Awhite stone howl Tike o soup howl.
rests onamatehing saveer, From a
distanee one can make ont a black stain
that spills over hoth picees, stgaesting
a decorative maotil. But o al|-|||':1.'||'i| a hit
closer is 1o strip away the sense of calm
customarily associated with the
unremarkable object: the hlack silhouetie
isin faet the shadow ol o revolver east
across the cupoand savcer, which are
joined Fastin solidarity, TnolTensive
things, reverted, elicit cantion,
Somewheres in some real or vivtnal spaee
somne Titeral or metaphorical (ha
sulficiently nearby) position. e body
casting this shadow threatens.

Years ago. L went in search
ol awork inthe network of display cases
belonging 1o New York niversity in from

ol Wash

1ton Square. D lingered o while
and noticed that the glass panes were nos
entirely cmpry, Toothe contrary,

the shadows of the architectire i=ell were
painted there ata given moment of the
dav, The union with the real shadow
would he perfect only Tor o moment,
Devond which all would De pore illusion,
The subtlerv. the illasionists sesture,
e aocase Tor the inmmmerable Wilvs
ol interpreting reality. Bu bevond the
mt-luplmr, there is aomeditation

on the power of vepresentation to meddle
in the imagination.

Soon the shadows of motoreyeles
hegan o appear on the cabinets,
Enormous black stains, like unleashed
animals. overtook the spectator, They
were the shadows of defiam motoreyeles,
but again. an analvsis of the svmbolis

and of the potential correlations hetween

ANA TISCORNIA

the protagonists is only one part of the
diseonese, The other part = where
the aiver transeresses the l'.\[li‘1'1l‘il, where
the shadow of one thing can hecome
something else and an object or subjeet
can reler o another object or .‘*lll]ji'i'! -
i~ the muliplication of meaning that is
made possible by ot s arifice,

The Torniture was there as well
the shadows of the absenr furnitaree, of
conjectured postures. ol iaginary lichis,
where an entive system ol vepresentational
logic makes the mosi suspiciously
impossible sitnation pos=ible and eredible.
Bevond the Tornitore there were entire
rooms steetehing out among the Tlar Tibees
of the Furnitare, put into the perspective
ol infinite points of view: one of these,
perhaps. might allow the reconstruetion
ol the illasion of veality in order to negate
it and aliimarely. o realTirm the illusion
itsell.

The maker of these visual
operations is the Brazilian artists Regina
Silveira. Burn in Porto Alegre and hased

in Sao Pavlos her luxuriant produaetion

i many different media is o guided
exploration through very specific
concerns, “Fam proforndv intrigued by
the nature of visual imagination when its
inbention is to simudate visual reality:
Lo also quite interested in virtialin:
that is able to falsifv eisual deata.”
Silveira’s interest leads her o use the
acime ol illusionist resourees — perspective
=i a perverse fashion. Peespective is

a Renaissance 1l’l'|II]il|IIt‘ originally
designed as o winy ol approaching reality
in order to emulate and o hecome
confused with it Regina uses perspective
i order 1o Keeporeality at a distanee,
inorder 1o go deeper into illusion’s
possibilities. T this disconrse on art and
it= codes lies what Ana Teresa Fabris has
relerred 1o as Regina's metalingnistic
dimension. The mechanism that |:1’|J‘:1}'.~&
el as arctifice when put into the serviee
ol distortion. Distortion that ultimarely
i~ an ab=olutelyv abstract hypothesis and
Fullills the avtist’s goals: o ereate the
impossible™ or o test the apparent form
of appearance.” By using the system,

she undermines i,

Regina’s perspective is complex and
uses various points of view and different
svatems of projection at the same time. I
this hecomes a metaphor for the gazes
and for the opportunity of a place for
cach observer. ereating what she herself
calls a “poetic system of points of view.”

The type of images selected come
from universes that speak of many things.
ver all share the common denominator of
hanality and simplicity which are sought
as anoperative prineiple. Banality itself is

what allows us to call ourselves “normal”™.




The objective. achieved through the most
extreme distortion possible (without the
image becoming unrecognisable). is 1o
question this “normality™ by presenting
“ambiguitye metamorphosis ane
paradores”.

OF course, spaces and l!lbjl'['ln ol
dailv use (and some of frequent abuse) —
an office. Turniture. rugs, motor scooters,
armoured tanks as well as quotes [rom
Duchamp and Man Ray — cannot escapie
iterpretation. Heve the artist hersell
speaks of the feminine gaze, “Part of my
work reflects wn approacl that comes
specifically from knowledee devired from
niyvexpericnce as a woman. Vv images
are nol only banal. but they also belong
to a universe of interests. culturally
wnelerstood as feminine for their
pocticular proxiniiv lo common abjects.
The perspectival distortions and the
projected forms that apph-to firnishings
ari 1o small objects and to interior
spaces are mechanisis for transforming

what is banal into something strange and

Santastic. The resulting deformetions

might also be seen as a siubrersion of the
Jeminine gaze. The ironie wse of rugs and
china as the bases for projected shadows
again forms part of this subrersive
strategy and is integrated fnto my
f'fffr‘.rp:'f'!rrn'f)u qf-.I’J"n' domestic worled
as o calalogue.”

Many things are destabilised as
a consequence of her work, in which
absences proclaim a manifess presence or
even a responsibility or threat, Bar the

magnitude of the achievement in no winy

negates the delicate irony manifested in
the work and the himonr with which
Regina plays her game. Perhaps only

a keen feminine gaze can risk the

TV vool a fork, a plate and
1 A

a teacup with a sort of benevolent smile,

.1mufxru‘pffr',~'.r.u. Simlacra aned

Inflections ave some of the titles cliosen

by the artist in order o anchor her work:

in her [}ililnnnplli{‘.wl concerns she
anticipates what in the near futare will
become data in a fundamental coation
for analyses of post-todernism. Despite
the fixed points of contact. the ariist
does not seek allinnees: instead. she lavs
down a pattern of divections in relerence
to art history from the Renaissanee up
until our own era. Bur the form is
paradoxical: she uses the svatem for
a eritical distance.

Finally. parody extends even into
the geometrie rigour of the work: it is
a vigonr that appears extrenie verin faer
is horm ol a ~free geometry composed of a

heandful of elements within « few ineented

riles. tis should be enongh o alert us
to the ilusory nature while inducing us 1o
continue reinloreing i,

Mueh of what has heen said thus
fa abour Regina Silveira’s work could he

reiterated when considering the work

“Marta Chilindedn. i Uruguavan arist
who resides in New York, Chilindron,

however, works in three dimensions in

order 1o construet her “objects-sitnation”,

which in tuens using their phvsicalin.
allude o the fromtiers hetween two-
dimensional Matmess and three-
dimensional spatiality. Inothis horder
zone it is not known il the ohjects are
arowing out of the plane and building
themselves W o il 1o the :'l}llll‘;u‘}', I|1[‘)'
move toward the plane. folding
themselves and disappearing, This
ambiguity. while suggesting narrative
metaphors. underscores the discursive
emphasis placed on the processes,

The thesis is additionally reinforced by
the use of neutral surfaces and hollow.

untrustwordky appearances for the

objects in question, which in some form
or another refer to dematerialisation.
Perspective as a resouree is
Tundamentally a svstem ol representing a
three-dimensional or “real” object in
a two-dimensional deawing, In restoring
three-dimensionality 1o the
representation. Chilindrdn is retnrming
it 1o the world of veal objects as a new
object. Treed Trom velerences. She is
making conerete what is no more than
an-abstraction. Tn this sense. she would he
constructing what Donald Judd called
“the speeilic object™. THowever. this
apparent velationship with mdeimealism —
brought 1o mind as muclh by the
orthogonal vetiele as by the work's
stracture = is refuted by that “non-
speciliciey™ of the surface, Moreover,
it is i some fashion perverted by ihe
nany quotations thae on a svinbolic

level propose spatial transgression.

e
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Since what«Chilia
assembling and disassembling (or vice-
versa) are rooms or stall groups of
velated furnishings — refevences to daily
lile, interior and intimate — (he specilicity
ol the sell-referential object is changed:

it now pertains to the linguistic

medinm that denotes and connotes
haman heings.

Chilindran's gl{hnpn are designed
in order to funetion on a scale where
things maintain their dimensions in
accordance with the summaoned t'!‘a1|i1_\':
inother words. with human contingeney.
Thus this furnituree heeomes the record
ol the tracks that arve embodied by
absence, A bed. o chair or a set of
shebves can even be imagined as part of
HIN i"”]“‘l}l“””'(ll‘llliilb I”“Jl'l‘.‘i.‘i.’ 1]1['}' are
at onee both containing and contained.
exterior and interior,

The artist’s concern with the



connections between Torms. hetween
interactions and their results, is elosely
related o the lmanisation of the object
as it reelaims its own space that goes
bevond phvsical limis aond estalilishes
communications in an energetically
immaterial territory,

Owing much o Chilindedns first
works (extremely foreshortened self-

portraits). this series also maintains the

perspective ol the feminine universe and
ol a domestic enviromment that is again
“eultirally understood as Teminine”™ and
whicl appears simngeled helind a cold.
distanced appearance that is vsually

the halowed ground of masealine work,

The play of paradoxes that is
established .~li|ll|_\' undermines these
gender-hased werritorial designations.
making use of an enjovahle impertinenee
inorder o addreess the tenets of certain
artistic dogmas of oue time,

Teresa Servano, from Mexico,

i another artist who coineides {althougl
From a different frone) with the
dislocation of the “specilic object”.
displaving v as the exereise inillusion
that it does nor want 1o e,

T some wavs similar 1o Silveira
and Chilindedn, Sereano reveals the
ideoloay Tiidden Delind thar which aspires
toward presenting isell as an ontology
ol Torm and nacerial: she consciously
decides 1o organise hier discourse within
the realm of representation,

“For me. metaphor is not onh:
allegory or image or svimbol. but rather
a procedure and a wrayv of eaposing
reality™ e my weork Ispealk in a
somewheal subeersive fashion, taking
adrvantage of exclusivel: waseuline efforts.
such as the construction of those meats
that are used to protect the horses curing

the bullfights, transforming them into

SJeminine .s'r‘ufp.fnrr'.s' theat speak of nature,

Jemininity, profection. sensuality: and
strength.”

In the work entitled “Untonehed™ =
astainless steel strocture with
unmistakably Duchampian veferences —
Serrano operates in svochronicity with the
American arvtist Maoreen Conner: she wives

the strueture a homan seale and thus

dismantles the sell=referentiality of the
readv-made in Duclamp’s discourse,
W might consider this work as an
example of Serrano’s general strategy,

The strategy is confivmed in the nse
ol rationalist geometey i order 1o speatk
ol nature and organic subjects: La
Moutadie. el Bio v las Piedras. Con inuing
with her use ol industeial appearanees, in
the neatness of execution. in the choiee
ol metal the polish and the mireors that
seem o escape the line drawn by the
Illll]lﬂll Il:lllil i]l fn'll['r- 1o |'|I|1[I|'[]||| ]]ll‘”l j]l
the fiekle Lee that veils and protects i,
I certain moments these fabries seen 1o
L the objeet’s dress. Tending i an erotie
charge while proclaiming the hand-made
quality of the stitching, Tndeed. this
stitehing that vefers o the feminine
tracdition comes (rom a model = the
protection hung over horses in hulllights -
that is teaditionally made Tvomen.
']‘I“‘ |]|||'i'. f?l'ii]lﬂl')' ['Ull}l'.“ i|ll'll|'[1|l|'i|]t'l|
througle technical processes into the fabric
ares used withom the .~|i{_f|llt-n1 CONEession
to pictorialisn ver their sourees |r{']n|\§£
to svinholic vepresentation. “Brown is the
carth, bluwe s water, green is for the
plants. ved is for flowers, blood aned
passion aned yellow is for the sun and
ardinn.”

,I‘JEE.‘Q LHINT ]Tll"ll“!l e .‘il]il\'l‘l'li”:_’: llll'
rules of minimalist codification hy making
use ol anobjeet thar nonetheless shares

theiv appearanee = is repeated.

in reductive form. in a discourse dealing
with fertility.

Minimalism. with its clearly
masculine tendeneies of inspiration and
exceution. might be said 1o have left
a conceptually weak (lank exposed. which
has heen taken advantage of by both
conceptualism and feminism. In the "80s
and "90s. the artisis who capitalise on
these expericnees are primarily women.
and they develop them with an operative
liherty conferved by a historie period that
does not foree them o align themselves
within a conceptually dogmatie
(ramework.

Serrano cultivates this attitude in her
work and eauses objects that insist on their
material identity to return an image. in her
[HIrnEnent attempt 1o humanise them but
making then in her own words “traces of
a thinking boch-". In this regard Servano is
conneeted o Chilindedn. not only in the
anthropomorphic marksmanship ol her
iddeas hut also in the recovery of a focus
that is tethered w seience: thas all of us.
in the end. whether subjects or objeets.
are made of the same thing. Berta Sichel
ilt'ﬂ‘ll." Il('l' ('5.‘(:1_\' i Tl'l'l'n(l Hl‘l'l'ﬂll(l‘.‘i \\'EJ]'I\'
by quoting Susan Grilling “The geograply:
of the atom has been explored. Its parts
hare names: the electron. the proton and
the nevtron™ JIII[J..!_'_IH‘H O 10 construet a

parallel with Serrano’s la montaiia. el rio

Vlas piedras whiclis proposed as

aterritory 1o be explored.

In short. that (Illj!'!'l = Judd’s
“specilic ohjeet”™ that was speciflic hecause
it spoke only ol itsell. or the objeet that is
filled with the desive of undermining
illusiomism = is supplanted. in the work
ol these arvtists. by another objeet with
a different specificity: that which speaks
about processes and their designs. It is an

{Illjl‘l’l which hias had its soul restored.



