emptiness. The censored aspect of the artis-
tic body in Its decorous exhibition for the ather
is limited to what can be a part of repre-
sentation and is double protected from
gaze and touch; visually, it can be seen,
and physically it can be touched. As the
artist has said, iron and metal form a pro-
tective shield for the lower part of the fe-
male body, that part left to the imagination.

The outlines of the skirts delineated in iron
and metal possess a hardness that can't
be compared to the drawn or painted lines
that establish the contours of a nude, nor
can it be compared to the imaginary lines
of a marble sculpture’s contour.

Thinking the body in the context of
postmodernity’s crisis of values, beliefs, con-
cepts, and definitions, Annex Burgos recon-
stitutes the female body in the way in which
scientists and engineers do. Plaster, iron, and
metal are metaphors of the arganic hybrid-
ism of a body that long ago ceased to be
Just flesh and bones.

Ingrid Maria Jiménez

RIO DE JANEIRO / BRAZIL

Matheus Rocha Pitta
Novembro-Arte C

sonal threads to the metaphorical weav-
ing in process.

Rocha Pitta’s work was installed in two
spaces of a traditional antiques shopping
center in Rio de Janeiro, The first was a con-
temporary art gallery in a commercial
neighborhood characterized by the age of
the objects available; the second space was
in the underground parking garage of the
same shopping center. Inside the gallery, a
video monitor on a car seat showed horses
“parked” in the underground area; the
views were fixed and varied in length and
were recorded from inside an

What was generated by the artisty
proposition was at least one double ¢
nundrum provoking a short circuit: the
object of a stationary automobile trang
formed into a cave; the video of moving
horses confined inside another cave. Hows
ever, before confronting the horses or de
scending to the automobile, one founda
discreet surprise at the entrance to the
gallery. The artist darkened the typicaly
well-lit space of the art gallery, and one
could see with difficulty a series of phee
tographs. Rocha Pitta photographed chalk

with the headlights used for lighting. The
camera/automobile/hotse equation was
distorted inside the parking garage, and
one felt invited to unmask the strange re-
lationship established between the three
elements. How did the horses end up there?
Why were they filmed? The almost inciden-
tal appearance of the image, its question-
able quality, and its circumstantial lighting
made one think of a possible documentary,
of images found in archives, or of more or
less absurd possible uses for horses in park-
ing garages—besides the range of art-his-
totical references to Pedro Américo and
Janis Kounellis.

In what was the stage for his video, the

The year 1979 marked the return of de-
macracy to Brazil after fifteen years of
military dictatorship. It was also the year
in which the rural vehicle Belina, by the
Ford Motor Company, was first presented.
This automobile was notable for its inte-
rior space, and it was especially appreci-
ated by growing families during the
prosperous 1970s. This kind of confabu-
lation and association of information was
present in Matheus Rocha Pitta’s instal
lation Drive-In, in different layers of mean-
ing and reference, sometimes intentional
and taken from the theory and history of
art, at other times fortuitous and linked
only in the viewer's imagination, As ex-
pected, the Belina ‘79 was also a part of
this work. In his first individual show in a
gallery, the artist superimposed proce-
dures and discourses, combining videos,
photographs, site-specific materials,
sculpture, representation, and reality in
3 grid that enveloped the space of the
exhibition and opened up to the viewer’s
own references, inviting one to add per-
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g space, the artist parked the
Belina. The whole back section of the au-
tomobile was closed off with bricks and
concrete. Inside the grotto/car, the back
seat was removed; it was not clear if it was
the one provided for visitors to sit on while
watching the video in the gallery. On the
walls of the car/cavern, the artist exhibited
his collection of newspaper clippings about
horses and weird horse-related news: “Cal-
vary to save an agonized horse,” *Stolen
horses cross Avenida Paulista,” and oth-
ers; a Prada ad; and equestrian magazines.
These clippings were pasted directly onto
the concrete wall in the car, referring to
Plato’s cave projections as well as to ado-
lescent bedroom walls pasted with maga-
zine images of pop and TV idols. The car's
rearview mirrors were replaced with intense
spotlights that shone into the garage. A
hole was opened on the wall and the re-
sulting black-velvet camera could only be
touched by one hand at a time. "Strange
image and strange prisoners,” one might
say, 3 Glaucus paraphrases Plato in the
myth of the cave.

drawings superimp 0n evocative e
tures found on the walls of the shoppieg

center's garage. Described at the end ofd

review or starting the exhibition in the ga

lery, these images inverted the discoutse’s |

logical order, and the strategies of inver

sion and discontinuity traversed the whole
exhibition. The diagrams inscribed on the
walls of this third cave alluded to the *

methods that pervade the work. Repre:
sented there schematically were: a) the &
ticulation between the exhibition spaces;

b) the articulation of object and image; ¢
the articulation of theme and representa-

tion. These images were part study, pat

commentary, For the artist, they were

“conceived anthropological documents.
We can call them “studies a posteriori.*

Radrigo Mows

SAO PAULO / BRAZIL

Lygia Clark
Pinacoteca del Estado de S30 Paulo

The work of Lygia Clark (1920-1988) &
essential for any understanding of the artis-
tic proposals of the 1960s and 1970s in Bra-
zil, years when the paradigm of ant moved
away from works fundamentally based oo
the object and focused on other possible
artistic practices. Despite the acknowledged
relevance of her production —which moved
from painting to modulated, folded, and ma-
nipulable planes, and from relational object
10 the “Structuration of the Self"—, it
would be difficult for a show posited from
the standpoint of current exhibitional pa-
rameters to foster a deep contact with the
most radical part of Clark’s oeuvre, for which
one would need new ways of mediation axd
presentation to the public

Matheus Rocha. Drive.in, 2005, Beliea foed 79, beicky, cement, black velve,
srpaper tippings, video projection NTSC. cokor, 54 misutes, Varisble dimensions.

In that sense, the project “lygia Clark,
from the Object to the Event”, developed
by psychoanalyst Suely Rolnik since 2002,
seeks 10 activate the artist's 26 years of
bodily experimentation (1963-88) through
Interviews captured mainly in 8razil and
france, where Clark lived: they represent
testimonies by people who had contact
with the artist and with the ““Structuration
of the Self, * a practice of the artist in her
Rio office between 1976 and 1988, Accord-
Ing to Rolnik's text in the show’s catalog
*The Structuration of the Self took place
one person at a time, in one-hour sessions,
with a regularity of two or three times a
week, lasting for months and even years.
Lygia used relational objects to touch the
bodies of her ‘patients,” as she herself
called those who agreed to go through the
experience, Naked, they laid on top of one
of those objects, the Grande colchdo. In
the words of the artist, by propping them-
selves on that couch sui generis, the
patient’s own weight ‘already created a
furrow” 10 ‘accommodate their bodies’
And thus the session commenced.” With
his interview project, Rolnik wants to de-
scribe an ambiguous, little-studied terri-
tory of life during that period of military
dictatorship in Brazil, and what was the
experience under Clark’s production, in or-
der 10 bring to the surface essential is-
sues in her work and place them in dialog
with contemporary issues.

With the same title, the show was pre-
sented in Nantes at the Musée de Beaux-
arts (October-December 2005) and in Brazil

(January-March 2006,) the later being an
extension of the first project, In collabora-
tion with French curator Corinne Diserens.
The show comprises 138 objects, one in-
stallation, and ample audio-visual and pho-
tographic documentation of actions by the
artist, as well as 24 of the 56 filmed inter-
views previously completed by Rolnik. The
emphasis placed on the badily phase of
Clark’s oeuvre is evident in the chronologi-
cally descending arrangement of the show:
it begins with the projection of interviews,
followed by galleries with photographs, vid-
eo0s, and documents referred to the
*Structuration of the Self, * as well as origi-
nal objects created by the artist and their
respective replicas to be manipulated by
the public; later, there is a gallery with ear-
liet refational objects, such as “O Eveotu
~ série roupa-corpo-roupa” (Me or You,
Clothes-Body-Clothes, 1967), or “Oculos”
Anteojos (Eyes-Spectacles1968), and their
replicas. Clark’s works from the 1950s and
early 1960s, such as, among others,
Superficie modulada n.5* (Modulated Sur-
face, 1955), “Espaco modulado n.4*
(Modulated Space No. 4,1959), “Casulo®
Capullo (Cocoon, 1960), are presented, at
the end of the show, alongside her
“Bichos” (Bugs, c1960). “Trepantes”
(Climbers, ¢. 1964), and some projects and
books that took her to those works. In the
next gallery was a comfortable environment
where the videos with the testimonies were
at the public’s disposal

While the interviews seek a current ap-
proximation to the essence of Clark’s pro-

Lygia Clark and Biological architectures Il P 19751976

posals —different from shows that pre-
sented the objects used in the sessions as
protagonist of the work, transforming
them into fetishes—, the series of testi

monies surprises us with an inevitable
mythification of the artist. After some in

terviews, we reach the conclusion that the
“Structuration of the Self” could only have
been achieved by Lygia herself, in posses-
sion as she was of a “strength” and a
“presence”, according 1o what many
interviewees had to say. This fact, despite
being paradoxical, could contribute to an
optimistic reflection. When an artist’s
presence becomes an irreplaceable part of
the work of art, like that of the partici-
pant —impeding the production of regis-
ters that don't include them—, we reach
3 point where preserving or collecting
some artistic practices in a traditional way
becomes impossible; they have a short
lifespan, just like we do. Incorporated into
a museum, an art object would lose its
political, social, or religious function; re-
duced to the condition of an object for
aesthetic appreciation, it becomes unde-
niably incomplete and even incomprehen-
sible, in the case of proposals like
“Structuration of the Self”. Besides the
fact that such objects are transformed into
fetishes and feed into a growing consumer
market, we can assume that projects like
Lygia Clark—From the Object to the Event
propose a new public understanding that
they do not function in isolation from
other elements, such as, in this case, the
presence of the artist and the “patient.”
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