stills



I Love You, I Love You and I think You Love Me too

Miguel Ángel Cárdenas
I Love You, I Love You and I Think You Love Me too, 1976
Video, black and white. 6’50’’

Video stills

The artist mouth is seen in close up view, with his signature beard he utters the words, I LOVE YOU… I LOVE YOU… The image is superimposed 
with large fonts displaying the same words. The mouth the human orifice that emanates sound is here stripped off all utterances. The images 
are silent. It is as if the artist wants you to look at the words in this way the viewer has no choice but to read them out and lip read what the artist 
is saying. This interaction with the screen becomes somewhat intimate when what appears to be a semen like substance is thrown all over the 
face. The caption in words now becomes ‘I THINK YOU LOVE ME TOO’. The substance that literally covers the face has obviously sexual con-
notations, this intertwined with the words uttered by the arist creates a funny combination of words and moving images which have a relation 
between the meaning of sex and love, in our society both are often separated yet cannot exist without each other. 1

Netherlands Media Art Institute, Stefan Aquilina

 

1   All rights reserved (c) LIMA



The soup is delicious

Miguel Ángel Cárdenas
The soup is delicious, 1977
Video, black and white.  6’50’’

Video stills

Images of naked men and women fade in and out as a chef chops away and cooks a soup. The images prepare us for what is to follow. ‘The soup 
is delicious’ shows us Miguel-Ángel Cárdenas at his most direct. While he sits at the table and eats his soup, he gets more and more arousedd 
as visions of sexually explicit scenes are projected momentarily and almost impressionistically over this simple scene. Finally he climaxes and 
leans back exhausted, having fulfilled his fantasy. Strikngly, it is not a staged act - someone is performing fellatio from under the table, hidden 
from the spectators’ view and out of camera’s sight.1

Netherlands Media Art Institute, Stefan Aquilina

 

1   All rights reserved (c) LIMA



Somos Libres!? is the second in a series of programs made by video artists for television 
and independently produced by Foundation De Appel. May, 1981.



Installation view of exhibition Calentamientos at Instituto de visión, 2015.



Gemeentemuseum, The Hague, Netherlands
Nieuwe Realisten
curated by Wim Beeren
June 24 - August 30, 1964

Selected exhibited artists:

Karel Appel
Arman
Francis Bacon
Michel Angel Cardenas
Bruce Connor
Joseph Cornell
Jean Dubuffet
William de Kooning
Jacques de la Villeglé
Marcel Duchamp
Richard Hamilton
David Hockney
Yves Klein
Tetsumi Kudo
Fernand Leger
Roy Lichtenstein
Marisol
Claes Oldenburg
Michelangelo Pistoletto
Man Ray 
James Rosenquist
Daniel Spoerri
Andy Warhol
Tom Wesselman
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CRITICS' PICKS 

New York 
 

Miguel Ángel Cárdenas 
ANDREA ROSEN GALLERY 
525 West 24th Street 
January 6–February 4 
 
A glass case full of household sprays and soaps—like 
a shaken-up medicine cabinet—opens Miguel Ángel 
Cárdenas’s first solo show in the United States. The 
assemblage, Nog schlechts enkele dagen (1) (Only a 
Few Days [1]), 1963, is a fickle and incomplete time 
capsule of the year it was created. The clutter seems 
arbitrary and provides little insight into the Colombian-
Dutch artist’s life. 
 
Cárdenas excelled at creating suggestive, elusive 
arrangements of everyday items. He explored the 
sensuality of the zipper—that teasing metal barrier 
between dress and undress—years before Andy 
Warhol’s infamous Rolling Stones Sticky Fingers 
album cover from 1971. Open Fly Silver Star and Call 
Boy, both 1964, feature zippers halfway undone to 
reveal a collection of toys and mass-produced junk 
secreted beneath the works’ taut, shiny PVC shells. 
This erotic suspense is partially broken in later pieces. 
A plastic banana plays a vulgar game of peekaboo in 
Blue Lovers, 1965, protruding from the canvas’s 
cobalt-blue surface. In Hot Vagina, 1969, silver 
aluminum folds flank a vertical bronze coil that radiates heat. 
 
If the assemblages are devoted to object fetish, then Cárdenas’s four films, played in the gallery’s back 
room, are odes to another Freudianism: oral fixation. The videos center on the artist’s mouth engaged in 
seemingly tame activities, such as slurping soup or sucking ice cubes. These gestures, through repetition, 
transform into processes both sexy and highly revolting. Examples of early food porn? If they turn you on, 
you’ll know. 

— Hannah Stamler	

 
Miguel Ángel Cárdenas, Call Boy, 1964, PVC, 
objects, zipper, 28 x 28 x 6". 



	
	
	

Miguel-Ángel Cárdenas 
 
Art, Contemporary art Andrea Rosen Gallery , Chelsea      Until Saturday February 4 2017 
	
	

	
	

 
TIME OUT SAYS 
 
Born in Colombia, Miguel-Ángel Cárdenas (1934-2015) moved to Amsterdam in 1962, 
where he became known for his assemblages and forays into video and performance 
art. His work touched upon sexuality and other functions related to the body, and 
stylistically fit in with both American Pop Art and developments on the Continent (his 
reliefs, for example, could be seen as combination of Fluxus’s magpie aesthetic and 
Claes Oldenburg's soft sculptures.) This show represents the artist’s first solo exhibition 
in the United States.  
 
POSTED: SUNDAY JANUARY 1 2017 



	

Opinion 
 

Miguel Ángel Cárdenas: Sex Takes a Poke at 
Abstraction 
 
THE DAILY PIC: At Andrea Rosen Gallery, Cárdenas sees the body as the greatest 
argument against the abstract. 
 
Blake Gopnik, January 24, 2017 
 

 
 

THE DAILY PIC (#1718): If we have a blind spot in looking back at the most “advanced” 
art of the 1960s and ’70s, it lies in how we’ve forgotten that content-free abstraction still 
felt like the Oedipal father that needed to be sacrificed. 
 
Today’s Pic is Blue Lovers, a 1965 work by Miguel Ángel Cárdenas now on view in his 
solo at Andrea Rosen Gallery in New York. The title, and that sexy, Warholian banana, 
tell us that the piece is talking about sex and the body. In the context of its time, 
however, bodily art got half its power from its rejection of disembodied abstraction. You 
could almost imagine that Yves Klein and Barnett Newman are the two blue-lovers that 
Cárdenas was naming, and shaming, in his work. (Courtesy the Estate of Miguel Ángel 
Cárdenas and Instituto de Visión; photo by Pierre Le Hors) 



	
	
REVIEW 

MIGUEL ÁNGEL CÁRDENAS AND 
WITHOUT A BODY AT ANDREA ROSEN 
 
NICOLE KAACK — JANUARY 20, 2017 
 

 
FLUCT, Alienated Labor, 2017. Video, Running time: 25:19 mins Edition of 3 with 2 APs © FlucT Courtesy SIGNAL 
Photographer: Pierre Le Hors 
 
Miguel Ángel Cárdenas & Without a Body: Ivana Bašić, FlucT, Sable Elyse Smith 
Andrea Rosen Gallery and Gallery 2 curated by SIGNAL 
January 6 – February 4, 2017 
 
For every separation, there is a coming together. 
 
Warmth rushes over my face and neck. I half-step forward. The edges of my reflection swell 
voluptuously while my eyes and nose tighten together. Gleaming an oxidized orange, the coil 
tucked between two arcs of aluminum suffuses the surrounding area with a delicious heat, 
drawing me into the sculptural, wall-mounted work entitled, Hot Vagina (1969). Full of suggestive 
mix-ups and titillating illustrations, Miguel Ángel Cárdenas’s posthumous show at Andrea 
Rosen’s main gallery spans the artist’s oeuvre from the early ‘60s to the late ‘70s. 



	
	

 
Miguel Ángel Cárdenas, Untitled, 1971. Ink and fluorescent paint on aluminum, 39 1/2 x 39 3/4 x 1 7/8 inches 

(100.3 x 101 x 4.8 cm). Courtesy Andrea Rosen Gallery 
 

Proceeding through the gallery in paired unions, each work is mated internally or within the 
larger logic of the show; a square with a square, metallic painting with equally reflective surface, 
two cadet-like compositions with lowered flies. Even though not explicitly placed side-by-side, 
the guest list is clearly set and Cárdenas and Rosen both had trouble on the mind. Tied up and 
tied down in a crazy, colorful circus of lovemaking, the hedonism might never end with such 
playthings as this; latex stretches over the tautly curved length of a banana, the very tip of which 
is tucked into a rectangular opening of pink and orange foam, sweet and softly colored like the 
insides of an open mouth. 
 

 
Miguel Ángel Cárdenas, Green and yellow lovers, 1964. Panel, PVC, objects, 55 1/2 x 81 x 11 1/2 inches (141 x 

205.7 x 29.2 cm). Courtesy Andrea Rosen Gallery 
 

In mazes of organs and perplexing collections of skin, Cárdenas constructs a sexuality that is 
multiple precisely because gender is unfixed. In Green and Yellow Lovers (1964), a shared pipe 
plugs into one figure above, the other below, each joint adorned with two sets of balls apiece. 



	
	
Between unzipped lapels, folded neatly down as though around a collar, these geometric figures 
expose the same joystick-erections for heads. In this delightful, effusive peek-a-boo lies a 
hopefulness for an identity that is myriad and ambiguous, a sex that is both and neither male-
female, homo-hetero. Cárdenas’s sculptural paintings are proposals for alternate identities 
constructed in found materials, celebrations of the self that may be dreamt into being through 
such base means as commercial objects. 
 

 
Miguel Ángel Cárdenas, Blue lovers, 1965. Panel, PVC, objects, 28 3/8 x 45 3/8 x 5 1/4 inches (72.1 x 115.3 x 13.3 

cm). Courtesy Andrea Rosen Gallery 
 
 

Less than halfway down the street at Rosen’s Gallery 2, the mood is somewhat more somber. If 
the main gallery show is about the elation of embodiment, the work in the smaller space seeks 
precisely to speak the inequities committed against those whose bodies are treated as less than 
human, in identifications with objects that are not emancipatory but fettering. 
 
The space is dominated by three frosty sheets of glass that cover the room’s northwestern 
corner. Illuminated from behind, the viewer has to shift along the wall to perceive the two 
projected figures, which remain ghostly, even in their fullest flesh. FlucT’s Sigrid Lauren and 
Monica Mirabile stir into and out of sight in dances that imagine the human machine broken and 
hysterical. Lauren mimes grocery shopping with a blank face and unseeing eyes. Later, on the 
floor, Mirabile grips Lauren’s breasts forcefully before bending her own head to a nipple like a 
child to be nursed. In moments more, both women will be gyrating uncontrollably, crawling on all 
fours and panting, doglike and content. These gestures communicate selves whose 
consciousness have been expunged in the most complete sense, leaving empty shells that have 
no shame or desire, only an automaton’s compulsion to express behaviors no matter how 
machinic. The women’s robotic motions are backgrounded by a soundtrack of Marxist quotes 
and cheery working songs, grainy as though played through an old loudspeaker. Alienated Labor 
(2017) conflates different brands of obedience, grammars of possession that have not learned to 
pass beyond language: the woman to ‘her’ man, the dog to ‘its’ master, the workers to ‘their’ 
company. 
 



	
	

 
Installation View, Without a Body: Ivana Bašić, FlucT, Sable Elyse Smith, Andrea Rosen Gallery 2. January 6 – 

February 4, 2017 
 

These are stories of being possessed or taken into possession. On this week of them all, it is 
good to remember that such captivity is rarely deserved and that the guardians of justice are not 
always righteous. Sable Elyse Smith’s textual message boards broadcast the irreconcilables of 
our judicial system that cannot see a jailed man as a loving father. Donning the anonymous 
public voice of lettered boards, Smith tells us about loving through plexiglass and over circuits 
of barbed wire. 
 

 
Sable Elyse Smith, Untitled, 2015. Aluminum sign board, felt, plastic letters,18 x 12 x 1 inches (45.7 x 30.5 x 2.5 

cm) © Sable Elyse Smith. Courtesy SIGNAL. Photographer: Pierre Le Hors 



	
	

 
While Smith and FlucT look to the world for the authors of their suppression, Ivana Bašić sees 
defeat in the failures of the body itself. Three foggy globes trailing hollow tails are suspended in 
vises along two walls. Blown with brittle breaths, these spheres transform the concept of 
capacity from an expression of fullness to one of limit, the ceilings to which we should not be 
pressed but are. To the left of the palest pink globe, a transparent glass crumples, a moment 
more of the lightheaded loss of breath before a fall. Pressure is an ingredient to Population of 
phantoms resembling me #2 (2016), a maker of bowed backs and wan, skeletal forms. 
Uncomfortable for their uncanny verisimilitude and amputated anatomies, Bašić’s sculptures are 
impaled and strung up like pinned butterflies, a torso like a stag’s head, mounted on the wall. 
 

 
Installation View, Without a Body: Ivana Bašić, FlucT, Sable Elyse Smith, Andrea Rosen Gallery 2. January 6 – 

February 4, 2017 
 

Hosted by the same gallery, these two exhibitions paint worlds at odds: flamboyant excess 
meets utmost poverty, ecstatic unions learn Marx’s theory of alienation. Such are the beauties 
and the hurts of our embodiment, which can be distilled to difference between giving and being 
taken. Closeness and distance are like the alternation of lapping waves that contract into the 
horizon and crash upon our shores in an infinite cycle that, at long last, is erosion. Perhaps one 
vision offers solace to the other; FlucT, Smith, and Bašić speak to the perilousness of a polar 
world, one that could learn from the fluidity of Cárdenas’ vision. With an honesty that does not 
pretend certainty, these shows seem to observe that while hard lines may blur, some locked 
doors never open again. 
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Critic’s	Guide:		
Amsterdam	
A	roundup	of	the	best	shows	on	during	Amsterdam	Art	
Weekend	
	
BY	GABRIELA	ACHA	
	
The	Rijksakademie’s	‘open	studio’	weekend	of	its	well-established	residency	programme	

has	grown	into	the	focal	point	of	Amsterdam’s	art	calendar.	Now	a	number	of	galleries	have	

united	around	it.	What	began	as	a	spontaneous	shift	in	arts	programming	across	the	city,	

formalized	into	the	Amsterdam	Art	Weekend	with	a	dedicated	series	of	events,	talks	and	

commissions	that	grows	which	each	iteration.	The	event	now	crosses	both	commercial	and	

non-commercial	spaces,	the	centre	and	its	margins,	allowing	the	latter	more	exposure	and	

for	previously	unconnected	themes	to	emerge.	For	example,	Amal	Alhaag	and	Maria	

Guggenbichler’s	independent,	queer,	antiracist	curatorial	project	The	Side	Room,	presented	

the	one	night	event	‘Black	Fashioning/Dancehall	Futures’,	at	the	same	time	that	Isaac	

Julien’s	film	Looking	for	Langston	(1989),	about	black	gay	poet	Langston	Hughes,	opened	at	

Ron	Mandos	gallery.	Some	of	the	highlights	this	year	included	Anna	Bella	Papp’s	low	square	

clay	reliefs	of	Eastern	European	construction	workers	at	De	Ateliers	and	Riet	Wijnen’s	

installation	Conversation	Four:	First	Person	Moving	(2016)	at	the	non-profit	platform	

Pa///kt,	exploring	the	political	and	artistic	implications	of	abstraction.	Here’s	a	roundup	of	

some	of	the	best	exhibitions	across	the	city.	

	



The opening exhibition at In-Out Center, 24 November 1972. Courtesy: De Appel Arts Centre, Amsterdam; photograph: 

Paul Hartland 

‘In-Out Center’ 

De Appel Arts Centre 

15 November – 11 December 

In-Out Center, was an art space which briefly ran from 1972–74 in the very building that 

now houses De Appel. Instigated by conceptual artists Michel Cardena, Ulises Carrión, 

Hreinn Fridfinnsson, Sigurdur Gudmundsson, Kristján Gudmundsson, Hetty Huisman, 

Pieter Laurens Mol and Raul Marroquin, its members’ various origins in Latin America, 

Iceland and the Netherlands, enabled them to produce an international programme of 

experimental art unrivalled in the city at that time. This exhibition, which shows posters, 

and photo documentation of exhibitions, as well as works displayed during the In-Out 

Center’s run – including video, performance documentation, concrete poetry and sound 

art – captures the life of Amsterdam’s first independent artist’s space.



	

 
ARTE 

La última cena de Michel Cardena 
El artista colombo-holandés, quien sufre de un Parkinson terminal, ha decidido morir 
este próximo martes 2 de junio. Radicado desde hace décadas en Holanda, es uno de 
los pioneros del performance, la instalación y los medios electrónicos. El Instituto de 
Visión, en Bogotá, celebra la obra de un hombre que jamás fue comprendida en su país. 
 
2015/05/29 
POR MARÍA ALEJANDRA PEÑUELA 
 
Instituto de Visión, un espacio de exhibición y colectivo de investigación sobre arte, 
además de galería, ubicado en el barrio San Felipe, de Bogotá, organizó el pasado 
viernes 21 de mayo una última cena en honor al artista Miguel Ángel Cárdenas en la 
que se discutió el arte queer y se tomó sopa como en su video What a good soup, como 
parte de la exposición que estará exhibiéndose hasta el 4 de junio.  
 
Cárdenas, aunque desconocido para muchos, es considerado uno de los pioneros del 
arte performatico en Colombia, a pesar de que partió del país hace cincuenta años 
hacia Holanda. Nacido en 1934, en El Espinal, Tolima, se formó como arquitecto en la 
Universidad Nacional, pero siempre se interesó por las artes visuales y la danza. 
Influenciado por el modernismo y las tendencias abstractas del momento, inicialmente 
expuso pinturas en la Luis Ángel Arango y en la Biblioteca Nacional. En 1962 se ganó 
una beca de Colcultura y viajó a Barcelona a hacer una práctica en grabado. 
         
 En Europa afirmó su homosexualidad y comenzó a trabajar con formas menos 
tradicionales como los ensamblajes, los performances y los happenings. Se mudó 
entonces a Holanda, donde trabajó el tema del calentamiento desde la perspectiva 
cultural y sexual. Para él, la sexualidad es casi religiosa: no está asociada al morbo o a 
lo pervertido. Su acercamiento ha sido, en todo caso, poético. María Wills, curadora de 
Calentamientos, dice que Cárdenas presenta el calentamiento de una manera más 
conceptual, casi  banal, o si se quiere, Dadá.  



	

 

 
Cárdenas calienta el sol. 
 
 Cárdenas explora el calentamiento a través de fotografías como Cárdenas calienta el 
sol, que retrata el calentamiento de  un huevo que termina quemándose. Otras de sus 
obras abordan el mismo tema, como los happenings en Holanda en los que calienta un 
canal de agua con calentadores. Wills dice que cuando Cárdenas emigró de España a 
Holanda se dio cuenta de que llegaba a una cultura muy fría: “Se fue de un país a otro 
buscando la liberación sexual, pero cayó en la cuenta de que la cultura holandesa es 
muy fría. Por eso empieza a hacer happenings calentando a las familias con su calor 
latino. Ahí todavía no había entrado en sus temáticas sexuales sino que, de una manera 
más ingenua o dulce,  se sentaba con ellos a conversar, hacer café, o acariciar”. 
 
 Su faceta más transgresora se ve en los videos y los ensamblajes que tienen que ver 
con lo sexual e incluso lo pornográfico. Cárdenas utilizó en sus ensamblajes técnicas 
muy pop, similares a las del escultor sueco Claes Oldenburg con hamburguesas 
gigantes y papas fritas, y se valió del uso de objetos capitalistas. Las obras hacen 
alusión a los órganos sexuales: con las cremalleras referencia el órgano sexual 
femenino y con las pelotas el masculino. Colores brillantes y materiales plásticos que 
rayan con lo burdo, realzan lo pop en sus obras que se presentaron junto al arte de Jeff 
Koons, Roy Lichtenstein, y Andy Warhol, en una muestra seminal titulada Pop art y 
nuevos realismos, en 1964. 
 



	

 
 
 Otra de las obras que hace parte de la exposición es Hot Vagina (1969): cuando se 
conecta a la corriente una lámina de acero se prende un tubo de calor en la mitad como 
si fuera un clítoris. Wills señala que artistas como Édgar Negret y Eduardo Ramírez 
Villamizar habían comenzado a trabajar con una especie de doble plano de olas 
tridimensionales abstractas en los cincuenta, pero que los temas sexuales que 
abordaba Cárdenas, no se habían tratado antes en Colombia. 
 
 Hacia la década del setenta, Cárdenas comenzó a trabajar con videos y creó una 
empresa (Warming up etc. etc. etc.) que los producía. El logo de la compañía es una flor 



	

que hace alusión a la vagina y lo usa en la chaqueta con la que hace los happenings y 
en la camioneta en la que visita los hogares que quiere intervenir. Para esta misma 
época decidió cambiar su nombre de Miguel Ángel Cárdenas a Michel Cardená, para 
romper cualquier vínculo con sus raíces colombianas y con el nombre religioso que le 
habían dado. Cárdenas nunca regresó a Colombia y se hizo evidente el resentimiento 
hacía un país que rechazó su obra y su homosexualidad. 
 
 La mayoría de sus videos son autorreferenciales. I love you es una grabación de su 
boca y su barba que hace alusión al órgano sexual femenino, y en la que repite una y 
otra vez “I love you, I love you, I love you”. Antes de que se acabe el video se oyen las 
palabras “and I think you love me too” (“y creo que tú también me amas”) mientras cae 
un líquido blanco. What a good soup es otro de los videos expuestos en la galería 
Instituto de Visión. En este un hombre joven le prepara una sopa a Cárdenas y todos los 
elementos que usa para prepárala son figuras fálicas. Al final del video el joven le pasa 
la sopa y Cárdenas empieza a tener un orgasmo mientras se la toma. 
 

 
What a good soup 
 
 El artista colombo-holandés, de 81 años, sufre de un Parkinson degenerativo terminal y 
ha decidido terminar con su vida este 2 de junio, en Holanda, un país donde el debate 
sobre la muerte asistida inició en 1973 con el caso Postma. No sería sino hasta el 2002 
que se hizo legal. Cárdenas ha optado por la eutanasia. 
 
*En honor a Miguel Ángel Cárdenas y a su arte vanguardista transgresora e 
incomprendida. 



	

Michel Cardena's Last Supper 
 
2015/05/29 
BY MARÍA ALEJANDRA PEÑUELA 
 
The Colombian-Dutch artist, who suffered from Parkinson’s disease, died Tuesday, June 
2. Established in the Netherlands for decades, he was one of the pioneers of 
performance, installation and electronic media. The Institute of Vision, in Bogota, 
celebrates the work of a man who was never understood in his country. 
 
Instituto de Visión, an exhibition space and a collective of art research, as well as a 
gallery, located in the San Felipe neighborhood of Bogotá, organized last Friday, May 
21, a last dinner in honor of the artist Miguel Ángel Cárdenas. Discussed queer art and 
took soup as in his video What a good soup, as part of the exhibition that will be 
exhibited until June 4. 
 
Cárdenas, although unknown to many, is considered one of the pioneers of performance 
art in Colombia, even though he left the country fifty years ago for Holland. Born in 1934, 
in El Espinal, Tolima, he trained as an architect at the National University, but was 
always interested in visual arts and dance. Influenced by modernism and abstract 
tendencies of the moment, he initially exhibited paintings at Luis Ángel Arango and at the 
National Library. In 1962 he won a scholarship from Colcultura and traveled to Barcelona 
to learn engraving. 
         
In Europe he affirmed his homosexuality and began to work with less traditional forms 
like the assemblages, the performances and the happenings. He then moved to Holland, 
where he worked on the topic of warming from a cultural and sexual perspective. For 
him, sexuality is almost religious: it is not associated with morbid or perverted. His 
approach has been, in any case, poetic. Maria Wills, curator of Warmth, says that 
Cardenas presents the warming in a more conceptual, almost banal, or if you like, Dada. 
 
Cardenas explores warming through photographs as Cardenas warms the sun, which 
portrays warming an egg that ends up burning. Other works on the same theme, such as 
happenings in Holland in which heats a water channel with heaters. Wills says that when 
Cárdenas emigrated from Spain to Holland he realized that he came to a very cold 
culture: "He went from one country to another seeking sexual liberation, but he realized 
that Dutch culture is very cold. That's why he begins to make happenings by warming 
families with his Latin warmth. There he had not yet entered into their sexual themes but, 
in a more naive or sweet way, he sat with them to talk, make coffee, or caress. " 
 
Its most transgressive facet is seen in the videos and assemblages that have to do with 
the sexual and even the pornographic. Cardenas used very pop-like technical 
assemblages, similar to those of the Swedish sculptor Claes Oldenburg with giant 
burgers and fries, and used capitalist objects. The works allude to the sexual organs: 
with the zips reference the female sexual organ and with the male balls. Brilliant colors 
and plastic materials that streak with pop, highlight pop in his works that were presented 
alongside the art of Jeff Koons, Roy Lichtenstein, and Andy Warhol, in a seminal 
exhibition entitled Pop art and New Realism in 1964. 



	

 
Another one of the works that makes part of the exhibition is Hot Vagina (1969): when it 
is connected to the current a steel sheet is caught a tube of heat in the middle like a 
clitoris. Wills points out that artists such as Edgar Negret and Eduardo Ramírez 
Villamizar had begun to work with a kind of double-layered abstract three-dimensional 
waves in the fifties, but that the sexual themes that Cárdenas tackled had not been 
discussed before in Colombia. 
 
By the 1970s, Cárdenas began working with videos and created a company (Warming 
up etc. etc. etc.) that produced them. The logo of the company is a flower that alludes to 
the vagina and uses it in the jacket with which he does the happenings and on the truck 
in which he visits the homes that wants to intervene. For this same time he decided to 
change his name from Miguel Ángel Cárdenas to Michel Cardená, to break any link with 
his Colombian roots and with the religious name that had given him. Cárdenas never 
returned to Colombia and became resentful towards a country that rejected his work and 
homosexuality. 
 
Most of his videos are self-referential. I love you is a recording of his mouth and beard 
that alludes to the female sexual organ, and in which he repeats over and over again "I 
love you, I love you, I love you". Before the video is finished you hear the words "I think 
you love me too" while a white liquid falls. What a good soup is another of the videos 
exposed in the gallery Institute of Vision. In this a young man prepares a soup to 
Cárdenas and all the elements that it uses to prepare it are phallic figures. At the end of 
the video the young man gives him the soup and Cardenas begins to have an orgasm 
while he takes it. 
 
The 81-year-old Colombian-Dutch artist suffers from terminal degenerative Parkinson's 
and has decided to end his life this June 2 in the Netherlands, where the debate on 
assisted death began in 1973 with the Postma case. It would not be until 2002 that it 
became legal. Cardenas has opted for euthanasia. 
 
* In honor of Miguel Ángel Cárdenas and his avant-garde art transgressor and 
misunderstood. 
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Miguel Angel Cardenas and the truth of the video

Miguel Angel Cardenas controlling the monitors before a performance at the Stedelijk Museum of Amsterdam,
1976. Miguel Angel Cardenas is one of the most important visual artists in Europe, has worked in video since
this medium began its troubled history in the late sixties until its consolidation in the nineties as one of the most
popular media among the younger generations . Cardenas, one of the most significant artists that have the
visual arts of the Netherlands, born in El Espinal, Colombia, in 1934. He studied architecture at the National
University of Bogotá (1952-1953) and Visual Arts at the Academy of Fine Arts (1955-1957). He made his first
exhibition in Bogotá, the National Library, when he was 23, which was followed, in 1959, her exhibition at the
Biblioteca Luis Angel Arango, in 1960 again at the National Library and the Museum of Zea Medellin, and in
1961 at the Gallery La Tertulia Cali. Thanks to a grant from the Ministry of Culture of Colombia, studied in 1962
at the School of Graphic Arts of Barcelona and from that year Cardenas lives in Amsterdam. His work, although
with nuances held by Marta Traba and known in Colombia in the early sixties, has been lost in oblivion by pure
physical absence.Cardenas tells the story of change in this Colombian experience and the emergence of
interest and work with the video in this interview, held in Amsterdam in 2011.Cardenas made exhibitions with
videos, photos and performances strongly covered with the period of major renovations of the visual arts in
Europe from 1970 to 1980. During these years, his works were shown at De Appel and the Stedelijk Museum
Amsterdam, in the space Cardin in Paris (a space "of the new" almost forgotten) in the Venice Biennale and the
recently opened Centre Pompidou in Paris. They also exhibited at major festivals that were beginning to engage
in video, as the 8th International Encounter on Video, Tokyo, Rome and Video. In 1981 Boyman-van Beuningen
Museum in Rotterdam gave him a major retrospective of his work in video and performances. In 2004
Cardenas was appointed by Queen Beatrix as an officer in the Order of Oranje Nassau for his contribution to
the arts and culture of the Netherlands.For those interested in the work of Cardenas and want to do a search
on Google, I recommend you start typing in the search box the name "Michel Cardena" because at some point
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the artist changed his name, theme which begins the interview.
OWN NAME 
Sebastian Lopez In this interview will call Michel, name that I met thirty years ago and I'm used to . 
MIGUEL ANGEL CARDENAS No, please.

SL What you bother you?  
MAC Yes, because my name is Michelangelo.

SL But you you changed your name in a given time.  
MAC Yes, but I did it just to annoy my father. When my father died he appeared to me and told me I had to go
back to take my birth name.

SL And how you appeared?  
MAC I saw a shadow while I was listening to music. Really I do not know if I was dreaming or awake.

SL Why angering your father wanted?  
MAC always had fights. For issues of religion, politics. In addition it was not to take leave when I came to
Europe, because he thought that the scholarship I had been given was the Communist Party.

SL Why think that?  
MAC In those years I had Communist friends.

SL Besides wanted angering your father, there an earlier time, in the sixties, when you decide cambiártelo by
'Michel Cardena. " 
MAC First I changed me in 1965, when exhibited at the Museum of Modern Art in Paris in an exhibition called
"Latin American Artists in Paris." In this sample also he exhibited Agustin Cardenas and was confusion: the
thought that my work had made   him and hers had made   them myself. So I decided to change the name by
deleting the "s" Sex and the Angel of Michelangelo. In addition, for the people it was easier to pronounce Michel
Michelangelo.

HOLLAND 
SL When you left Colombia in 1961 you went to Barcelona to study at the School of Graphic Arts. Why did you
go to study graphics? 
MAC I liked the etchings of Goya and wanted to emulate them . The School of Graphic Arts was also well
known. Even a fortune teller had predicted me from a year before he would live in a country with plenty of
water, and Barcelona I found my destiny. In the scholarship we could choose to go to Paris, New York or
Barcelona. In those years, in Barcelona there were the informalistas artists: Tàpies, Millares and many others,
and I wanted to try that environment, because my painting spent some time influenced by them.

SL The paintings you did in Bogota before departing were some points of contact with the informalistas. At least
that is what appears on reproductions of your works. 
MAC Well, I knew not directly Tapies painting. He knew her only by reproductions. The most surprising thing
was when in 1961 I think it was in October went to Paris and saw an exhibition of Lucio Fontana and was totally
faded from emotion. There I met the term "spatialism" which is like Fontana calls his way of working and his
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theory. I had been using the concept of space without knowing the work of Fontana while working in Bogotá. He
had made   a series of works using as a metal support structure and performed with cement. In the works he left
a series of openings through which you could see the wall and created a relationship between the plane of the
work space front and rear space of the work.

SL However, Marta Traba, in a comment made   by one of the last exhibitions you did in Bogota, says Colombian
artists are aware and know the art that is done at the time. 
MAC spatialism I knew nothing of. Besides he did not know of the existence of Fontana.

SL I commented what Marta Traba because a few months ago, talking to a Colombian colleague told me that
the artists of your generation, many of whom still live in Bogota, claim that in Bogotá not know anything about
what was happening in the rest of the world. And remember references that you had told me, like the late fifties
and early sixties itself had information. 
MAC I inquired through Traba giving a course at the University of the Andes and let me know Ellsworth Kelly,
Karel Appel, among many. Lock knew all the art that was done in his time. She was one of my sources of
information. Wim Beerens, who was director of the Stedelijk Museum and knows me since I'm in Holland,
remember that when I arrived was surprised at how much I knew about contemporary art.

SL Yes, in that wrote the text for your exhibition at the Stedelijk Museum in Amsterdam, he says he knew of
"new realism", pop art, Duchamp ... And emphasizes that know more than the same Dutch artists. How did you
come to Holland? 
MAC In Barcelona I became good friends with a Spanish who was also studying at the School Graphic. He told
me about a friend from The Hague who had a gallery. In addition, he told me he had a lot of tolerance in
Holland with homosexuals. The call "gallery" was an antique shop in which I was not interested expose, and the
shop owner my work seemed scandalous and immoral. But a week later I met Wim Beerens and invited him to
see my works. When I visited, he said nothing. What had shown him were mostly watercolors, etchings and dry
points. But a week he sent me a letter inviting me to present a year later in the Gemeentemuseum (Municipal
Museum) in The Hague.

SL Your work undergoes a radical change when you start working in the Netherlands. Start working with other
materials and introduce new themes. 
MAC There are many things that impressed me. The experience of seeing prostitutes took me to use boxes
that put objects behind glass. This allowed me to continue working on the problem of space, as I told you
earlier, with the ratio of three spaces.

THE VIDEO 
SL Michel, how do you learn that there is a new medium called "video"?  
MAC was only in 1968 or 1969 when I learned of the existence of the video. It was through art magazines in
which Paik saw works. I read a lot Art International and Du. He had worked with photography, where the
question of movement and sequence was essential, as in Cardena réchauffé le soleil (Cárdena heats the sun).
Then I saw an ad that Sony was selling a portable recorder and camera, and I bought it immediately. This was
in 1969.

SL And why you decided to leave the means that were working and dedicate the video?  
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MAC Especially because I was interested in the movement, and made   it possible to record video. On the other
hand, I thought that through the video you could get closer to the truth. With the video could do many takes of
the same movement. For example, in Black and White and Sometimes Colourful No. 2 (Black and white and
sometimes colorful No. 2), I used twelve cameras. The video allowed me to show different aspects of the same
movement.

SL What year was your first video work?  
MAC in 1969. They were movements of my hands and legs. Never I presented these works, because I found
they did not have good image quality. I myself was all handled the camera, I moved, etc.

SL Michelangelo, do not do video painting. By this I mean that the average asking other components, another
way of thinking and a way to make a play. With your previous experience as a painter, how you started working
with video, which I ask a way different job?  
MAC Actually, the way is not so different. It is to simply observe. While doing my paintings and photographs,
they were based on observation, and video camera for me was the same. For me, the movement was
important, since I saw the late fifties in Bogota an exhibition of Italian art and met for the first time the paintings
of the Futurists, that interested me a lot. My first exhibition in Bogotá, the National Library, was very inspired by
Futurism. Boccioni and Severini left me completely obsessed.

SL But, forgive insist, even though you say the video allowed you to focus on the problem of movement, my
question suggests that at the time to make a play there is a difference between the pictorial practice and video:
production image is different and the way we do is different.  
MAC Well, I'd had no trouble moving from one medium to another. My interest in the movement made   me enter
the video without conflict. Like I said, I started moving my legs and my arms, and recording it with the camera. I
do not always focused out the shots, but ... could not watch and control the image at the same time.

At first, the Portapack did not have the possibility of editing, it is why the first works you see many artists are
made with one shot. There was no possibility of assembly. When a new device came with an open rail, we could
just make montage of images, very rudimentary, but could be made montages of different shots. It was
important to have good planning in the order of the shots, because we could not do inserts. That was achieved
much later with new equipment that were already making a type of work like television.
SL In those years, and we are talking about the beginning of 1970, not all artists have the necessary equipment
to work. What was your case? 
MAC I had my own studio with my own devices. This allowed me to even start teaching video at the Academy of
Fine Arts in the city of Enschede, the AKI call, where he was working. I was going to teach all my team. It was in
these years that students who had helped me to take of my videos. I bought the complete equipment with my
savings. He worked at two academies of Fine Arts, AKI and Rietveld in Amsterdam and sold well my works.
Other artists in Amsterdam had some devices. Nan Hoover, for example, had only one camera, but did not have
a studio with the necessary equipment. A few years later came Moore, who had a more professional studio and
founded The Bank in Amsterdam. Moore was a technician and put all his equipment and knowledge available to
artists working in Amsterdam.

SL I know you were very generous, because you prestabas your devices not only other artists to work, but also
for the emerging art centers could show video. I remember Wies Smals, the founder of De Appel in Amsterdam,
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told me that that was his case. 
MAC Yes, it was. Appel was a continuation of In-Out Center which I founded in 1972. It was in this center where
held in Amsterdam the first performances and the first videos were shown. For the inauguration did my first
performance, which was to reheat the Reguliergracht (one canal in central Amsterdam). In the In-Out Center
also they participated Peter Laurens Mol, the brothers Gudmundson, the ceramist Hetty Huisman and Ulises
Carrión with his books, among others.

SL In many of the stories video art described the first period as the time when the videos were long and boring.
There is something that always caught my attention: that in front of this trend, your videos are short and mostly
are not boring. Even you 've completed a play called A minute in a minute, an hour in one minute, one day in
one minute, a week in one minute (the hard work 5 '22' 'and was held in 1978), in which I think you make an
ironic comment of this type of videos that lasted many time. Why decide to do more short videos? 
MAC felt the need that people do not get bored. Although in the early years we went to the "Screenings video"
in which the works lasted for hours, and one would sit to see if something was interesting and nothing was
happening, and also because I was interested in making an ironic comment on the matrix trend of those years,
body art, and realized the soup is delicious (the soup is delicious) (8 '52' ', 1977). In this work, rather than hit
me, I showed pleasure for the art of eating a rich soup, and this act was helped by the waiter who was under
the table.

SL Many artists have justified the videos are so long because they had the possibility of making montages. But
faced with this limitation, you also had, you choose to make shorter videos, which means that the arguments of
these artists can not be applied to your production. 
MAC Well, I had already possibility of making montages.

SL In those years there is a double issue that has often been confused. On the one hand, the use of a new
medium and, secondly, the emergence of a number of practices. You just name the performances, ranging
mixing or better, incorporating the new medium in these practices. What was your perspective on this? I ask this
particular question, because there are many artists perhaps the clearest example is that of Marina Abramovi
and Ulay, who were working while you in Amsterdam, performing some performances and videotaped
documentation of performance. In the performances that you have done, where you have used video, do not
use it as documentation but otherwise. What was the use that you gave the video when performances were you
doing? 
MAC As I said before, for me the video was a way to get closer to the truth.

SL What do you mean?  
MAC Right now, as we speak, I'm watching just ahead. If I had a video camera to take you behind, feet, hands,
allow me to get closer to the truth of Sebastian Lopez that if instead of this he did with a camera and perform a
power front, which is a hundredth part of your reality. If I told you before Futurism was important for me was
because Futurism was influenced by Cubism, which is trying to paint different aspects of a still life of a face.

SL Well, what you say it is the classic description of the Cubist paintings of Picasso. But there yours
performances where you are with the camera in hand. That is, do not ask someone who is out of action that
makes taking action, but you yourself handle the camera. This makes perception, image showing the camera,
not distant, but a "participatory" takes the performance. 
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MAC You mean a performance I did in Vienna: Searching for Unity II (Looking Unit II, Cárdena Warming Up etc.
etc. etc. Company, 1977. International Art Fair K45, Künstlerhaus, Vienna).

SL What was?  
MAC had four cameras mounted on a wooden board about three meters. With them in hand, I moved forward, I
became. I was trying to make a visual unity of my person.

SL Did the public the chance to see that tape you were doing?  
MAC Yes, the public saw me and looked at the same time the image resulting from my actions.

SL Once you had made   this recording, the use or were coming back ?, what fate would destroy you gave then?  
MAC was, on the one hand, the recording of the performance, then not subjected to an assembly, and then
showed as it was recorded.

SL There are other performances, to you and you have referred in passing, in which you use many cameras.
These performances have a special feature : unlike other artists, you are not the person doing the action, but
you hired the others to perform. Why you hire? Why do you work with other people? What allowed you to go
another who performed the action and not yourself? 
MAC This allowed me to make a direct mount as the action was performed.

SL When seleccionabas to the "actors" who performed the performances, you elegies usually dancers. Why
elegies dancers? 
MAC The dancers are showing movement as perfectly as possible. They are the "professionals" of the
movement.

SL I am interested to deal with this situation, not just a means but against your decision to make a performance,
you choose for yourself the role of director in the sense of a television director or a film director . 
MAC was a process through which I reached a state where I had different positions. A "director" has full
responsibility for the work. Thus it could also have more control of the image itself.

SL What kind of technical means to make these videos were using to which we are referring?  
MAC "wiper" and "fade".

SL What were those means? I am asking you to explain, because we are talking about work that you've done
forty years ago and there are certain types of technical resources that no longer exist or that younger
generations do not know.  
MAC would be unusual not know. With the "wiper" you can show the images of two cameras simultaneously.
The images are cut, dividing the screen horizontally or vertically. The "fade" allows you to blur an image from
one camera to another that comes from another camera. These techniques are derived from television, where
already they were used. This was based on my interest to show different aspects of the movement of a person
or an object.

TELEVISION 
SL What was thought in the seventies about television? In the texts that refer to these years, critics and
commentators are saying that the artist uses the same raw material using television. What discussions were at
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this time in relation to television? 
MAC I do not like arguments, so I have no idea.

SL But I can imagine that spoke of this.  
MAC No.

SL However, I believe in these years, from you and also, for example, Wies Smals, there was a desire that this
new medium called video will be shown on television. 
MAC Well, yes. Wies Smals produced ...

SL But wait, before we get to that, I imagine that you have ever spoken on television. Do you saw TV?  
MAC Sure, every day.

SL And how connections were with television? ¿Establecías a dialogue with television?  
MAC just thought it would be good that my works were shown on television. But he had no criticism idea.

SL were artists who seemed awful television. What you thought television at that time?  
MAC I had fun.

SL There is something that would be good to emphasize: we are referring to the Dutch television that compared
with television in other European countries and the United States, was a totally different television in many
ways. 
MAC Yes Here was more freedom..

SL think television programs made   in the sixties Win T. Schippers would have been impossible to perform in the
United States, even in Latin America.  
MAC De Appel, in his desire that the works of video artists were spent on television, He produced two works.
One of General Idea, the Canadian group, and one of mine. In the end, General Idea was not shown, but mine
passed it twice. My play was called We are free !? (21'56 '', 1981). The work was shown on national television
chain a year after its completion. The work of General Idea Test Tube was held in 1979 (28 '15' '). Dutch
television refused to show the latter, because "it was a lot like television."

SL But Wies was convinced that the videos had to occupy their space not in art galleries but on television.  
MAC Yes. What happened is that television did not accept the work because they were of very poor technical
quality.

SL Well, that was what the television people said.  
MAC But it was true. The image quality was very low resolution. So Wies Smals produced these two videos to
be recorded in professional studios. I did my work at Erasmus University in Rotterdam, which had very good
studies. Doing it in a television studio would have been very expensive. Following the transmission of my first
video, a leader of one of the TV channels contacted me to record in a television studio I wash my hands (in
Castilian in the original). It was a great experience. It was a lot of work, because we had to burn very fast. It was
possible to do in eight hours. If I had paid, that would have cost 50,000 forints as of the time (about 20,000
euros today).
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SL Michelangelo, think in your mind of the seventies there is a real interest in television, because I have been
fortunate to witness in 1983 of the first television transmission 24 continuous hours that you have done. Where
did this interest is television? Nobody until then had the idea of making a continuous transmission of these
characteristics. 
MAC is something that has to do with my character. I start with small things and I'm going up and up ... When I
started with video I did with a camera; then she had two cameras and a more sophisticated recorder; then I had
the color, and then recorders in which he could make insertions.

SL Well, you're answering me - level devices. I am interested in the fact that in those years no one had thought
that television could transmit images 24 hours a day.  
MAC is as I say. It is this need to move forward and progress.

SL How did you prepare that TV show ? It seems to me interesting that consciously or unconsciously took the
same structure of television. I mean, there were parts live, as did the television at the time, but things had
previously recorded. What were those two elements that you used? What were the parties live? 
Mac had interviews, dances, singers ...

SL I remember that at a certain moment entered the street a man on a motorcycle and stood before the
cameras ... Who you interviewed? 
MAC Some important people like Jan Timman, one of the most important Dutch chess players, to Willeke van
Ammelrooy, actress, who also came to participate live. Finally, many ...

SL All this organizational and creative enterprise was based on these 24 hours of television were a tribute to
Bertrand Russell. Why did a tribute to Russell? 
MAC I do it because he saved my spiritual life. When I was 18 I had tuberculosis and had to be in a sanitarium
for two years. At that time, the sanatoriums were cared for by nuns, and one of them raped me. At that time, I
was confused about my religious convictions. On one side were the beliefs about religion in Colombia, which
had a relationship with the family and everyday life. I'll tell you one: we were told that when we took the host at
Mass if the blood would munched. With my colleagues we tried and nothing happened, of course. Another
patient in the sanatorium boy handed me the book Russell Why I Am Not a Christian (1927). After reading it I
removed all doubts about Catholicism and since then admire Bertrand Russell. And at a certain point I decided
as a socio-conceptual work declare the birthday of Russell as the beginning of a new era based on peace and
understanding. At first, it was party and in recent years anyway sending cards and emails. My program of 24
hours of television I did to the two or three years after I started to celebrate the new era.

The IN-OUT CENTER  
SL You have been one of the initiators of the now called "alternative spaces" others call "artists ' initiatives"
when didst in Amsterdam the In-Out Center. What was the genesis of that space?  
MAC artists were working on performances and video; artists who made   works that were out of what used to be
presented in galleries and museums. No gallery or museum had this type of work. So I decided to found a
center where it could be shown what was happening in those years.

SL How long was running the Center?  
MAC A year and a half. Look, the idea was that each of the twelve participating artists pay a month's rent, but
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there was a time when certain people did not pay, so I had to pay.

SL What kind of exhibitions performed?  
MAC The exhibits were performances, video and objects. Month exhibition was held. The idea was that each
participating artist could show their work or could invite another artist. I did the performance of the inauguration.
I also did a performance with the cultural attache of the French Embassy,   which was the reconstruction of a
game of Marcel Duchamp with the world chess champion, and in which Duchamp had won the game.

TEACHING VIDEO 
SL For many years you have been teaching video and new media at the AKI Academy in the city of Enschede.
Speaking with some of your alumni, I was told that there was an intensity in your classes, extensive involvement
on your part that made   students feel deep inside classes. 
MAC Well, I invited my students to my workshop, and they could work in my workshop. I made   it to
communicate with my own life. Indeed, in the academies they were here teachers and students there. I also
had an artistic activity, could show what he was doing. Most teachers no longer worked as artists and were
teaching theoretical.

SL Some artists of recent years consider work to give class is part of his artistic work. How do you see those
years of teaching at the AKI?  
MAC For me it was the same. There was an osmosis between my work and the work done with students. Even
in the classification system in the examinations made   every year, he invented different systems qualify. One
year, for example, I determined that a work was good if it was 37 degrees. If he was wrong, they put 33
degrees. If it was outstanding, 38 degrees.

You started the SL video department at the AKI, how? Was there any resistance to teach you started so young
middle? 
MAC In the AKI there was no problem. In those years he was director Joop Hardy, who was one of the most
spiritual and human directors who were in the Dutch academies. When I was doing my first show, an art critic
well known in those years she told me that in the AKI needed a teacher and that if I would like to teach. I had
some apprehension, because in Colombia I hated art academies because they threw me to the second year of
study for having an exhibition. Since then, he wanted nothing to do with art academies. But then , to work in the
Netherlands allowed me to regularize my situation, because in those years had to go every two months the
police to show what they had won and what he did. I went anyway and was accepted.

I started working in the AKI randomly. In those years it was fashionable what was called the "sensitivity training".
It was that students were talking, touching. An exercise was that students, with bare feet and eyes closed,
touching everything they found. I made the students were all touching objects academy. When they returned to
class, they had to draw the feelings they had. I remember for Valentine's Day, and taking advantage of the
performances in those years were a reality, we use cartographic maps where it appears in detail everything,
fences, doors of houses. In the near field of AKI, we made a big heart and then went to walk the perimeter
marked on the map, and every 300 meters did a performance that had to do with the heart. We had brought
with us gin and at the end we were all drunk. In the course we went through the garden of one of the most
romantic singers Holland ... It was fantastic ... It was an activity that started at nine o'clock and ended at five in
the afternoon.
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SL One of your students gave me a picture of that collective performance.  
MAC remember another exercise consisted of osmosis between the Academy of Fine Arts and the school
where they teach young housework. We went with my students to school girls and there we learned to make
soups and salads. Then there were the girls from the School of housekeeping service and a mural made   using
objects that had to do with the house, with meals, etc. Unfortunately I have no pictures of these things, but
students were delighted. A wine expert, for example, gave a wine appreciation class. The conference room was
packed. He incorporated in classes the subjects that interested me and I was working.

NATIVE TONGUE-  
SL Michelangelo, there are many your works that have the name in Castilian. Why did you do it ?  
MAC When I started working in the Netherlands will put the name to the works in French, Dutch or English
because it sounded better, but also because there were some that had to do with very Dutch realities, as an
assembly to call "vacantietoeslag" I did not know how it could translate ( "vacantietoeslag" is an extra salary
given to the Dutch workers so they can take vacations). Other sounded better in English as Black and White
and Sometimes Colourful. But in 1981, when I did the major retrospective exhibition at the Museum Boijmans in
Rotterdam, and just make my video We're free!?, I decided that all titles of my works would be in Spanish.

SL Why?  
MAC For a love Castilian. It was a way back to my own idiosyncrasies, my own identity. It was suddenly. I am
speaking and my works had to have titles in Spanish.

SL For a long time you do not work more with video. When did you finish work and why?  
MAC ended in 1985 with the live-video performance that was sponsored by architect Jan Hoogstad occasion of
the inauguration of the square designed by him in Nieuwegein, near the city of Utrecht in the Netherlands . It
was outdoors and the public who visited sat in bleachers. I had to "performarla 'twice, then came two thousand
people. It cost 100,000 guilders, because I worked with three cameras and mengpanel (mixers) professionals,
and images were projected on a screen six eight meters. The music was played on piano by Misha Mengelberg
and danced for twelve dancers. As I told you, my career was characterized by increasingly improve both the
concept and technique. He had other ideas for, as the "Reheating the Mont Blanc" with participation of Mikhail
Baryshnikov, whose images would be projected onto the mountain snow.

I left the video because I wanted to return to the intimate creation. With the video was always surrounded by
people, both in front and behind the camera. So I started making drawings with acrylic on paper 260 by 206 cm.
The Stedelijk Museum of Amsterdam made me a solo exhibition in 1989 and in 1990 won the third prize in the
First Triennial of Painting in Osaka with one of them.
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