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Intro | Gaps and Ghosts
Aybiike Sanug

By tracing narratives silenced by fragmentation, censorship, and
distorted through historical manipulation, del Pilar investigates
how history takes root. In Gaps and Ghosts, history resides not only
in archives, but also in suppressed collective memory where it has
been intentionally obscured or erased. The exhibition constructs a
conceptual map that brings together practices of intervention and
reimagining in five chapters.

In her practice, Sandra del Pilar pursues the fractures and gaps
that are left behind the conventional historical narratives. Working
from a postcolonial and feminist perspective, she approaches
images as sites where the personal and the political intersect.
Employing transparent synthetic fibers like gauze and tulle, del
Pilar creates layered spatial structures in which image and body
intersect, transforming the surface into a spatial and temporal field.
These surfaces generate an unstable field of perception between the
viewer and the image. As Gaps and Ghosts follows erased narratives
and suppressed voices, it blurs the lines and creates new thresholds
between past and present.

In the first chapter, Remainings, del Pilar takes Edouard
Manet’s The Execution of Emperor Maximilian (1867-69) as a point
of departure; a painting fragmented and dismembered upon
conceivement and only reassembled much later. As a pointed
critique of imperial politics, the painting depicts the execution
of Maximilian, an archduke who was appointed as an Emperor to
Mexico by Napoleon III. Subsequently, the painting was erased
from history before ever reaching the public eye and pushed into
obscurity and silence. In del Pilar’s work, the censored remnants
of Manet’s painting become an allegory of the ongoing erasure
of visual and historical testimony. Through the physical violence
inflicted upon the image, del Pilar recalls the means of control in
history. By repositioning Manet’s suppressed composition as a site




of political memory, she reads it alongside Goya’s imagery of revolt,
approaching the painting not as a mere witness but as a wounded,
silenced space. In the first chapter, landscapes appear not as
representations but as “ghost zones”; sites in which disappearance
and endurance exist simultaneously. These are spaces where history
has been erased yet continues to reverberate, surfaces that sustain a
silent form of testimony, much like Manet’s fractured composition.

Consisting of eight hand colored lithographs, the second
chapter, Memorias de mafiana (Archive for an Imagined Future),
renders together the visual language of 17th-century colonial maps
while imagining an unwritten future. Del Pilar approaches maps
not merely as lines that delimit territory, but as structures that
reveal how power is constructed and made permanent. Drawing
from seventeenth-century colonial cartography, she redraws
former Mexican territories now within the United States borders
and renames these regions in Nahuatl. With the series of works,
the artist imagines new possibilities for borders, languages, and
identities beyond the colonial frameworks.

The third chapter, Gente de barro (People of Clay), invites the
viewer into a bodily encounter, in which the spectator is forced
out of the passive viewer and becomes an active participant of the
work. The interactive installation consists of 156 engraved clay
fragments, which visitors are encouraged to touch, trace onto paper,
and take with them. In Mexican mythology, clay (barro) signifies
the origin of human life; it is understood as the material of creation,
memory, and transformation. Each fragment carries a hand-carved
line inspired by the pictorial codices of the 16th century, where
images held the power of language, narration, and resistance. Here,
clay becomes not merely a medium, but a direct, tactile connection
to land, origin, and bodily memory. These fragments transform into
a living archive, circulating across changing geographies.

A series of nude male bodies takes over as the viewer becomes a
flaneur, entering the fourth chapter, Caught in Disasters. Within the
chapter, del Pilar revisits paintings she produced twenty years ago,
reconsidering them through the lens of today’s political landscape.
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The male body becomes a site where narratives of nation, power,
and identity begin to unravel. Figures that search for exits that
refuse to appear, teeter on the brink of ascent, and ultimately
yield to gravity, evoke the flight and fall of Icarus, pointing to the
collapse of nationalist and masculine myths. A translucent layer
marked with references to Goya forms a second temporal stratum,
connecting different historical moments in which violence and
authority repeatedly resurface. Here, the body is not treated as a
carrier of heroic narrative, but as a site where heroism fractures,
collapses, and is exposed.

In the final chapter, Malintzin (the traitor who wasn’t one), del
Pilar turns to Malintzin, an indigenous woman from what is now
Veracruz who lived in the early sixteenth century and came to be
known as La Malinche. Fluent in her mother tongue, Popoluca,
in the language of the Aztec occupiers of her homeland, Nahuatl,
Maya, and Spanish, she played a central role during the Spanish
conquest of the Aztec Empire. Long represented in national
narratives as a figure of betrayal, del Pilar approaches Malintzin
as a subject whose very presence unsettles inherited narratives.
Drawing on Saidiya Hartman’s concept of Critical Fabulation,
which reconfigures the historical archive to challenge and disrupt
hegemonic colonial readings, del Pilar rethinks Malintzin beyond
established accounts. By building a connection between past and
present, the works trace how collective memory shapes the ways
historical narratives are formed.

Gaps and Ghosts oscillates between the borders of what remains
and what is lost. Del Pilar does not seek to seal historical narratives,
but chooses to remain within their silent gaps and restless ghosts.
These gaps and ghosts shape how we remember, how we forget,
and how we imagine. Each chapter offers a space of listening
toward silenced stories, fragile images, and presences that refuse to
disappear.
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Girig | Bogluklar ve Hayaletler
Aybiike Sanug

Parcalanarak susturulan, sansiirlenerek yeniden insa edilen
anlatilarin ve garpitilan tarihsel gergekliklerin izini sliren Sandra
del Pilar, Bogluklar ve Hayaletler ile tarihin yalnizca arsivlerde degil,
bastirilmig kolektif hafizada ve {izeri ortiilmils manzaralarda nasil
yer edindigini arastirir. Bogluklar ve Hayaletler, miidahale ve yeniden
tahayyiil pratiklerini bir araya getiren spekiilatif bir kavramsal
haritay1 beg boliim tizerinden kurgular.

Sandra del Pilar, pratiginde resmi tarih anlatilarinin diginda
birakilan kirilmalarin ve bosluklarin pesine diiser; imgeleri, post-
kolonyal ve feminist bir perspektiften, kisisel olan ile politik olanin
kesistigi bir diizlemde ele alir. Elyaf ve tiil benzeri seffaf sentetik
liflerle calisarak, imgenin beden ile kargilastigl, yiizeyin uzamsal
ve zamansal bir boyut kazandig1 katmanl alanlar insa eder. Bu
yiizeyler, izleyici ile goriintii arasinda sabitlenmeyen, degisken bir
alg1 alan1 aciga cikarir. Bogluklar ve Hayaletler, yok edilmig anlatilari
ve bastirilmisg sesleri takip ederken ge¢cmis ile giintimiiz sinirlarinin
geciciligini goriiniir kilar.

flk boliim olan Remainings ile del Pilar, déneminde parcalanan
ancak uzun yillar sonra yeniden bir araya getirilen Edouard
Manet’nin The Execution of Emperor Maximilian (1867-69) adli
tablosunu referans alir. ITI. Napolyon tarafindan Meksika’ya
gonderilen Maximilian’in idamini konu alan bu resim, imparatorluk
siyasetine dogrudan bir elegtiri olarak kurgulanmig; ancak
sergilenemeden sansiire ugramis ve yok sayillmigtir. Manet’nin
sansiirlenen par¢alari, sanat¢inin resimlerinde; iktidar kavraminin
gorsel ve tarihsel taniklig1 nasil indirgedigini ifsa bir alegoriye
doniisiir. Resme uygulanan fiziksel siddet ile del Pilar, tarihin nasil
kontrol edildigini yeniden izleyiciye hatirlatir. Manet’nin bastirilmis
kompozisyonunu, politik hafizanin bir yiizeyi olarak konumlandiran
del Pilar, Goya’nin isyan imgeleriyle birlikte diisiiniir ve resmi,
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taniklik eden degil; bastirilan, ylizeyi darbe alan bir mekan olarak
ele alir. Bu béliimde manzaralar, tasvir edilmekten cok, yok olmanin
ve ayakta kalmanin ayni anda var oldugu, “hayalet alanlar” olarak
belirir. Tarihin silindigi ancak yankilanmaya devam ettigi alanlar,
Manet’nin par¢alanmig kompozisyonu gibi, sessiz bir bi¢cimde
tanikligini siirdiirmeye devam eden yiizeylere doniisiir.

Sekiz adet litografiden olugan, ikinci béliim olan Memorias de
maifiana (Archive for an Imagined Future) ile del Pilar, arsiv estetigi
ile kurgusal gelecekleri bir araya getirir. Haritalar1 yalmizca bolgeleri
sinirlayan cizgiler olarak degil, iktidarin nasil kuruldugunu ve
kalic1 hale getirildigini gbsteren bir yapi olarak ele alir. 17. ylizyl
kolonyal haritalarindan yola ¢ikarak, glintimiiz Amerika Birlesik
Devletleri sinirlar icinde kalan eski Meksika topraklarini yeniden
cizer ve bu bolgeleri Nahuatl dilinde yeniden adlandirir. Del Pilar,
siirlarin, dillerin ve aidiyetin; somiirgeci ¢ercevelerin disinda nasil
anlatilabilecegine dair yeni imkanlar acar. Dili, hafiza ve kimlik
tizerinden igleyen kirilgan alanlar olarak diisiinmeye tesvik eder.

Uglincii bsliim olan Gente de barro (People of Clay) ile del
Pilar, izleyiciyi pasif bir tanik olmaktan ¢ikararak bedensel bir
kargilasmaya davet eder. 156 adet kazinmuig kil parcasindan olusan
bu interaktif yerlestirmede, izleyiciler bu parcalarla temas edebilir,
ylizeylerdeki motifleri kagida aktarabilir ve bu izleri yanlarinda
gotiirebilir. Meksika mitolojisinde kil (barro), insan yagaminin
kokenini temsil eder; yaratilig, hafiza ve doniistimiin maddesi olarak
diistiniiliir. Her bir parca, imgelerin dil, anlat1 ve direnis giicline
sahip oldugu 16. yiizyil el yazmalarindan esinlenen elde oyulmus
bir cizgi barmndirir. Kil, burada yalnizca bir malzeme degil; toprakla,
kokenle ve bedensel hafizayla kurulan dogrudan bir bag haline gelir.
Degisen cografyalar arasinda dolasima giren ve yasayan bir arsive
doniisiir.

Ciplak erkek bedenleri mekana yayilirken, izleyici bir flandre
doniiserek dordiincii boliim olan, Caught in Disasters’a dogru ilerler.
Del Pilar, yaklasik yirmi yil &nce {irettigi resimlerine geri doner ve
bu isleri bugiiniin politik baglami icinde yeniden diistiniir. Erkek
bedeni; ulus, iktidar ve kimlik anlatilarinin ¢6ziildiigii bir alana
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doniisiir. Cikis1 olmayan kapilar arayan, yiikselmenin esiginde asili
kalan ve yergekimine yenik diigen figiirler, Tkarus’un diisiisiinii
cagristirir. Bu imgeler, milliyetci ve eril mitlerin ¢okiisiine isaret
ederek Goya'yl iceren referanslari ile isaretlenmis yar1 saydam

bir katman, farkl tarihsel anlar1 birbirine baglayan ikinci bir
yiizey olusturur. Del Pilar, siddet ve otoritenin yeniden ylizeye
ciktig1 kesitleri bir araya getirir. Bu béliimde beden, kahramanlik
anlatisinin tagtyicist olarak degil, aksine kahramanhigin kirildig,
coktiigii ve aciga ciktigl bir yiizey olarak ele alinir.

Son boliimde, Malintzin (the traitor who wasn’t one) baglig
altinda del Pilar, bugiin Veracruz olarak bilinen bélgeden, on altinci
yiizyilin baglarinda yagamus yerli bir kadin olan ve La Malinche
adiyla taninan Malintzin’e yonelir. Ana dili olan Popoluca’nin yan
stra, yurdunu iggal edenlerin dili Nahuatl, Maya ve Ispanyolcaya
hakim olan Malintzin, Aztek imparatorlugu’nun ispanyollar
tarafindan fethinde merkezi bir rol iistlenmistir. Ulusal anlatilarda
uzun siire ihanet figlirii olarak temsil edilen Malintzin’e del Pilar,
varligiyla yerlesik anlatilar1 huzursuz eden bir 6zne olarak yaklasir.
Saidiya Hartman’in, tarihsel arsivi hegemonik somiirgeci okumalar1
sarsacak ve dontistiirecek sekilde yeniden kurgulayan Critical
Fabulation kavramindan hareketle del Pilar, Malintzin’i yerlegik
anlatilarin 6tesinde yeniden diisiiniir. Ge¢mis ile bugiin arasinda
kurulan iliski araciligiyla, yapitlar kolektif hafizanin tarihsel
anlatilarin nasil bicimlendigini izler.

Bogluklar ve Hayaletler, geriye kalan ile kaybolan arasinda
gezinir. Del Pilar, tarih anlatilarinin {izerini 6rtmek yerine sessiz
bosluklarinda ve huzursuz hayaletlerinde kalmay: seger. Bu
bosluklar ve hayaletler, nasil hatirladigimizi, unuttugumuzu
ve tahayyiil ettigimizi bicimlendirir. Her béliim, susturulmus
hikayelere, kirilgan imgelere ve kaybolmay1 reddeden varliklara
dogru bir dinleme alani sunar.
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Drawing from the Gaps of History
Didem Yazic1

“Exhibitions must be
experiential. It has something
to do with encountering

the work in space, face to
face, and the uniqueness

of that encounter. I think

it’s the most basic element,
but also the one most easily
forgotten, and that is to my

mind the reason for making an

exhibition, because otherwise
you could just make books.”

Achim Borchardt-Hume

1. Interview With Achim Borchardt-Hume with Didem Yazici, RES Art World / World
Art No.5, March 2010

Structured in five chapters, Sandra del Pilar’s solo exhibition
reflects on two distinct yet intertwined experiences: visiting an
exhibition and engaging with a book. Not only because it includes
an installation in the form of a book with open pages, but because
the entire exhibition can be understood as a form of (re)writing.

To rewrite is to engage both imagination and critical thought. If
some exhibitions can be seen as essays articulated spatially, it can
be argued that Gaps and Ghosts unfolds as a book in its own right
written from a feminist and post-colonial perspective. Composed
through different mediums, the exhibition blurs the boundaries
between reading and viewing. Although painting serves as a unifying
element, each chapter has a specific aesthehic language, references
and material, and requires different ways of engagement from the
audience. In this sense, Gaps and Ghosts is not only seen but also
read, and this intention lies at the core of its conceptual framework.
At the heart of the exhibition is the act of rewriting. Sandra del Pilar
engages with history not as a fixed record but as a living narrative.
Each piece becomes both a lens and a bridge, revealing the gaps,
questioning the silences, and allowing us to read history anew.
Through her works, she reimagines history, weaving new narratives
around pivotal moments. Her carefully crafted visual stories trace
the silences of historical writing, invoking singular historical figures
as ghosts that continue to haunt the present. Featuring broken clay
forms reminiscent of archaeological artifacts, 17th-century colonial
maps, and a handmade book, the exhibition evokes an ancestral
spirit and speaks in the language of the past. Yet, it subtly refers

to the politics of our day, revealing how the echoes of history still
resonate within contemporary realities.

Gaps and Ghosts unfolds as a meticulously researched exhibition
of profound depth. This richness emerges from Sandra de Pilar’s
dual devotion: to painting as a living practice and to scholarship as
a rigorous pursuit. Holding a doctorate in both artistic practice and
art history, she weaves intellectual inquiry and visual expression
into a singular, resonant voice. The first chapter of the exhibition
includes an ongoing painting series titled Remainings, inspired by
Edouard Manet’s The Execution of Emperor Maximilian (1867-69), a
seminal work that was censored by the French government at the



time of its creation. By documenting the execution of the Mexican
emperor, Manet’s painting functioned as a powerful critique of the
political incompetence and imperial ambition of Napoleon III. The
work itself was damaged, fragmented, and reproduced in multiple
versions, mirroring the instability and violence of the historical
moment it depicts. In a similar spirit, de Pilar’s paintings resist
traditional modes of representation. The viewer encounters the
images through a layer of transparent fiber, which partially veils the
scene. In the artist’s own words, ‘The scenes that actually took place in
the landscapes have been deleted, but not completely disappeared. They
have changed their “state of aggregation”: as ghostly presences that move
in the draft of passing viewers, they find themselves - barely visible and
yet still present - on the veil fabrics.” This material intervention may be
read as a metaphor for the multiple layers of reality through which
history is perceived, remembered, and reinterpreted. Composition
and figures intertwine across these two visual planes, creating a
sense of simultaneity and fragmentation. Painted in a non-realistic
style, the landscape almost appears to float, suspended in a
dreamlike space where memory, history, and imagination converge.

Titled Memorias de mafiana (Archive for an Imagined Future),
the second chapter includes eight hand colored lithographs in the
style of 17th-century colonial maps. What kind of world would we
live in today if solidarity and respect to the other would replace
invasion and colonize? What if curiosity, openness and learning
from each other would rule over violence? Here, the viewer is
confronted with maps illuminated against dark-colored walls, as if
suggesting a luminous possibility emerging from a shadowed past.
Del Pilar is inviting audience to imagine new realities and new
borders as she drew former Mexican territories. Unsettling the
existing power structures, each map bears the inscription “Once
California, once Colorado, formerly New Mexico, or formerly Texas”.
Indeed, the present might have unfolded otherwise, and the future
may still reveal radically different realities. Memorias de mafiana
imagines a future shaped not by force, but by the quiet power
of culture, language, and imagination. Set in a speculative time
beyond the present, the work reflects on shifting borders, historical

memory, and the possibility of change through non-violent means.
Rather than depicting conflict, it envisions transformation as a
poetic and human process, driven by storytelling, drawing, and the
persistence of cultural identity.

Money is not the only way people exchange with one another;
bartering continues to offer an alternative economic model across
the world, especially in Latin America, Africa, Oceania and Asia. In
some Mexican marketplaces, such forms of exchange are common.
Distinct from the other works in the exhibition, Gente de barro
(People of Clay), featured in the third chapter, creates a space
where the artist and audience engage in an exchange economy. In
fact, the clay used in this piece was itself sourced through a barter
system in a street market in Mexico. Composed of 156 fragments
of broken clay, each meticulously engraved with symbols, human
and animal figures in the style of the 16th century, the work invites
participation: viewers may take a fragment from the straw-matted
pedestal and, in return, draw its figures onto a sheet of transparent
paper. These drawings are then exhibited alongside the clay
fragments, allowing the piece to grow and transform collectively. It
is important to highlight that the work is conceived as a changing
and open-ended process. Over time, the clay fragments taken by
visitors will be replaced by their drawings, gradually transforming
the installation. As the original material elements begin a life of
their own beyond the exhibition space, the drawings become the
new protagonists of the work. In this way, the piece continuously
evolves, emphasizing how participation reshapes both its form
and meaning.Through this process, the work becomes a dialogue,
between past and present, artist and audience, material and
imagination. In her exhibition at the Zilberman Istanbul, the clay
fragments and drawings are displayed together with a video piece
which includes the original form of the clay fragments before they
were broken and the moment of their complete breakage, recorded
by the artist in slow motion. The video also features el petate, a
handwoven mat placed on the pedestal, traditionally crafted from
natural fibers and widely used in everyday life —particularly within
market contexts— across Central America and Mexico.



Caught in Disasters, consisting of seven large-scale paintings created
in oil on canvas and transparent fabric, forms the fourth chapter

of the exhibition. Addressing themes of vulnerability, violence,

and the human body, these works stand as the most intense and
emotionally charged in the exhibition. These paintings open up a
space for the kind of striking encounter described in the quotation
by Achim Borchardt-Hume at the beginning of the text. The
audience encounters bodies pushed to their limits, suspended in
moments of strain, exposure, and collapse. Tension, sorrow, and
solitude permeate the scenes, shaping an atmosphere that is both
unsettling and deeply affecting. The naked male body, recurring
throughout the series, functions as a symbol of nationhood, power,
and identity. Stripped of protection, these figures embody the
fragility of political and social constructs. In their distorted forms
and expressive gestures, one can recognize a grotesque visual
language reminiscent of Francisco de Goya’s depictions of violence,
politics and human suffering. Quotes and paraphrases drawn from
Goya’s prints are painted onto transparent veils streched in front of
the canvases.

The final chapter of the exhibition takes a minimal form, yet
offers a rich and layered experience: a codex written and drawn
by the artist. Displayed as an open volume, it invites the audience
to both read and look. Titled, Malintzin (the traitor who wasn’t one)
this work is grounded in extensive research in Mexican history and
the Spanish conquest of the Aztec Empire in the 16th century. The
book narrates the story of an indigenous woman named Malintzin
who played a crucial role during the conquest. Malintzin grew up
speaking Popoluca and Nahuatl from a young age, and later learned
Maya and Spanish. Her multilingual abilities made her an invaluable
intermediary, allowing her to serve as a translator and cultural
liaison between Indigenous communities and the Spanish. Through
her unique position, she facilitated communication, negotiation,
and, at times, diplomacy during the early period of Spanish
colonization in Mexico.She later gave birth to Martin, her son with
Hernan Cortés, the Spanish conquistador who initiated the first
phase of Spain’s colonization of the Americas. For this reason,
she has long been portrayed as a figure of betrayal within national
historical narratives.

Known by many names, La Malinche, Marina, or Malintzin, her
identity resists easy classification. Translator, enslaved woman,
mother, lover, traitor: the roles attributed to her are multiple, and
often contradictory. Although she appears in various historical
sources, defining who she truly was remains complex and
unresolved. Through a feminist and postcolonial lens, de Pilar
rewrites Malintzin’s story from her own perspective. In contrast
to patriarchal narratives, Malintzin is given a voice and agency
within the exhibition. Speaking in the first person, she reclaims
her story. This central work invites the audience to question the
boundaries between fiction and history: who speaks, and from
which perspective? How do we remember, and how do we forget? It
prompts reflection on the complex interplay between storytelling
and historical record, raising questions about whose voices shape
our understanding of truth and how different forms of evidence -
written, visual, and oral - can convey radically different narratives.
By centering Indigenous pictorial records rather than privileging
Spanish textual accounts, the work allows Malintzin’s story to
emerge from her own viewpoint, drawing on visual archives as
authentic testimony. Through her distinctive artistic language,

de Pilar encourages viewers to reconsider the power of words,
symbols, and imagination, and to recognize the courage required to
envision history in a new and transformative way.

Didem Yazici is a curator and writer. Since 2022, she has been the Director at
Yap1 Kredi Gallery in Istanbul. Previously, she worked at institutions including
Badischer Kunstverein, Karlsruhe (2017-18); Museum fiir Neue Kunst, Freiburg
(2015-16); the 11th Shanghai Biennale (2016); Kiinstlerhaus Stuttgart (2014);
and dOCUMENTA (13), Kassel (2012-13). She was Curator-in-Residence at

the Goethe-Institut Cairo in 2016 and participated in the Curatorial Workshop
organized by the ICI in New York and A-Desk in Barcelona in 2013. Yazici
studied Art History at Mimar Sinan Fine Arts University, Istanbul (2008) and
earned an M.A. in Curatorial and Critical Studies from the Stddelschule and
Goethe University, Frankfurt (2012).
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7@% de abril de 2184. Se inclind mas sobre el papel grueso, la
Wt pluma entre los dedos. Una gota de tinta se acumulé en
"M la punta, tembld un instante y luego cayo, formando una
mancha diminuta y casi imperceptible en lo que debia ser
el mapa oficial de los Territorios de la América Mexicana.
"¢% La observo por un momento y luego continué con su
Tw& trabajo. Nadie lo notaria. Y, si alguien lo hacia, no lo diria.

Ella era una de las pocas cartografas del Nuevo Orden. Las maquinas que
alguna vez trazaron mapas con precision infalible seguian existiendo. Pero
estaban silenciadas y selladas. El acceso a los archivos digitales era un
privilegio de los pocos cuyo poder y riqueza trascendian los limites del
mundo. Se decia que al pueblo no le hacian falta mapas precisos. Solo
necesitaba fronteras.

Hundid la pluma en la tinta una vez mas y trazo una linea finamente
sombreada a lo largo de la costa de Atltépetl, el nombre otorgado a lo que
una vez fue Texas. El antiguo Golfo de América — ahora Golfo de México —
se extendia ante ella, sus contornos ondeaban suavemente bajo la luz
parpadeante de su lampara letargica. Ameérica, la palabra era un cascaron
vacio, un fantasma de grandeza pasada, un eco de una época en la que los
hombres aun creian que la historia sélo avanzaba, nunca retrocedia.

Frente a ella se encontraba la dificil tarea de registrar los nuevos nombres
de aquellos ocho estados que alguna vez formaron parte de un imperio
caido. Volvian a llevar nombres en nahuatl. Arizona ahora era Huehuecoyotl,
en honor al vigjo dios coyote. Nueve Méxice se habia convertido en
Hueytlalpan, la gran tierra. Texas, emblema de un orgullo perdido, era ahora
Atitepetl, el lugar acuosec. California llevaba el nombre de Aztlanatl, en
referencia al mitico lugar de origen de los mexicas. Donde alguna vez estuvo
Utah, ahora debia estar Tlapallan, la tierra roja — una amarga ironia en este
mundo gris que apenas se estaba recuperando — , mientras que Colorado
era Cuauhtlan, el lugar de las aguilas. Nevada llevaba el nombre de Metztlan,
la tierra de la luna.

Dejo la pluma suspendida por un instante. Las lineas eran finas, pero el
cambio de nombre no podia borrar las cicatrices del pasado. Con cada
frontera trazada, se manifestaba una nueva realidad. Se esmeraba por no
cometer demasiados errores. Errores que probablemente pasarian
desapercibidos, pero que serian tomados como verdad en los siglos
venideros. Un rio desviade, una cordillera mal interpretada... ¢/Alguien
notaria la diferencia?

Volvié a posar la pluma sobre el papel. Su corazén latia mas rapido, como
si, sin palabras, estuviera escribiendo la historia.

pril 4, 2184. She leaned closer over the thick paper,
the pen between her fingers. A drop of ink gathered
at the tip, trembled for a moment, then fell. A tiny,
almost invisible stain on what was to be the official
map of Mexican America. She observed it for a
moment, then continued her work. No one would
notice. Or if they did, they would not speak of it.

She was one of the few cartographers of the New Order. The machines
that had once drawn maps with flawless precision still existed. But they
had been silenced and sealed. Access to digital archives was a privilege
of the few whose wealth transcended the barriers of the world. The
people, it was said, did not need maps. They only needed borders.

She dipped the pen into the inkwell again and traced a finely shaded
line along the coast of Atltépetl, the name given to what had once been
Texas. The former Gulf of America — now Gulf of Mexico — lay before
her, its outlines undulation in the dim glow of her lethargic lamp.
America, the word had become an empty shell, a ghost of past
greatness, an echo from a time when people still believed history could
only move forward, never backward.

Before her lay the difficult task of inscribing the new names onto the
map. Eight states that had once belonged to a fallen empire once again
bore names in Nahuatl. Arizona was now Huehuecoyotl, honoring the
ancient coyote god. New Mexico had become Hueytlalpan, the great
land. Texas, once a symbol of independent pride, was named Atltepetl,
the town of water. California turned into Aztlanatl, a reference to the
mythical homeland of the Mexica. Utah became Tlapallan, the land of
red earth - what a bitter irony in a gray world that was just beginning to
recover -, while Colorado was Cuauhtlan, the place of eagles. Nevada
bore the name Metztlan, the land of the moon.

She let the pen hover for a moment. The lines were fine, but renaming
could not erase the scars of the past. With every border drawn, a new
reality took shape. She was careful not to make too many mistakes.
Mistakes that might go unnoticed, but would be considered truths in the
centuries to come. A misplaced river, a misinterpreted mountain
range—who would know the difference?

She set the pen back onto the paper. Her heart beat faster, as if, without
words, she was writing history.
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Tarihin Bosluklarindan Beslenmek
Didem Yazici

“Sergiler tecrtibe odakl
olmalidir. Eserle mekanda,
yuz yuze karsilagmayla ve bu
kargilagmanin benzersizligi
ile ilgili bir durum bu.

Bu en basit ancak en kolay
unutulan 6ge ve bana

kalirsa bir sergi yapmanin

da gerekcesi, zira aksi
takdirde yalnizca bir kitap da
yapabilirsiniz.” "

Achim Borchardt-Hume

1. Achim Borchardt-Hume ile s6ylesi, Didem Yazici, RES Art World / World Art No.s,
March, 2010.

Sandra del Pilar’in bes ayr1 béliimden olusan kisisel sergisi, i¢ ice
gecmis iki ayr1 tecriibe iizerine kafa yoruyor: Bir sergiyi ziyaret
etmek ve bir kitapla mesgul olmak. Bunun tek sebebi serginin agik
kitap bicimine biiriinen bir yerlestirme barindirmasi degil, ayni
zamanda serginin biitiiniiyle bir (yeniden) yazma bi¢imi olarak
kavranabilir olmasi. Yeniden yazmak hem elestirel diisiinceyi,

hem de hayal giiclinii harekete gecirmek demek. Eger bazi sergiler
mekansal olarak ifade bulan makaleler olarak goriilebilirse,
Bogluklar ve Hayaletler’in de feminist ve post-kolonyal bakig agisiyla
kaleme alinmis bir kitap oldugu iddia edilebilir. Farkli mecralarin
kullanimim bir araya getiren sergi, okumak ve izlemek arasindaki
sinirlari ¢oziiyor. Resim burada birlegtirici bir 6ge olarak faaliyet
gosterse de, her boliimiin kendine has bir estetik dili, referanslar1 ve
malzemesi bulunuyor ve izleyiciden farkl angajman bicimleri talep
ediyor. Bu anlamda Bosluklar ve Hayaletler yalnizca izlenmiyor, ayni
zamanda okunuyor; serginin kavramsal cercevesinin merkezinde de
bu niyet yer aliyor.

Serginin kalbinde yeniden yazma edimi bulunuyor. Sandra del
Pilar tarihle yalnizca sabit bir kayit olarak degil, yasayan bir anlati
olarak iletigsime gegiyor. Her eser ayni anda bir mercek ve koprii
haline gelerek bogluklar, sessizlikleri sorguluyor ve boylece tarihi
yeniden okumamiza olanak taniyor. Eserleri araciligryla sanatci
tarihi yeniden hayal ediyor, nemli anlarin etrafinda yeni anlatilar
oriiyor. Dikkatle bir araya getirdigi gorsel dykiiler tarihsel yazimin
sessizliklerinin izini siiriiyor, tarihsel kisilikleri simdiki zamana
musallat olan hayaletler olarak cagiriyor. Akla arkeolojik kalintilar
getiren kirik comlek formlar, 17. ylizy1l somiirge donemi haritalar
ve elyapimu bir kitap araciligiyla kitap atalarin ruhunu canlandirarak
gecmigin dilinde konuguyor. Ancak giiniimiiz siyasetine de belli
belirsiz gondermeler yaparak tarihin yankilarinin giincel gerceklerin
icinde nasil hala titrestigini goriiniir kiliyor.

Bosluklar ve Hayaletler, muazzam bir derinlige sahip, 6zenle
arastirilmig bir sergi olarak aciliyor. Bu zenginlik, Sandra del
Pilar’in iki ayr1 konuya adanmishgindan kaynaklaniyor: bunlardan
biri yasayan bir pratik olarak resim, digeriyse titiz bir pratik
olarak akademik arastirma. Ayni anda hem sanatsal pratik, hem
de sanat tarihi alanlarinda doktorasi bulunan sanatgi, entelektiiel
sorgulama ve gorsel ifadeyi tekil ve giiclii bir ses olarak birbirine



dokuyor. Serginin ilk boliimii Remanings bashkli, devam eden bir
resim sergisinden olusuyor; resim esinini Edouard Manet’nin
iiretildigi donemde Fransiz hiikiimeti tarafindan sansiirlenen
onemli eseri Imparator Maximilian’m Idamyndan (1867-69) aliyor.
Manet’nin bu resmi, Meksikali imparatorun idamini belgeleyerek
ITI. Napolyon’un siyasi yetersizligine ve imparatorluk hirslarina
kars: giiclii bir elestiri getirmigti. Eserin kendisi, tasvir ettigi
tarihsel anin istikrarsizligini ve siddetini yankilarcasina tahrip
gOrmiis, par¢alanmig ve pek ¢ok farkl versiyonlar halinde yeniden
iiretilmisti. Benzer bir bicimde del Pilar’in resimleri de geleneksel
temsil modellerine direniyor. Izleyici imgeler ile goriisii kismen
orten, saydam bir dokunun ardindan karsilasiyor. Sanat¢inin kendi
sozleriyle “Bu manzaralarda hakikatte gerceklesen sahneler silinmig
olsa da tamamen yok olmus degiller. Hayaletsi varliklar gelip
gecen ziyaretcinin yarattigl hava akimiyla salinirken kendilerini
kumaglarin belli belirsiz goriilen, ancak gene de varlik gosteren
ylizeyiyle karsilasirken buluyorlar: béylece imgelerin “kiimelenme
halleri” degismis oluyor.” Bu miidahale, tarihin algilandigi,
hatirlandig1 ve yeniden yorumlandig: birden fazla katmani temsil
eden bir metafor olarak da okunabilir. Kompozisyon ve figiirler bu
iki gorsel diizeyde i¢ ice gecerek bir parcalanma ve eszamanlilik
duygusu uyandirtyorlar. Gercekei olmayan bir iislupla resmedilmis
manzara, bellek, tarih ve hayal giiciiniin ic i¢e gegtigi bir riiya
aleminde adeta siiziiliiyor.

Serginin, Memorias de mafiana (Archive for an Imagined Future)
baslikli ikinci béliimii 17. yiizyll somiirge donemi haritalarinin
tislubunda iiretilmis sekiz adet elle renklendirilmis litografi bir
araya getiriyor. Dayanigsma ve saygl isgal ve somiirgeciligin yerini
alsaydi nasil bir diinyada yasardik? Peki ya birbirimize kars1 merak,
aciklik ve 6grenme siddete kargi galip olsaydi? Burada izleyici koyu
renkli duvarlarin iizerinde aydinlatilan haritalarla yiiz ylize gelerek
adeta golgelenmis bir ge¢cmisten yiikselen aydinlik bir ihtimali ima
ediyor. Del Pilar eski Meksika bolgelerini resmederken izleyiciyi
yeni gerceklikler ve sinirlar hayal etmeye davet ediyor. Mevcut
iktidar yapilarim sarsarak her harita “Bir Zamanlar Kaliforniya”,
“bir zamanlar Kolorado” “eski New Mexico, ya da eski Texas” gibi
ifadeler tasiyor. Sahiden de simdiki zaman bambagka bir sekilde
vuku bulmus olabilirdi ve gelecek de halen radikal ve bambagka
gerceklikler ortaya cikarabilir. Memorias de mafiana, kaba kuvvetle

degil, kiiltiiriin, dilin ve hayalgiiciiniin sessiz giiciiyle sekillenen

bir gelecegin hayalini kuruyor. Simdiki zamanin dtesine uzanan
spekiilatif bir zamana yerlesen eser kaygan sinirlar, tarihsel bellek
ve siddet icermeyen yordamlarla degisim iizerine kafa yoruyor.
Eser catismay1 betimlemektense doniisiimii hikaye anlaticiligindan,
cizimden ve kiiltiirel kimligin istikrarindan beslenen siirsel ve
insani bir siire¢ olarak tahayytil ediyor.

insanligin kullandig1 yegane degis tokus araci sadece para
degil. Takas yontemi 6zellikle Latin Amerika, Afrika, Okyanusya
ve Asya’da alternatif bir ekonomik model tegkil etmeye devam
ediyor. Benzer degis tokus yontemleri Meksika pazaryerlerinde
de yayginca kullaniliyor. Serginin iiciincii boliimiinii olusturan
ve sergide yer alan diger islerden farklilik gdsteren Gente de barro
(People of Clay), sanatcl ve izleyicinin bir degis tokus ekonomisine
girdigi bir alan olusturuyor. Eserin iiretiminde kullanilan kil
sanatcl tarafindan bizzat Meksika’da bir pazar yerinden, takas
usuliiyle satin alinmis. Her biri 16. ylizyil tarzi semboller, insan ve
hayvan figiirleriyle dikkatle iglenmis 156 adet kirik kil parcasindan
olusan eser, katilim talep ediyor: izleyiciler, karsiliginda saydam
bir kagit parcasina iizerinde barindirdig: figiirleri cizerek hasir
siltenin orttiigii kaideden bir parca alabiliyorlar. Bu ¢izimler daha
sonrasinda kilden yapilma parcalarin yaninda sergilenerek igin
kolektif bir katilimla biiyiimesine ve doniismesine alan acryorlar.
Eserin doniisiim halinde ve ucu acik bir siire¢ olarak kurgulandigini
belirtmek 6énemli goriiniiyor; zira zaman icinde, ziyaretcilerin
alip gotiirdiigii kil parcalar onlarin geride biraktig: cizimler ile
yer degistirerek yerlestirmeyi zaman icinde doniistlirmiis olacak.
Orijinal elle tutulur 6geler sergi alaninin Gtesinde yeni yasamlarinin
ilk adimlarini atarken, ¢izimler yerlestirmenin yeni bas karakterleri
haline geliyor. Bu anlamda is miitemadiyen evrimleserek katilimin
ayni anda hem bicimsel, hem de anlamsal bir degisime yol actigini
vurguluyor. s, siirec icinde gecmig ve gelecek, sanatci ve izleyici,
malzeme ve hayalgiicii arasinda bir diyalog haline geliyor. Zilberman
Istanbul’da gerceklegen sergide yer alan kil parcalar ve cizimler,
sergi alaninda sanatcinin yavag ¢ekimle kaleme aldig, eserin
kirilmadan 6nceki ve kirilmasi sirasindaki hallerini de gosteren bir
video eser esliginde sergileniyorlar. Video ayni zamanda kaidenin
lizerine Ortiilen ve el petate ad1 verilen, Orta Amerika ve Meksika’da
ozellikle pazar yerlerinde giinliik hayatta siklikla kullanilan,



geleneksel olarak dogal malzemelerden elle dokunan hasir ortiiye
de odaklaniyor.Dordiincii boliim ise Caught in Disasters, isimli

yedi adet genig 6l¢ekli tuval ve saydam kumasg {izeri yagliboya
resimden olusuyor. Kirilganlik, siddet ve insan bedeni temalarina
odaklanan bu eserler sergide yer alan islerin duygusal anlamda

en yogun ve ¢arpicl iglerini olusturuyor. Resimler bu metnin
basindaki Achim Borchardt-Hume alintisinin tarif ettigi tlirden
carpict kargilasmalardan bazilari igin alan agtyor: izleyiciler sinirlari
zorlanan, bir giicliiglin, maruziyetin ve yikimin ortasinda askida
kalmig bedenlerle kars karsiya geliyorlar. Gerilimin, acinin ve
yalmzligin hakim oldugu bu sahneler ayni anda hem huzursuz edici,
hem de derinden etkileyici bir atmosfer olusturuyorlar. Serinin
biittiniinde tekrar eden ¢iplak erkek bedeni ulus, iktidar ve kimlik
icin bir sembol haline geliyor. Koruma kalkanindan edilmis bu
figiirler siyasi ve toplumsal yapilarin kirilganligini ortaya koyuyor.
Bu figiirlerin carpik formlarinda ve disavurumecu jestlerinde
Francisco de Goya’nin siddeti, siyaseti ve insan acisini tasvir ettigi
sahnelerin grotesk gorsel dilini animsamak miimkiin. Tuvallerin
oniinde ise Goya’nin baskilarindan elde edilen 6zdeyis ve alintilarin
saydam ortiilerin {izerine boyandig1 katmanlar yer aliyor.

Serginin son boliimii minimal bir bicim alsa da zengin ve cok
katmanli bir tecriibe sunuyor: sanat¢inin yazdig1 ve resimledigi bir
kitap. Acik sayfalarla bir cilt halinde sergilenen kodeks izleyiciyi
hem bakmaya hem de okumaya davet ediyor. Malintzin (the traitor
who wasn’t one) baglikli bu eser, Meksika tarihine ve ispanya’nin 16.
yiizyilda Aztek kiiltiirtinii isgaline dair kapsaml bir arastirmayla
temelleniyor. Kodeks, isgal sirasinda merkezi bir rol oynayan
Malintzin isimli yerli bir kadinin 6ykiisiine odaklaniyor. Kiigiik
yastan itibaren Popoluca ve Nahuatl dillerini konusarak biiyiiyek
Malintzin, sonrasinda Maya ve Ispanyolca da 6grenmisti. Birden
fazla dili konusma yetenegi onu essiz bir araci haline getirmis, yerli
halklar ve ispanyollar arasinda hem ¢evirmen hem de bir kiiltiirel
irtibat olarak faaliyet gostermesine olanak tanimigti. Bu benzersiz
konumu sayesinde Malintzin Meksika’da Ispanyol iggalinin ilk
doneminde iletisim, miizakere ve diplomasiye katkida bulunmustu.
Daha sonra ise Ispanya’nin Amerikalar’s sémiirgelestirmesinin ilk
agamasini baglatan Ispanyol conquistador Hernédn Cortés’den olan
oglu Martin’i dogurmus ve bu sebeple uzun seneler boyunca ulusal
tarihi anlatilarda ekseriyetle bir vatan haini olarak tasvir edilmigti.

Pek cok farkli isimle taninan La Malinche, Marina ya da Malintzin’in
kimligi kolay siniflandirmalara direniyor. Cevirmen, esir edilmig bir
kadin, anne, sevgili, vatan haini: Kendisine atfedilen roller birden
fazla ve siklikla birbiriyle celigiyor. Farkl tarihsel kaynaklarda yer
alsa da, onun tam olarak kim oldugunu belirlemek halen karmagik
ve ¢cozilimsiiz bir caba. Del Pilar, sergide feminist ve post-kolonyal
bir mercekten bakarak Malintzin’in Sykiisiinii kendi bakig agisindan
yeniden yorumluyor. Patriyarkal anlatilarin aksine Malintzin bu
sergide bir sese ve iradeye kavuguyor. Kendisini birinci tekil ile
ifade ederek, hikayesine sahip ¢ikiyor. Bu merkezi eser, kurmaca

ve tarih arasindaki sinirlari sorgulamaya davet ediyor: konusan
kimdir ve hangi perspektiften konusur? Nasil hatirlar, nasil
unuturuz? Eser hikaye anlaticilig1 ve tarihsel kayitlar arasindaki
karmasgik iligki iizerine diisiinceye davet ederken, hakikati kimlerin
sesinin anlamlandirdig: ve farkli delillerin -6rnegin yazili, gorsel

ya da sozlii- nasil birbirinden radikal olarak farklilagan anlatilar:
aktardigi lizerine sorular soruyor. ispanyol metinsel kaynaklara
oncelik vermektense yerlilerin resimli kaynaklarim temel alan eser,
Malintzin’in Sykiisiiniin kendi bakis agisindan aktarilmasini sagliyor
ve gorsel arsivleri hakiki tanikliklar olarak benimsiyor. Kendine

has sanatsal diliyle del Pilar izleyicileri s6zciiklerin, sembollerin ve
tahayyiiliin giiciinii yeniden degerlendirmeye, onlar tarihi yepyeni
bir sekilde yeniden diisiinmek icin gereken cesareti tanimaya davet
ediyor.

Kiiratdr ve yazar Didem Yazici 2022’den bu yana Istanbul’daki Yap: Kredi
Kiiltiir Sanat Galeri’nin Direktorliigiinii ylirlitmektedir. Daha 6nce Badischer
Kunstverein, Karlsruhe (2017-18); Museum fiir Neue Kunst, Freiburg
(2015-16); 11. $anghay Bienali (2016); Kiinstlerhaus Stuttgart (2014) ve
dOCUMENTA (13), Kassel’de (2012-13) ¢alismustir. 2016 yilinda Goethe-
Institut Kahire’de Kiirator-Rezidans programina katilmig; 2013 yilinda ise New
York’ta ICI ve Barselona’da A-Desk tarafindan diizenlenen Kiiratoryal Atolye
Programr’na igtirak etmistir. Yazici, Istanbul’daki Mimar Sinan Giizel Sanatlar
Universitesi’nde Sanat Tarihi egitimi almig (2008) ve Frankfurt’ta Stidelschule
ile Goethe Universitesi’nde Kiiratoryal ve Elegtirel Caligmalar alaninda yiiksek
lisans derecesini tamamlamigtir (2012).
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SANDRA DEL PILAR
b. 1973, Mexico-City, Mexico
lives and works in Mexico and Germany

EDUCATION
2016-2019 PhD, Visual Arts, Faculty of Arts and Design, National Autonomous University
of Mexico, Mexico City, Mexico
2007-2009 MFA, Visual Arts, Academia de San Carlos, National Autonomous University of
Mexico (UNAM), Mexico City, Mexico
2002-2005 PhD, Art History, Heinrich-Heine-Universitét, Diisseldorf, Germany
1992-1998 MA, Art History, Heinrich-Heine-Universitit, Diisseldorf, Germany
SOLO EXHIBITIONS
2025 Gaps and Ghosts, Zilberman Istanbul
Wenn mein Gliick aussetzt, bin ich verloren, Museum Wilhelm Morgner, Soest, Germany
2024 Wirklich, ich lebe in finsteren Zeiten, curated by Manja Wilkens, Kunstmuseum Moritzburg
Halle, Germany
2023 Hijos de la Malintzin, Galerias Cristobal MX, Mexico
2020 A Highlight of “Both Eyes in My Two Hands”, Zilberman Projects, Istanbul, Turkey
Both Eyes in My Two Hands, Zilberman Berlin, Germany
2019 Memories of an expanded time, Galerfa Aldama Fine Arts, Mexico City, Mexico
Narcissus at the window, Ahlen Art Museum, Ahlen, Germany
Beyond the Plan, Stadthausgalerie Hamm, Hamm, Germany
2017 Otherworld III, Museum Wilhelm Morgner, Soest, Germany
The Lost Paradise, Galeria NUUN Espacio de Arte, Oaxaca, Mexico
2016 Oblique Looks, Museo del Pueblo, Guanajuato, Mexico
Your words are dancing shadows, Galeria Contreras, Universidad Auténomo del Estado de
Morelos, Cuernavaca, Mexico
2015 Otherworld II, Museum Kloster Bentlage, Rheine, Germany
The other face of Painting, Museo de la Ciudad de Cuernavaca, Cuernavaca, Mexico
2014 Otherworld I, Museum Siegburg, Siegburg, Germany
2013 Just like that, Museo Pedro Coronel, Zacatecas, Mexico
2012 Social Textures, Galeria de la Universidad Auténoma del Estado de Morelos, Cuernavaca,
Mexico
Punished Women I + II, Museo de la Bandera y Santuario a la Patria, Iguala, Mexico
Punished Women II, Galeria de la Universidad Pedagogica Nacional, Cuernavaca, Mexico
2011 Punished Women II, (Solo Show in representation of Mexico) VII International
Biennial of Art SIART, La Paz, Bolivia
Punished Women I, Galeria Azularte, National Pedagogical University, Mexico City, Mexico
2010 Punished Women I, Museo de la Ciudad, Cuernavaca, Mexico
2009 Homeland Allegories, Kunstmuseum Wilhelm-Morgner-Haus, Soest, Germany
Discourse on power, Galerie Burg Stolberg, Stolberg, Germany
2005 Sandra del Pilar, Galerie Analoog, Bruges, Belgium
2004 Sandra del Pilar, Galerie im Morgner-Haus, Soest, Germany
2003 Sandra del Pilar, Galerie Clermont, Clermont, Belgium
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2025

2024

2023

2022

2021

2020

2019

2018

2017

2016

... and going on. Mail-Art-Project, Dr. Julius Art Projects, Berlin, Germany

Libros de Artista mexicanos en la Biblioteca Nacional, Biblioteca Nacional, Mexico
Desdoblamientos: Feminidad en movimiento, curated by Natasha Gray, Centro Cultural del
Consulado de México en Los Angeles, USA

Heldinnen / Sheroes, curated by Regina Hellwig-Schmid and Marianne Pitzen, Frauenmuseum
Bonn, Germany

Fragments of Reality, curated by Marta Smolinska, State Art Gallery in Sopot, Poland
Dress Up, Speak Up: Regalia and Resistance, curated by Alice Gray Stites, Louisville,
Kentucky, USA

Swaying the Current, curated by Ece Ateg, Lotte Laub, Lusin Reinsch, Zilberman Berlin,
Germany

Otredades: Yo en los demds. Pintura mexicana contemporanea, Museo de la Cancilleria,
Mexico

agosto, Museo Morelense de Arte Contemporaneo Juan Soriano, Morelos, Cuernavaca,
Mexico

Tridimesionalismo Experimental, cureted by Frank Turén, Museo Azcapozalco de Arte
Tridimensional, Mexico

Si te dijéramos nosotras, Galerfa Nuun, Oaxaca, Mexico

Las imdgenes fugitivas, curated by Miguel Angel Berumen, Casa Chihuahua Cultural Heritage
Center, Chihuahua, Mexico

Giving a Face to the Victims and a Voice to Those Affected, Solinger Zentrum fiir verfolgte
Kiinste, Solingen, Germany

Autonomas desde la creacién, Museo Casa de Leén Trotsky, Ciudad de México, CDMX,
Mexico

Landscape of Memories, Zilberman Miami, LA, USA

Fascination Paper, curated by Dr. Diana Lenz-Weber, Gustav-Liibcke Museum Hamm,
Germany

Sororidad, curated by Lourdes Malagén, Museo de Bellas Artes de Toluca, Mexico

Settling into the Abyss, curated by Naz Kocadere, Zilberman Istanbul, Turkey

Viceversa, the Museo de la Cancilleria, México

By Proxy, curated by T. Melis Golar and Naz Kocadere, Zilberman Selected, Istanbul, Turkey
Recurrence 2, curated by Lotte Laub, Zilberman Berlin, Germany

Feindbilder, Hilden, Germany

Unlock, Zilberman istanbul, Turkey

Painting Biennial Rufino Tamayo XVIII, Museo Rufino Tamayo, Mexico City, Mexico
Latidudes, Museo Morelense de Arte Contemporaneo Juan Soriano, Cuernavaca, Mexico
Convergence of Looks, Galeria Eclipse, Mexico City, Mexico

Painting Biennial Rufino Tamayo XVIII, Museo de Arte Octavio Ocampo, Celaya, Mexico
Painting Biennial Rufino Tamayo XVIII, Museo de la Ciudad de Irapuato, Guanajuato,
Mexico

Here and Now, Gustav-Liibcke-Museum, Hamm, Germany

Painting Biennial Rufino Tamayo XVIII, Museo de Arte Contemporaneo, Oaxaca, Mexico
The search for an Ideal, Museo de la Historia Mexicana, Monterrey, Mexico

We started with a kiss, Museo Universitario del Chopo, Mexico City, Mexico

1917-A fight without end, Museo Nacional de la Revolucién, Mexico City

Evocations, Museo de Arte de Querétaro, Mexico
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2014

2013

2012

2011
2010

2009
2008

2007

2006
2005

2004
2003

Poetry seen by art, Pinacoteca de Nuevo Ledén, Nuevo Ledn;

Casa Redonda Museo Chihuahuense de Arte Contemporaneo, Chihuahua,

Instituto Cultural Cabafias, Guadalajara, Mexico

Tension points, Galeria Myl, Mexico City

Poetry seen by art, Museo del Carmen, Mexico City, Mexico

Rage, Museum Sinsteden, Rommerskirchen, Germany

National Biennial of Painting and Engraving Alfredo Zalce IX, Museo de Arte
Contemporaneo Alfredo Zalce, Morelia, Mexico

National Biennial of Visual Arts Yucatan VI, Centro de Artes Visuales Yucatan, Mérida,
Mexico

Painting Biennial Rufino Tamayo XV, Museo de Arte Contemporaneo Rufino Tamayo,
Mexico City, Mexico

Painting Biennial Pedro Coronel III, Museo Pedro Coronel, Zacatecas, Mexico
Painting Biennial Rufino Tamayo XV, Galerfas del Sistema Municipal de Arte y Cultura de
Celaya, Celaya

Instituto Tamaulipeco para la Cultura y las Artes, Ciudad Victoria,

Museo Chihuahuense de Arte Contemporaneo Casa Redonda, Chihuahua, Mexico
Different, Museo Universitario del Chopo, Mexico City, Mexico

Painting Biennial Rufino Tamayo XV, Museo de Arte Contemporaneo, Oaxaca, Mexico
Fable of two Conflagrations, Museo Universitario del Chopo, Mexico City

Unique, Kunstbunker, Ménchengladbach, Germany

NordArt 08, Kunst in der Karlshiitte, Germany

Here and Now, Gustav-Liibke-Museum, Hamm, Germany

Artnauts, Al-Kahf Gallery, International Centre of Bethlehem, Bethlehem, Palestine
Generation Exhibition, Galeria de la Academia de San Carlos, Mexico City, Mexico
Game over, Gallery Emilia Cohen - Arte Contemporaneo, CAD, Mexico City

Foro Cultural Efrain Rebolledo, Pachuca, Mexico

Extraordinary appearances, Secretarfa de Economia, Mexico City, Mexico

Divergent Interventions, Museo de la Ciudad de Querétaro, Querétaro, Mexico
Finalist Exhibition Wilhelm-Morgner-Price, Kunstmuseum Wilhelm Morgner, Soest, Germany
Centres and Borders, Ningxia Exhibition Center, Yinchuan

Gallery of School of Fine Arts, Yinchuan, China

National Biennial of Painting and Engraving Alfredo Zalce VI, Museo de Arte
Contemporaneo Alfredo Zalce, Morelia, Mexico

2° Festival of Independent Art, Espacio Cultural Independiente, Antiguo Dormitorio de
Monjas, Mexico City, Mexico

Large art exhibition in North Rhine Westphalia, Museum Kunstpalast, Diisseldorf, Germany
Large art exhibition in North Rhine Westphalia, Messe Diisseldorf Halle 8, Diisseldorf,
Germany

Here and Now, Gustav-Liibcke-Museum, Hamm, Germany

Wilhelm Morgner s Heirs, Kunstmuseum Wilhelm Morgner, Soest, Germany

HONORS, GRANTS, AWARDS AND SCHOLARSHIPS

2022 Honorable mention, First National Painting Prize Angel Zarraga, Durango

2021 Beca MKW Scholarship from the State of North Rhine-Westphalia

2019-2022 Scholarship, Sistema Nacional de Creadores de Arte, Fondo Nacional para la Cultura
y las Artes
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2016 First Prize, Hammer Kunstpreises

2015 Production Grant, Grandweg 32a, Soest

2014 Catalog Grant, Otherworld, LVR (Landschaftsverband Rheinland), Museum Siegburg
(2014), Museum Kloster Bentlage (2015), Kunstmuseum Wilhelm-Morgner (2017)

2012 First Prize, Biennial for Painting by the Museo Pedro Coronel, Zacatecas, Mexico

2009 Production Grant, Homeland Allegories, Soester Kulturparlament, Germany

2006 First Prize, Concurso de Artes Visuales José Maria Covarrubias, Museo Universitario
del Chopo, Mexico
Guest of honor in representation of Mexico at the VII International Biennial of Art
SIART, La Paz, Bolivia

2004 Prize, Wilhelm Morgner s Heirs, Kunstmuseum Wilhelm Morgner, Germany
Production Grant, Experimental Communication Model, Soester Kulturparlament,
Germany
Scholarship, DAAD, Germany

2002 - 2005 Scholarship, Studienstiftung des Deutschen Volkes

1997 Scholarship, DAAD, Germany

PANELS, LECTURES AND COLLABORATIONS WITH UNIVERSITIES

2023

2022

2021

2019

2018

2017

2016

2015

2014

2013

Lecture “Let’s talk about Kitsch” Interdisciplinary symposium Chamber of Wonders, Hilden/
University Diisseldorf

Conference “Our Future was yesterday”. Interdisciplinary symposium Chambers of Wonders,
Kunstraum Hilden, Universitit Diisseldorf

Jury, Premio Wilhelm-Morgner, Museum Wilhelm Morgner, Soest

Jury, Premio de Pintura Raul Gamboa, San Luis Posoti

Online symposium ‘Vergangene Zukunft’, European conference and education centre
Gustav-Stresemann-Institut, Bonn, Germany

Lecture, “Longing for Life. The Consequences of an Ancient Dream in Fine Arts”, Reserch
workshop, Universitit Bayreuth, Bayreuth, Germany

Lecture, “The insoluble Promise of absolute transparency”. Congress “México en el mundo y
el mundo en México”, Ruhr-Universtitdt Bochum, Bochum, Germany

Master Conference, First Congress of Plastic Arts, “A look at contemporary art”, Autonomous
University of the State of Querétaro, Mexico

Lecture, “Sense and Sensibility” International Research Center Interweaving Performance
Cultures of the FU Berlin, Germany

Lecture, “The Senses that Paint”, Symposium “The Senses”, Colegio Nacional de México
Humboldt College, Mexico City, Mexico

Consultant for publications, Faculty of Arts and Design, National Autonomous University of
Mexico (UNAM), Mexico City, Mexico

Director of the Galleries Antigua Academia de San Carlos, Mexico City

Visiting professor, “Measured Freedom”, with Dr. Matthias Burchard, University of Cologne,
Cologne, Germany

Consultant for publications Faculty of Arts and Design, National Autonomous University of
Mexico (UNAM), Mexico City

Lecture, “Art and Society? What can painting do today?”, Bergische Universitdt Wuppertal,
Wuppertal, Germany

Lecture, “So close and yet so far. Reflections on the concept of distance in the visual arts.”,
University of Cologne, Cologne, Germany
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Curating Wilhelm -Morgner-Prize, Kunstmuseum Wilhelm Morgner, Soest, Germany

2012 First placement professorship in painting, Alanus University of Art and Society, Alfter / Bonn,
Germany
Lecture, “I see something you don’t know”, lecture series Nuda Veritas, Alanus University of
Art and Society, Alfter / Bonn, Germany

2011 Lecture, National Pedagogical University, Mexico City, Mexico
Visiting professor, “Propaganda and Press: The Manipulation of Public Opinion”, with Prof.
Dr. Jochen Krautz and Prof. Dr. Silja Graupe, Alanus University, Bonn, Germany
Lecture, “Postconceptual painting”, symposium on the VII International Biennial of Art
SIART in La Paz, Bolivia
Lecture, “The Power of Images”, symposium on the VII International Biennial of Art
SIART La Paz, Bolivia

2009 Lecture, Enkidu Summer Conference “Storytelling, Memories an Identity Constructions”,
Mexico City, Mexico
Lecture, at the 4th International Conference on the Arts in Society, “Art and
Transnationalism”, Venice, Italy

2002 Visiting Professor for Design and Communication, La Salle University, Cuernavaca, Mexico
Lecture series, National Pedagogical University of Morelos, Cuernavaca, Mexico

PUBLICATIONS

2023 Sandra del Pilar. Hijos de la ... Malintzin, Exhibition Catalog, Galeria Cristobal Contemporary,
México-City

2022 Krautz, Jochen, Bilder von Bildung. Fiir eine Renaissance der Schule. Claudius-Verlag,
Miinchen

2021 “El suefio incobrable de la transparencia absoluta”, en: México en el Mundo y en Mundo en
México. Dindmicas de Encuentros y Enfoques Estéticos, IMEX Revista, ed. Yasmin Temelli,
2021/1, afio 10, n° 19, pp. 212-229.
»Wie umgehen mit toxischer Kunst - oder: Gedanken zur Présentation der Hitler-Biiste von
Hedwig Maria Ley in einer heutigen Kunstausstellung, in: Soester Zeitschrift. Zeitschrift des
Vereins flir Geschichte und Heimatpflege Soest, ed. Norbert Wex, Nr. 133, 2021.
Both Eyes in My Two Hands. Exhibition catalog, Zilberman Berlin/Istanbul
Sandra del Pilar, ,,Sehnsucht nach Leben. Die Konsequenzen eines uralten Traums in der
bildenden Kunst*, in: psychosozial 43. Jg. (2020) H eft IT (Nr. 160), hg. Carlos K&lb et al., 2020

2019 Documentary feature film by Sergio Sanjinés Franck I wanted a happy ending, but there was
no more, Cineteca Nacional, México-City and Cine Morelos, Cuernavaca
Sandra del Pilar, Werkbuch, Dortmund: AdSignum.
Sandra del Pilar, Recuerdos de un tiempo expandido. Exhibition catalogue, Aldama Fine Arts,
Mexico City, Mexico.

2017 Sandra del Pilar, Der Blinde Schrei des Pferdes. El grito ciego del caballo, Universitét
Diisseldorf (ed.).
Sandra del Pilar, “La paradoja de la transparencia”, in: Revista Artedisefio, Universidad
Nacional Auténoma de México (ed.), Mexico City,
Sandra del Pilar, “Das Bild als leibliches Phdnomen” in: Krautz Jochen, Beziehungsweisen
und Bezogenheiten. Relationalitdt in Pddagogik, Kunst und Kunstpédagigik. Imago.
Zeitschrift fiir Kunstpddagogik, S. 393-405.

2016 Sandra del Pilar, “Los sentidos que pintan”, in: Die Sinne/ Los sentidos.
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Sandra del Pilar, Tus palabras son sombras danzantes. Project catalog, Universidad Auténoma

2015

2014

2011

2009

del Estado de Morelos (ed.), Cuernavaca.

Sandra del Pilar, “Meine Figuren, das bin immer ich”, in: Paolo Martinuzzi. Exhibition
catalog, Kunstmuseum Wilhelm Morgner.(ed.)

Sandra del Pilar, “La Crisis en el Arte”, series of 6 articles in: La Jornada de Morelos,
2015/2016.

Sandra del Pilar, “Die Wahrheit ist etwas, das verschwindet, wenn man sich ihr ndhert”, in:
Sinisa Lordan. Ausstellungskatalog, Galerija Sv. Krsevana

Sandra del Pilar, “Die Sichtbarkeit des Unsichtbaren”, in: Arnulf Rainer. Malerei, Arbeiten auf
Papier, Ausstellungskatalog, Kunstmuseum Ahlen,(ed.) pp. 27-32.

Sandra del Pilar, Anderwelt. Exhibition Catalog, Stadtmuseum Siegburg (ed.), Sendenhorst:
Bernstein-Verlag.

Sandra del Pilar, “Realidad imaginada. El desarrollo del discurso patrio a través de la
hiperpicturalidad en la pintura mexicana desde el siglo XVI hasta la actualidad®, in:
Mitteilungen. Jahrbuch der Carl-Justi-Vereinigung, Bettina Marten et al. (ed.).

Sandra del Pilar, Vaterlandsallegorien. Project catalog, Bonn: Arthellweg.

COLLECTIONS

Kunstmuseum Moritzburg, Halle (Saale), Germany
Museum Zentrum fiir Verfolgte Kiinste, Solingen, Germany
Museo Laberinto Quinto Sol, Ciudad Juarez
Gustav-Liibcke-Museum, Hamm, Germany

Museo Universitario del Chopo, CDMX

Museo Pedro Coronel, Zacatecas, México

Grupo Milenio, CDMX

Kunstmuseum Ahlen, Germany

Kunstmuseum Wilhelm Morgner, Soest, Germany
Stadtmuseum Siegburg, Germany

Museum Kloster Bentlage, Germany

Imago Mundi Collection, Treviso, Italy

Col. Altarte, CDMX

21¢ Museum Hotels collection, USA
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List of works | Eser listesi

p-|s.18

Por qué? (VI/IX), from the series:
Caught in Disasters, 2025

Oil on canvas and transparent fabric
Tuval ve seffaf kumas {izerine yagh boya
185 x 185 cm

p-ls.19
El sueiio de la razén produce monstruos (I1I/IX),
from the series: Caught in Disasters, 2025

p-ls.24
Se quebro el cantaro (VI/IX), from the series:
Caught in Disasters, 2025

p-ls.25
Correccién (VIII/IX), from the series:
Caught in Disasters, 2025

p-|s.28
Ya tienen asiento (IV/IX), from the series:
Caught in Disasters, 2025

p-ls.29
Tii que no puedes (IX/IX), from the series:
Caught in Disasters, 2025

p-|ls.30
Y aiin no se van (II/IX), from the series:
Caught in Disasters, 2025

p-18.34-35

Gente de Barro (People of Clay), 2025

Various engraved clay fragments and video installation
Cesitli graviir kil pargalar1 ve video yerlestirme
Dimensions variable / Cesitli 6l¢iilerde

p-18.38-39

Codice de Malintzin, 2025

Hand-coloured lithography / Elle renklendirilmis litografi
22X 14 cm

Ed: 2/3 (red / kirmizr)

p- | s-48-49

Archive for an Imagined Future: the novel Fragment (9/9),
from the series: Memorias de Mafiana, 2025
Hand-coloured lithograph / Elle renklendirilmis litografi
39 X 46 cm, 57 x 48,5 cm (framed / cergeveli)

Ed: 1/6

p-|s.50
Archive for an Imagined Future: Huehuecdyotl once Arizona
(1/9), from the series: Memorias de Maiiana, 2025

p.ls.51
Archive for an Imagined Future: Aztlanatl once California
(2/9), from the series: Memorias de Mafiana, 2025

p.ls.52
Archive for an Imagined Future: Cuauhtitlan once Colorado
(3/9), from the series: Memorias de Mafiana, 2025

p-1s.53
Archive for an Imagined Future: Metztlan once Nevada (4/9),
from the series: Memorias de Mafiana, 2025

p-ls.54
Archive for an Imagined Future: Hueytlalpan once New
Mexico (5/9), from the series: Memorias de Mafiana, 2025

p-1s.55
Archive for an Imagined Future: Atltépet] once Texas (6/9),
from the series: Memorias de Mafiana, 2025

p-|s.56
Archive for an Imagined Future: Tlapallan once Utah (7/9),
from the series: Memorias de Mafiana, 2025

p-1s.57
Archive for an Imagined Future: Iztlahuac once Wyoming
(8/9), from the series: Memorias de Maiiana, 2025

p. | s. 68-69

En Gallipolli, from the series: Remainings, 2025
Oil on canvas and transparent fibers

Tuval {izerine yagl boya ve seffaf elyaf

155 X 295 cm

p.|s.70

En el cerro de las campanas, Querétaro,
from the series: Remainings, 2025

Oil on canvas and transparent fibers
Tuval {izerine yagl boya ve seffaf elyaf
157 X194 cm

p-18.73

En la montaiia del Principe Pio, Madrid,
from the series: Remainings, 2025

Oil on canvas and transparent fibers
Tuval {izerine yagl boya ve seffaf elyaf
150 X103 cm
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