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Juliana Vargas Zapata (1997, Cali, Colombia) is a multidisciplinary artist and designer
based in Karlsruhe, Germany.

Her practice combines archival methods, artistic research, and object/image making to
explore the intersections of popular culture, material culture, and Latin American vernacular
design. Through the act of collecting and recontextualizing images, she builds personal
archives that become both tools and subjects of her work, reflecting on how visual languages
shape identity and memory. Her work has been exhibited in Germany, Colombia, Mexico,
and the United States, engaging with contexts that bridge design, art, and cultural research.
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In Defense of Mis Caprichos
(Proposed for exhibition at academy:square, art KARLSRUHE 2026)




In Defense of Mis Caprichos
(Proposed for exhibition at academy:square, art KARLSRUHE 2026)

In Defense of Mis Caprichos is a multimedia exhibition based in a self-curated archive of
140 found and self-produced images that reflect the vernacular visual language of Latin
America. These images—ranging from memes and personal photographs to screenshots —
carry a distinct sensibility: one that resists explanation and instead unfolds through mood,
tone, and repetition. Often low in resolution due to constant digital circulation, the images
reflect the visual texture of the internet. Many celebrate vernacular and informal gestures,
circulating quickly across digital platforms to form a visual language that is intimate, layered,
unstable, and often humorous.

The work draws on Hal Foster’s An Archival Impulse, where archiving is seen as an artistic
practice and a preference for fragmentation over coherence reflects a deliberate artistic strategy.

From this archive, ten objects were developed, each guided by a specific premise. Some
take the form of replicas, others of performances or hybrid assemblages. These objects
operate as attempts to “grasp” the underlying sensibility of the archive. Their logic often
draws on the aesthetics of appropriation, copying, and transformation—resonating with
Byung-Chul Han’s Shanzhai: Deconstruction in Chinese, where copying and sampling are
understood as creative strategies capable of generating new meaning.

A second core component of the exhibition is a video slideshow that presents the full image
archive in a loop. The video has no beginning and no end, as it is conceived as a work in
progress—the archive is constantly evolving. Each image is accompanied by 1-2 lines of
text drawn from diverse sources: academic texts, social media posts, and personal writings.
The arrangement is not explanatory but atmospheric, evoking how Susan Sontag, in Notes
on Camp, approaches a sensibility not through linear explanation but through curation and
juxtaposition.

In Defense of Mis Caprichos does not seek resolution or synthesis. Instead, it inhabits a
space of connection without hierarchy. It is an argument for intuition, for playful seriousness,
and for honoring the seemingly trivial gestures we encounter every day.




Why not transporting a pool through Karlsruhe on a motorcicle?
Video performance on inflatable pool




Dreamcatcher. Alvaro Uribe didn’t go into the water just once, but three times.
Hanging mobile made of metal ring and textiles Installation with textile, garden lounger, and pink Crocs



WHEN SOMEONE SAYS
YOU CANT DO IT.
DO ITTWICE,

INSEGURIDAD AND TAKE PIGTURES

INSEGURIDAD. En espanol. When someone says you cant do it. Oscar de Protagonistas de Nuestra Tele,
Silkscreen on textile Do it twice, and take pictures. not Oscar Wilde.
Rhinestone appliqués on textile Silkscreen on textile



= aa )H.»-*’
C -

Yoms

=R T ol

Would Garcia Marquez like this?
Digital print on stuffed textile
140 x 50 cm 6



In no particular order

In no particular order
Video (stills), 23 min

“Concerned less with absolute origins than with obscure traces.”

In no particular order




Juliana give me a chance.
Digital print on PVC banner
2,50 x 80 m



Luna Sontag
Installation with bows, tape, and images on cables and power plugs




Voldemort has a talent for dancing to reggaeton, regional mexicano,
merengue, RKT, baile funk, edm and pop.

Video installation with tablet, textile-covered chair, helium balloons, and confetti
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Sorry comadre, | want to buy things.
Laser engraving on wood with fuchsia thread
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INTERNET

42 textiles, sewn together
8mx1.82m

2024
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me immediately after crying:

Hanging assemblage of 50 keychains on metal chain
Variable dimensions

2024
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LA CURADURIA RURAL INFORMA

Installation with digital print on PVC banner, hanging above lake
2mx3m
2024

"LA CURADURIA RURAL DE SAN GIL
INFORMA QUE:

S| PASAS POR SAN GIL, AMIGO MiO, POR LAS BRAVAS TIERRAS DE
SANTANDER, AHi TU PASO AL DETENER, ADMIRARAS EL FONCE EN SU
RAUDO TRANSCURRIR, Y CRUZARAS POR EL PUENTE DEL OLVIDO, QUE
CONDUCE HACIA EL CAMINO DEL PARQUE GALLINERAL. SUS CEIBAS
GIGANTESCAS ADORNADAS, CON MUSGOS DE MAGNIFICOS FESTONES,
QUE EL RIO TEMBLANDO BESARA, O COPIAN LOS LAGOS DE CRISTAL.
PASEANDO POR ENTRE LAS AVENIDAS, QUE FORMAN RETORCIDOS
GALLINEROS, SE ESCUCHA DEL REQUINTO SU RASGAR, VOCES LEJA-
NAS ENTONAR GUABINAS SANTANDEREANAS, VISITARAS EL CERRO DE
LA CRUZ, A BELLA ISLA Y POZO AZUL, Y LE LLEVAS MIS RECUERDOS.
AL PASO POR SUS CALLES EMPEDRADAS, SE ADMIRAN SUS IGLESIAS
COLONIALES, BALCONES DE CLASICO ESPANOL, PORTALES QUE INVITAN
AL AMOR. EN NOCHES VAN ERRANTES CABALGANDO, ESPIRITUS DE
NOBLES Y ESCUDEROS, SE ESCUCHA EL GRITO DE LA REBELION, QUE
A ESA TIERRA ESTREMECIO, GRITO DE LOS COMUNEROS, EL FUEGO DE

GALAN Y DE ALCANTUZ, QUE EN FIER s 2
: E EXTENDIO, HACIA L
TIERRAS DEL SUR. i o
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Tendedero de Cucos

Metal sculpture accompanied by audio work
31 cm x45cm

2023
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When I was very little, I was taught to wash my underwear under the shower,
but it was very important to not hang or forget it in the bathroom, since people
could see it. I had to bring mis cucos to the more or less hidden section in

the house where all the clothes would hang for them to dry.

Some women claim washing los cucos under the shower is practical and good
for the delicate material, some claim its hygienic (which I doubt), some claim no
one should see a dirty woman’s underwear other than the woman herself since
its an intimate and (redundantly) dirty object.

I always washed my cucos reluctantly, I didn’t understand why women have

to do it and men don’t. Sometimes I would not do it because I was lazy, but I
think the real reason was that I didn’t like the fact of having to do something
only because I am a woman. When I wouldn’t wash my underwear, my mom and
grandmas would yell at me.

As I grew up I did it eeeevery day, it became something like a ritual instead
of a punishment. When I moved to this side of the world, I kept doing it because
it reminded me of where I come from. Here, I realized I don’t want to hide
this practice anymore.

Instead,
I want mi tendedero de cucos to decorate the space I inhabit,

I want to display what is usually hidden,
I want to celebrate ser una chica.

24



Trapitos al Sol

Performance and installation with
bleached textiles, booklets, and
baked cookies

Variable dimensions

2024
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Drnament am Balkon.

rnaments in balconies, three different in three howses peat to each other,

EMetal ornaments in balconies.

Betal sankofa ormament on halcany.

PBetal ornament on balcony

£%Retal ornament on halcony,

etnl omaments on balcosies.

£fetal omaments with leaves sculptures on bakconies

ETBetal sankofs ornaments on balconies.

Round metal ornaments on bakconies.

Found metal ornaments on balcomy.

Bomplex metal omaments on halcony with wappen, door with metal fence and relieves.

#fappen with keys symbol. Next 1o it there is a schiisseldienst.

Round metal ormamests on balcony.

¥ctal ormaments on balcondes and metal sculptures on walls,

®omplex metal omaments with relieves on halconies.

etal ormaments on mini bakcosy for plasts.

ERetal omaments with relieves on halconics, metal sculpaures on walls,

@rnaments engraved on walls, door with metal fences.

Ffetal crnaments on balcony, Three head sicin sculptures on windows.

Efdetal sankofa ornaments on balcony.

Fetal sculpture on wall. Punta del edificio. Orejas y arrow

#Metal sankofa-like ornsments on balcomy. Balcony is under & “roof” that is actually another balcony
above it, The second balcony is more robust, its fence its made of stone and metal. There is no “rool™
for this bakcony but there is an engraving on the wall above with the year 1596, On the next floor hay
como un balcon incrustrado under roof. There are stone sculptures on the building as well.

et cross | round omaments on bakcorny with big door,

Blue metal ornaments in spiral bat flat shapes on bakoales.

Eini yellow ormaments on mini balconics for plants, also with relicves and mini spirals. Interedting that
are built in @ neubau, gray building. There are same colored tiles in the building in bluc yellow and red.
The yellow appears to maich the yellow of the tiles.

Zimple metal fence with circles in upper part of fence of a halcony
There are several ftems on the balcony ke two chairs and a pladtic plant

BRetal ornament on door.

Ffetal round ormaments on bakconies.

#etal round espiral ornaments oa bakconies. With some sor of green textile / structure
that resembles grass hanging. There are also clothes hanging from a wischehanger.

Sankofa ormaments on balcories. There are some macetas hanging from cne balcony.

There are alo some plants and a big plant that is almos eating the fence.

Sross, round orsaments on halcony with lots of macetas and plants

Zankofa metal ormaments on balcomies. There are chairs and many plants. macetas and macetas en
la parte de arriba.

Sankofs metal ormaments on bakconles. There are chairs on the balconies and a ladder

FMetal round and Sraight ormaments on balconies que se salen del edificio y eflan soportados por tres
columnas de mesal. Art deco? Also some spirals that adornan Jos metales grandes and some red spheres
en la parte de abajo de hos halcones. Hay enredaderas que se pegan a las etructuras de melal,

#8hite round, square metal ornaments on balconics. The upper balcanics look different. On the part in
the EG there is a rounded balcony? With stairs that ekevates it a bit from the g and it has also the same
mectal ornaments than the balconics above.

Wound / sankofa ornaments on balcomy

Biagonal? Metal ornaments on balconies. There is a chair on the fir balcony. Also materas colgando and
a sants clais, On the upper balcony there is a orange netz? Hanging behind the metal aructure.

Betal ornaments on balcanies. First balcony is made with stone and metal, There are two letters also
shaped in metal. K and F.

The upper balcony es un solo pedaro ¥ tiene materas colgando. E1 de abajo tiene plantas

Bpiral mesal ornaments oa habcomies. Materas and chairs oa balconies.

Straight, & bit round, cloud like oraments on metal balconles. Chairs and materas.

Dalmier metsl crnaments on upper balcony, The fence seems protected with some kind of netz.

Spiral metal fence on door entrance. Also with fiower metal sculpture on the center.

etal sankofa omament on balcony. The comers have metal shaped kaves.

PResal support sructure for balcony with spiral / sankofa shape.

£etal fence with round ormaments on hirschbriske.

E8hite sankola metal ornaments in white, in halcony, leave shaped metal cormers.

Banks and materas on the balconies.

Found / palmier metal shaped ormaments on balconies. Orddados. Chairs and maleras.

Balmbers Hke metal ormaments on balconies. On houses 41, ¥ and 37 they have different colors bat the same
aruaure. House 41 and 39 seemed 1o be the same house before. Also tikes with flowers on the upper part

Zankofa metal ornaments on balconies. Metal leaves on fotnets. Lots of materas on upper balcony and a
hank. On the one below there are two dead big planes... (winter).

Rankofa like metal ormaments on balcony. Metal leaves on corners and some metal relieve flowers.
Om upper part of buikling sankofa/spiral like engraving on the wall.

Reja con omamentos en b vontana del sotano, proteccion?

Bankofa lke ornaments in metallic fence in prine max palais.

Palmier like fence.

Palmier lke fence.

Drnament decoration for the sake of iL.

MBetal ornaments on balconies. Sankofa like fence 1k the sireet. Sankofa like metal in the walls.

Drnamente am fenster und am schild an der tar.

Bankofa like ornaments an der tir,

Zankofs like crnaments on balcony.

Bankofs like ornaments on fence.

Bankols like metal ornaments on balcony.
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Foni Maraini
@eneral Observations on Popular Art

{..) Tuse the term “popular art™ 10 describe that set of creations
accessible in everyday collective life, produced In a coatinuing tra-
dithon, that expresses by means of a w1 of iconographic signs, forms
and shapes, the psychological symbolic content (myths and belicfs),
tastes and the ideal of beauty specific 10 each group. and the practi-
cal needs of the rural or urban community in which the craflsman
lives and for which he works.

From the practical point of view, it is this wilitarian aspect that
characierizes the work: however, the craflsperson has always en-
deavored to overcome the limils posed by the function of the ohject
im order to arrive at a synthesis of the idea, form and function. At
they have envisaged and resolved the problem of
tion of quality (beauty in several examples), in other
words, they have reproduced or created, as the case may be, a com-
plete, pleasing prototype that is loved in its mubiple copies by the
peaple who buy them.

Fhese two aspects - the functional solving of the idea and the
collective sharing of the individual creation - are closely akin to a
mamber of problems in contemporary an, while a1 the same time
they are toaally opposed 1o the classical principle of beauly as a
lunury creation that serves no useful purpose and is produced as
& unique pi

Fhe popular crafisperson, be they male or female, is part of a
sockal and economic sysiem that needs them, and the role they play
at & practical level is thus significant: the wtilitarian and democratic
nature of thelr work sttedts to this situation. Ulimately, they have
represented the machine in pre-indusrial life, the “technologia™ of
traditional tools: they have cut, fashioned, woven, painted, dyed, in-
vented, decorated and produced 1o meet everyone’s needs and these
consumer goods have fueled economic prodection at a family level
and a1 an inter-group commercial bevel.

Nevertheless, the artisans are linked 1o their community not just
at & practical level but also cublurally; they are, in effed, the repos-
itory of shared visual heritage and they express certain facts about
their tradition. A1 the same time, they are agents of integration and
information, since they incorporate into this heritage elements from
elsewhere following a bong process of sccumulation and interpre-
tation. Their craft thus seems 1o be the result of & long series of
technical inventions and aeahetic innovations - specific to their own
community or passed on by other groups — that they have acquired
s 0 trade secret, personally developed or learned in & sydem of
guilds or trade assoclations. This syfematic work is the sum of all
the individual comtributions made within the collective. This gives
the works a homogeneity that is the basis of the concept of the Style
of one community in relation to another....)

Fhe wiilitarian purpose, which conneds the object to daily life, is
then overlaid by psychological aspect that links the object to the cos-
mios, Its content takes material form through the visual iconographic
elements that the craftsperson coordinates: the colors, signs, shapes
and geometrical images (triangles, squares, circles, crosses. Hgrags.
eic.) and natural images (human figures, plants, animals, slars and
assorted other motifs) can display ideas and feelings.

F'he rescarch into the realms of the psychology of forms and
of i gy has o d how all these elements
give rise 10 “open” optical creations, which are inherent in the plas-
tic experience, while at the same lime conveying a visual semantics
developed sipce time immemorial. The formal life of & product of
plastic art falls within these two dimensions, one acsthetic and the
other conceptual. The many expressions that emerge from their en-
counter give rise to the creative act.

Bonsequently, in popalar art this array of images that bear and
comvey messages and optical simuli is organized into a kind of ev-
eryday visual algebra. If this simultaneously psychological and scs-
thetic dimension did sot exist, every objec (a carpet, item of jewel-
ry, piece of fabric, etc.) woukl be simple in form and have neutral,
plain colorless sarfaces. Because in fact, from the practical point
of view, whai maiters most aboul a carpel is thal you can sit on
it {and for that, all that is required is a uniform rectangle). what
matlers most showl & pot is that it can hold water (and for that,
all you meed is & colorkss comtainer) and what matters most shout
a door is that it seals an openimg {and for that, all you need is a
smooth rectangle). Nevertheless, the forms become more elaborate
and surfsces are decorated, i only with a sign or a color. This
is explained by the fact that ever since ancient times, before their
increasing secularization, all objects were imbued with a magical
and mystical sense (“The man of anchaic societies tends to live as
much as possibile in the sacred or in close proximity 1o consec
ohjects™), and hence featured formal elements with a psychological
content (for example, doors were decorated with signs of propitia-
thon and consecration, efc.).

his symbolic thinking, which expresses an intuitive and sacred
vision of the world and which itself lies a1 the beart of the artistic ex-
perience, has boen Inherited by ancient rural communites, and with
it an ancient and venerable repertoire of ideograms has been passed
on. These signs and forms have been incorporated, re-adapted and
transformed, often even crysallized in the form of “decoration”.

Fhe mos universal examples are solar disks, gars, mythical
beasts and mountains, flowers, the water emblems of ancient agrar-
ian cults and the symbols of “universal renewal™ (Eliade). In short,
all those matural and geometrical elements connedled with a vislon
of the world as sscred. Blended with new images thar have sprung
from historical circumstances, these elements have not become any
less important; rather, they have retained their defined “patterns”
while lending o W The ivati
that underpin them have, nevertheless. remained the same: the desire
to forge links with the visible and invisible workd, and the need to
channel and express collective hopes, fears and dreams.

abaraci and stybized pature of popular art altests 1o this long
process of and si that has
been in progress since Neolithic times. Moreover, it is also the out-
come of a certain number of technical factors, which is 1o say that
the formal execution has been guided by the conditions of the work:
their materials, tools and the crall isell have foiied certain choices
upon them and have defined the characieristics of the objects — the
tendency towards symmetry (or ftractured asymmetry), for example,
the division into horizomial bands, rhythmical repetition and lastly
the heraldic conception of motifs finished in the manner of blazons,
clean, compact and independent.

Now, if popular art is generally described as simply “decora-
tive”, it is because some of these originally dynamic elements, once
degraded and gripped of their initial meaning, have sutomatical-
ly survived, transformed and re-used in countless combinations. In
other cases, it is the apparent simplicity of the forms that has led the
spectator incapable of reading their content 10 perceive just a single

seemingly decorative — dimension where there used, in fact, 10 be
a series of symbalic values expressed and shared by the maker and
their clients.

Tt s thus between these two extremes — from the open amd
evocative language 1o the obscure and crysallized language - that
popular visual elements are 1o be found

27






Adornar
&uliana Castro Varén

&Bhen 1 was nine years old, I
was playing with my cousins on
my uncle’s finca when 1 slipped
and buried myself in a fence. It
was the fence that divided our
backyard from our neighbor's
lot. Designed to keep thieves out,
it was low enough for kids to
climb. We were playing, going
over the edge of the fence, and I,
being the oldest, was showing off
my moves. We were playing at
being detectives when I fell, and
the fence went right through me.
The metal pole went through my

shirt, entering the side of my back l
!

at the right shoulder, coming out

the other side, and back through ]
my clothes. I was left with my feet |
dangling, hooked in the fence. All !

the kids ran away crying. They
brought my uncle’s wife. She un-
hooked me, carefully lifling me
out over the top of the fence, try-
ing not to tear my entire shoulder,
She put a piece of cloth on me, a
baby’s T-shirt, to stop the blood.
Then my mother arrived. She took
me in her arms and put me in my
uncle's car. My uncle drove hast-
ily to the hospital, barefoot and
shirtless, still wearing his bathing
suit, wet from the pool. I cried

i

Zketches of fences that had textiles
hanging from them in Marrakesh
and Casablanca, November 2023,
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Einen an der Waffel haben

Installation with stacked ice cream cones
2.5m

2024
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Juliana Vargas Zapata
born in 1997 in Cali, Colombia.
Based in Germany since 2016.

Education

2017-2025

Communication design

Hochschule fur Gestaltung Karlsruhe
2022

Communication design

Estonian Academy of Arts Tallinn

Awards & Nominations

2026

Nominated for the Giovanni Francesco Marchini—Preis
(application in progress)

2025

Nominated for the Preis der Férdergesellschaft ZKM / HfG
2020

Winner of the DAAD Scholarship STIBET |

Residencies
2024
Virreina Residency (San Gil, COL)

Solo exhibitions

2025

In Defense of Mis Caprichos, Diploma exhibition, Hochschule fur Gestaltung Karlsruhe (GER)
2024

Mire sin Compromiso, Cachorra (Bogota, COL)

Group exhibitions (selection)

2025

Pensamiento, Palabra, Obra y Omision, hooogar (Guadalajara Art Week, MX)
Miniotics, Weatherproof (Chicago, USA) & Blankmag Books NYC (New York, USA)
The 60s, Pop Gun (New York)

2024

School of Casablanca, ifa-Galerie (Berlin, GER)

Messy Bindings, Messy Reliures, RoSa (Brussels, BEL)

Aguardiente Amarillo, Virreina (San Gil, COL)

Sancocho, Policroma Galeria (Medellin, COL) & Proyecto Binario (Bogota, COL)
Dream, You Scream for Ice Cream, TV HIFI (Karlsruhe, GER)

2023

an invitation to an exhibition in a laundry, Roonstr. (Karlsruhe, GER)

Tras de Ledge, Casa Rat Trap (Bogota, COL)

2020

Risquons-Tout, The Open School, WIELS (Brussels, BEL)

Glossary of Undisciplined Design, GfZK (Leipzig, GER)

Contributions

2025

The 60s, published by Pop Gun (USA)

2024

BranD n.73, published by BranD Magazine (HK)

Pica 15p0, published by Pica Magazine (CA)

Phylactere 3, published by Phylactére Magazine (FR)

2021

Glossary of Undisciplined Design, published by Spectorbooks (GER)

Contact
julianavargasz@hotmail.com
instagram: @julianavargasz
+49 17664621975
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