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Operative Steps
(Fgue 1 | llptscomenttor_[)

Fodiis —.-__E.ﬁamwm

Yecommendad for the entire .- __Ipru

mmim.nlhﬂ' until the

AR ___;mmuimmmhjm.

T e while: avoicing the use of other oo}

el For maintaining o) theuse of il ____}is
Ml‘ﬂlﬂhhord._;.,_ * | agents as well as short-acting

SEEl)

et e __] the presence or absence of a
’_;qmm['-ummml ] procedure required. While
m-i‘_,____,...,.}m _,_.]m.;__elg_wbem

mughap-ﬂl._,_,....j' the presence of, § requires a full

") During any kind of __ "} procedune, the most impartant
mhwmh yofthel—___ jand their
tlose relationship to the JtFI-nl).

spliit, combining the of good
-,__..Jmmmmu S._Jmm

mdummiugwh..vu,

pletaly nimd-d:-dn
hmdm (Figure 3). Um*'ﬂ-!
cause & fracture of one side of the, which is stabalized at

chosure with the ;

{ Figure 2. .| incision for uwnuﬂ_wi.-dﬂﬁ

For patients with myasthenia gravic a team approach including
‘anesthesiclogist, neurologist, and thoracic surgeon is highly
recommended for the tnllnlbgnumpemd Patients should
continue their bnticholinesterase madicatiary until the marming of
[uargery, Bnesthetic induction should be light with only ptragifie and a o
mild fedative while avoiding the use of other antichalinengic

| medicatinns. For maintaining anesthesiy, the use of ruscle FElSEmE is
discouraged in favor uf&\halmmal #gents as well as short-acting

harcoticsi.

In thymic suraers for myasthenia gravis, the presence or absance of a
wmama dictates the extent of the jsurgica’ procedure required. While
total ithymectomy for myasthenia without fhymaoma can be performed
m;hapmmm.mWHmﬂﬂ_ﬂWﬂ requires a full
| sternotomy, During any kind of thymic procedure, the most important
Step is understanding the anatomy of the phrenic nerves and their
closz relationship to the | thymuss ¢ (Figure 1).

We prefer performing | thymectarmy through an upper partial [Etermsn
split, combining the advantages of good exposure and acceptable

| mernatic Fesults, An incision is made from [ 1-3 o befow the|Stema
natch extending to the| 3nd ar 4th intercosta spaces (Figure ). The

[ erranashirin et should be completely divided and the [stermaton is caried
to the level of thel third o fourth interspac, (Figure 3). Usually this will
cause & fracture of one side of the | stermur, which is stabilized at
clasure with the| stormal wire:

I Figure 2.| siir incision for the partial upper [sterna sphit (by
Lermission of the MayG Foundation.]
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This case that you just opened, as well as the notebooks that you observed
and experienced, are the result of a process that has been through different
stages. It is a process of understanding: London, Colombia; Past and present.
Above all, illness and health: a part of my past | haven’t been able to
uncover.

What you just saw is an ongoing healing process.
[ Site chosen: In the beginning, Tate Modern. ]

Choosing a site to work in is always difficult. Where, how and why were
questions that | asked myself several times. Initially | chose the Tate Modern
for a simple reason: It was the first place | visited when coming to London
due to a recommendation of a beloved friend. ‘Once there, enjoy the
reflections within it’ he said. And that | did. Since then | enjoy every time |
go, and not only because of two sculptures and one painting I really like, but
also because of the possibility of watching myself and the others reflected in
every glass surface: In the corridors, in the halls and in the seventh floor
windows. There my silhouette, reflected in the glass, enjoys having as
background London’s skyline seen from above, from the distance and from
the other side of the Thames. As an illusion, it represents the duality of
being and not being part of that distant city. It is revealing. It makes me
aware that there | am, as a part of it even though sometimes distant.

[ Site changing: The reflection in the windows of the 7% floor: London’s skyline and
myself |

Going to the Tate became a way of escaping as well as of reflecting about
the life | have been constructing in the last eight months. One day staring at
the Thames, a reflection: the scar in my chest. | kept staring at it realizing
that every time | see myself reflected, | look for my scar. In that moment and
almost unconsciously, | was looking for it in the reflection. Observing it and



thinking about it, its reflection in the window gained more importance that
the silhouette of Saint Paul’s cathedral behind.

The scar, as an inscription in my body, brought with it part of my past which
I had not healed entirely and which in that moment, | did not want to think
about. [One wound] Instead, seven floors down and on my way out, a trace
in the Turbine’s hall floor: Doris Salcedo’s Shibboleth. An inscription, that as
the scar in my chest, | unconsciously looked for every time | went. [Two
wounds]

[ Site specificity: Not the Tate Modern. Instead the trace left by Doris Salcedo’s
Shibboleth. |

Doris Salcedo is a Colombian artist who was invited to make an intervention
in the Turbine Hall of the TATE Modern in 2007. Her decision, instead of
occupying the space vertically and massively, was to make a negative
sculpturel: Shibboleth, a crack opened in the concrete slabs that runs
through the entire floor surface. It is a work that, as the artist states,

Refers to the danger at crossing borders or to being rejected in the
moment of crossing borders. | am making a piece about people who
have been exposed to extreme experiences of racial hatred and
subjected to human conditions in the first world. {... y

It looks forward to

Introduce into the turbine hall another perspective. The idea is that
we all look down and maybe try to encounter the experience of these
people that | have been referring to (...) It is a piece that is both the
epicentre of catastrophe and the same time outside catastrophe. As
you look in you can see, you can get the feeling of catastrophe but
nonetheless outside is quite subtle. | wanted to make a piece that
intrudes the space, that is unwelcome, like an immigrant, that just

1 BAL, Mieke. ‘Montage in the Turbine Hall: Doris Salcedo’s political aesthetics’. Introduced by
Jane Rendell. Bartlett International Lecture Series. 12 December. 2007
2

SALCEDO, Doris. Shibboleth. In: Issue 8. The unilever series: Doris Salcedo. Tate Modern, 9
October 2007 - 6 April 2008. http://channel.tate.org.uk/tateshots-blog/2007/10/05/issue-8/



intrudes without permission, slowly, and all of the sudden is there,
and it is a big presence...(...) 3

Apparently, the sculpture was supposed to last for the time of the exhibition
as every other installation made in the Hall. Then it had to be closed and
sealed, without leaving any trace and leaving the space “as new”” for other
artists to occupy. Today, as the artist hoped, the sculpture is a permanent
inscription in the building. It lives within it. What was intended to disappear
is now permanent.

Initially | thought that my interest in it had to do with the fact of her being
Colombian and the way she represented some of the problems we
experience as a society. But after spending hours there | realized that it was
not in that direction in which | wanted to work. As the project developed, |
became more interested in the sculpture’s superficial appearance, as well as
its representation of a constructed trace.

Trace, n

1. A mark or line left by something that has passed. 2. A

vestige of some past thing 3. Something traced or drawn

Ttace, vt

1. To delineate, sketch. 2. To write painstakingly. 3. To copy by
Jfollowing the lines or ltters as seen through a semitransparent
superimposed sheet’

There was something in its materiality, in its appearance, and its
permanence that intrigued me; in its inherent aesthetic properties. In how it
was and how it is. In what it was and what it is. In its expression as the
representation of an unknown story: It is a trace, an inscription, a line full of
meaning, a reminder. “ {...) a question mark, a disruption, not only in the
space but also in time, what is it before and what is going to happen after”5

Shibboleth’s surface is also the representation of a construction made in
time. The sculpture was constructed layer by layer, and layer by layer it
remains under and over the concrete slabs of the Tate’s floor, with its last

? Ibid.

* The Penguin Reference Dictionary. Merriam — Webster Inc. and Longman Group Limited.
1998. P. 997

5 SALCEDO, Doris. Shibboleth. in: Issue 8. The unilever series: Doris Saicedo. Tate Modern, 9
October 2007 — 6 April 2008. http://channel.tate.org.uk/tateshots-blog/2007/10/05/issue-8/



layer as its surface. This also makes of Shibboleth a story of overlapping and
hidden meanings, materials, and as well of construction methods. Every
layer has a meaning that cannot be detached from the other layers above
and the other meanings that simultaneously were being constructed.

In order to understand this process and to be able to make an intervention
in it, the first step was to deconstruct graphically and pictorially Shibboieth’s
trace. The intention was to destabilize its innate relationship between
signified and signifiers; looking forward to construct, out from this
deconstructive process, possible new meanings. | was trying to isolate it
from its political and cultural significance. | wanted to transform its inherent
meaning, because in a still unknown way, it somehow affected me. Rubbing,
measuring and redrawing; cutting, pasting and translating it to a notebook
trying to evidence its layers of meaning as well as of construction. That was
the initial ‘way of operating7' which eventually, and in time, took me to a
second level evidently interrelated with the first: my scar.

The deconstruction of Shibboleth was slowly becoming a process of
deconstruction of the scar in my chest. 8

[Evaded and real site of intervention)

Anatomical representations began appearing subtly as an allegory of the
engineering work done by Salcedo’s team in the Tate; also, thoughts of how
to propose a possible dialogue between anatomical and architectural
representations, both in drawings as well as in texts. | was looking forward
to analyse them and reflect upon their common language such as the artist

6 JOHNSON, Barbara. Translator’s introduction. In: DERRIDA, Jacques. Dissemination. The
Athlone Press, London, 1981. Vii-xxxii.

d Ways of operating, as De Certau states, “are styles of action that intervene in a field which
regulates them at a first level (...), but they introduce into it a way of turning it to their
advantage that obeys other rules and constitutes something like a second level interwoven
into the first.” DE CERTAU, Michel. ‘Making Do: Uses and Tactics’, The practice of everyday
life, Berkeley: University of California Press, 1984, p. 30

B “The philosophy of deconstruction developed by Jacques Derrida has allowed us to critique
binary thinking and understand how the hierarchical relationship often assigned to two terms in
a pair is not natural or pregiven but a social construction that can change according to how we
are positioned. In a binary model, everything that one is, the other cannot be, thus limiting the
possibility of thinking of two terms together” (RENDELL, Jane. Art and Architecture A Place
Between. |.B. Tauris, London and New York, 2008. P. 9)



Kathy’s Prendergast work “To alter a landscape”. Even though, the work
kept driving me in a slightly different direction. Shibboleth’s trace was
acting, in Christopher Bollas terms, as an ‘evocative object’:

The physically valuable experiences of the day — those that compete
to get into the dream that night — will contain islands of thought
arising out of our experience of singular objects. Those objects leave
an imprint in our unconscious that is partly the property of the thing-
itself and mostly the result of its meaning within our individual self. If
any of these experiences is usually evocative it will, according to
Freud’s model at least, ‘drive a shaft’ down into the self’s
unconscious, where it will join existent and moving lines of thought.‘g

Evidently, | was evading the real site | was working upon. | was scared of
opening a wound | had closed years ago, but which evidently had not been
healed. | was scared of being hurt. There were memories embedded in ‘the
object’ | was dealing with that | did not know if | was prepared to work

upon.

I kept on working in the same direction | have been doing and with the
same method: deconstructing technical drawings, photographs and
descriptive texts | had to be able to construct a new meaning out of them. |
kept my initial intention of deconstructing to reconstruct. In Benjamin’s
terms, | began following an allegorical procedure. For Benjamin an

allegory is pre-eminently a kind of experience. A paraphrase of his
exposition might begin by stating that allegory arises from an
apprehension of the world as no longer permanent, as passing out of
being: a sense of its transitoriness, an intimation of mortality, or a
conviction, as in Dickinson, that "this world is not conclusion."
Allegory would then be the expression of this sudden intuition. But
allegory is more than an outward form of expression; it is also the
intuition, the inner experience itself. The form such an experience of
the world takes is fragmentary and enigmatic; in it the world ceases
to be purely physical and becomes an aggregation of signsw.

? BOLLAS, Christopher.The Evocative Object World.Routledge, USA and Canada. 2009. P. 83
10 COWAN, Bainard. ‘Walter Benjamin's Theory of Allegory’ In: New German Critique, No. 22,
. Special Issue on Modernism {Winter, 1981), pp. 110



Every page of the notebook evidences the intention of transforming things
into signs, or in other words, transforming signs into new signs; both related
to their appearance and their content. Initially, the word trace as signifier,
meant pain; both physical and emotional. By destabilizing it through the
deconstruction of the original plans and descriptive texts which described
both the construction of Shibboleth as well as the surgical intervention in my
body, | was looking forward to replace it. Instead of pain, heal. The words
wound and scar, as signifiers also began to change. What was so painful
slowly began to heal. In Bollas words, “these forms of intercourse are
spiritual moments if we understand by this that each embodiment carries
with it the spirit of the signifier’ 1. that was exactly what began happening.

The question that arises is when or how to stop. As an artist diary or
notebook, it became a process with a still unknown end. Now, only more
notebooks and white pages are waiting. There would be a day in which
there would not be more empty notebooks, they will all be filled with
experiences, drawings and thoughts kept in this transparent case, which as a
precious display box, will be kept as a reminder of a process and of an
intimate mourning. Also of a trace of a healing process; as the evidence of
how it all was and how it all changed.

' BOLLAS, Christopher.The Evocative Object World.Routledge, USA and Canada. 2009. P. 72
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