Livia Flores's work is almost impossibleto
get ahandleon. She hasno clearly defined
or recognized style or strategy —everything
here is fleeting and undergoes constant
transformation. An unstable anti-work that
radically proclaims art (in life).

To accompany andfaithfully transmit
such a poetics, some of the phrases in this
textshould be capable of disappearinginto
an invisible foldinthe peer, toreemerge
later at another paint and change thewhole
composition. Her words may well in fact be
pieces to beinterlinked in such awayasto
form phrase-trajectories foreach eye, like
the plaster plaques in Shipwrecked (atthe
IBEUGallery, 1994) and tied by cables to
abottle. What message could be placed
inside this hottle thrown inthe seadoesn't
matter, the mainquestian is thatthis(this
fold) entwinesuswith all, shipwrecked.

Livia is interested inthe tiniest
detail. The subtle deviation—the *little
conspiracies’, as shecalls them —thatgain
strength whenthe ‘discrete’ presenceof a
pile of cheap blankets, alongside the pieces
from the Empire’s period ondisplay atthe
Museu Imperial in Petrdpolis, suddenly take
the material formof an enormaous socialand
historical chasm, whichstill exists today in
Brazil, between those who hold power and

thaose who serve them {or, worse still, are
completely exclided from the system). How
mary of these blankets do we perhaps
notseeinthestreets, hiding ratherthan
warmingthe street-dwellers?

The blankets re-appear in the 2012
exhihition atthe Progetti Gallery, where
they have become readymadeflags
orstandards (or perhaps inert faded
parangolés). They become sculptural
thanks to the combination with plaster,
another fragile albeit solid material, and
enter into dialogue with the aspirations,
asgeometricalas theywere human, of
neoconcretism, They also do not fail to
provide anechoof Beuys's feltand his
provocalive ideaofthe1970s of “thoughts

aboutwhatsculpture could beandhow the

conceptofsculpting could be extended
to all invisible materials used by anyone”,
Especially when these *anyhodies® are

precisely those amongus who are cloaked

inastrange invisibility.

Theworksof Livia Flores, addressing
the invisible matenals of eachone of us,
are rigorously unstable: their elementsare
taken up in new combinations, as if the
terrain on whichthe artist operateswere
anever-movingjigsaw puzzile. Like the
blankets, the woodensticksthatcovered
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thefloorin Puzzlepalis(2002) re-appear
ten years later in the same exhibition at
the ProgettiGallery, this time piled up all
along oneofthewalls {the floor becomes a
wallorshelf). The sidesofthe sticks, which
are normally invisible, transform them into
somethingelse, a seriesofintervals, cracks.
In some of them bookscan be made out
(Apollinaire’s fya, Tristan'Hermite's Les
amouirs), on othersa page selectedfrom
the Bacchae One phrase from Euripides's
tragedy servedasa motto for thewhole
exhibition; *the megalight of Agaué
bacchanal gladdens me: the solitude

was adeserttome”. Another refers to the
potential sound of the sticks on whichone
cannolongerstep: it is the rumble ofthe
god ululating inside us”.

Elements that are reused in some
way bring the memory of work undone and
materially make upakind fragmented poetic
history. They are loaded with time, Eachone
of them *is a time bomb’, Livia remarks.

Displacements

Livia Flores's poetic taskis almost
invisible. She sheds light on something that
was already there, waiting in a foldin life. It
may be thetiniest detail andyet powertul
like thecardboard and junk objects that
Cldovis Aparecido dos Santos produced
atFazendaModelo {an institutionwhere
Rio de Janeirostreet-dwellers were given
a place tostay) which Flores brought to
Sérgio Portoin Puzzlepohs (2002).

Inthis installation, loose sticks
makeup theunsteady flooronwhich the
visitor mustwalk to approach theobjeclts: a
house and a lampshade. The objectand
Clovis's fragile model are invokintarily
redolent of those of Hélio Olticica and
Lygia Clark, with which they radicalizedthe
proposal thatwas already fundamentalfor
them—with their lierce affirmation of the
precariousness and adversity inwhich we

live, the madness(whichechoes around the
Bispodo Rosario andthe Engenhode Dentro
Psychiatric Clinic within), of marginality.




*In the sticks, allthe possibilities
of meetings and combinations {all the

dramas, thedramas of all of us), We are

left milling that sound. The Clovis{es)",

the artist wrotein atextin the leatlet

esound

accompanying the exhibition, T

»5 of wood

The

she refers to is that of the pie

beingdisplaced beneath our leet.”

>5)* refers to a carnival trag

Clovis(e

stillpresent in the northern and eastern

zones of thecity of Rio de Janeiro. They are

aroups wearingtancydress, whose name
is suppasedto derive from the English
word clown, make up asingle cohesive
mass and produce noise hy banging
balls or other objects on the ground,

whichiswhytheyarealsoknownas the

iIsusually something

f

bate-bolas. There

territying about them, capable of scaring

children. Puz alls intoguestion the

beautiful (bu

cohesion. The half-boxed, maybe loose,

soterrible) power of human

sticks are us{jigsaws with thousands ol

combinations, whose pieces areinfitinite

and almostidentical toone another), The
world is in thesticks. Andover them, the
poetry; acrazy, gratuitous, carnivalesque
and marginal construction {which provides

shelter for no-one).

Flores retuses arny logic of an

autonomous work of art detached from
the world in order to turn lite around —in
the gallery, on the street, inthe museum
Her objects carry subtle allegories that
enter into dialogue with culture and
reverberate with the tensions between
gachindividual and the common weal
inwhich they move, Inthis shereveals
herself to be an heir of Qiticica, for

whom “the museum s theworld; it is

v lite®. And culture I1s

an‘open

ingderconstant construction, Just

root”

ona

astheartist found a parango
piecs mshackle

dweller, Flores

finds poetic fragments of the world - not

for making something elseout of, but for

—andwith
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them stretching the limits and boundaries
ofart and society,

Inher most radical intervention, far
the 26th 580 Paulo Biennale of 2004, the
artistshowed a profusionof constructions
produced by Cldvis making up a kindof
city {Puzzlepolis ). 1Us a kind of *change of
place”, Flores says, a changeof *places of
theeye™ It reveals the products of another
and underlines a fundamentalintervention
of hers: theuse of film in the sheets of glass
that makeuponeofthe walls, alowing the
citytoinvade the installation during the day
and its lights and contours at night, This
minimalgestureis subtle, but powerful, it
realizes the potential of the passage, the
mirage that could make Clovis's precarious
and gratuitous workcontaminate and
invade thewhole metropolis, blurring the
boundaries during the day, extending its
light into infinity after dark.

This isnat anactof appropriatian.
Flors is drawing attentiontothe fact
that capturing the city and the lights of
the city was already oneof her great
preoccupations in her super-8 films and in
the piece Lambe (2002), which presented
dozensof 3xd photos of buildings inthe
center ofthe city of Riode Janeiro, inverting
the power relationexpressadinthe fact that
marty business andtrade centers demand
that visitors provide ID. The 3x4 also gives
each buildirg an identily, the civic existence
of acitizen, echoingthe presence of an us
in the stick jigsaw from Puzzlepdis,

Flares found, in the incessant work
that Clévis produced for any art circuit,
something thatwas already hers. The
image thal Cldvis produced *is alsomine”,
she says. " 1did nat think what | thowght
alone’, as Georges Bataille had already
put it. The artist says that sheis dealing
with something like an *identification”,
but ! believe that a goodword would be
estrangament a movement throwgh which
something of yoursef is recognized inthe
other. Thereissomething that reconnects
me, albeit precariously, with the ather
[these shipwrecks), What Itake tobe mine
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seems strangely outside of meintheother,
bringing news of somethingthat, like a
message in abottle, is meant for someone
else—and, bywayof a strange inversian,
showsthat l'was already init. Or rather |
was in between, floatinginthisgreat sea,
asweallare.

Taken over bywhat she calls *the
temptation to invert”, Livia courageously
withdrew from the place in the limelightso
desired by all Brazilian artists, in a gesture
full of implications for the art market, the
canceptofauthorship in contemporary
art and the definitionofthework of artin
thiscontempaorary age. The fact thatthis
aclwas widely misunderstood shows the
extert towhichits critical power crossed
a linethat is tabooeventothosewho see
themselves asthe heirs af Cuchamnp.

Curing her residency in Recife
{habds b, 2007), Flores works, after a
chance encounter the night of her arrival,
with a street artist known as Gargamel,
With his eyes hlindfolded, he showed
the patrons of localbars aninvisible
canvas reading *S05 artists”, Livia
noticedthe coincidencethattheworks
sold by Gargamel had relative by similar
kinetic maotives to the workshe had been
producing far her show How o make
ciremawithout filr?

Hawirg decided to bring this encounter
tothegallery, she spent the next few days
looking for this curious character but she
could not find him.

So she stuck a posteron thegallery
doorsaying *Looking for Gargamel”, and
reproduced the hlindfolded figure andthe
SO5 inscriptionin drawings. What had
belonged to the other, but no longer did,
had become hers again. It is a question of
re-farging ties between the shipwrecks in
art and someonewill simply reject them,
subtractthemselves from them oreven
disappear, when the localis not central
to the place youare living, butratherofa
displacement, from oneto the ather,

Taking account of this displacement
and makinguse of it hasa comic airto
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usethe language of Jose Gil), that weare.

The fundamentalis the minimum —or, to

usethe Duchampian term, infrathin.
Infrathin is almost nothing: some

gesture of displacement, of décalage.

he intraductin of a hiatus. Duchamp did

not define it properly, but declines it, so

tospeak, ina series of annotations and

fragments. Forexample: “2forms fitted into
the same mold differ from one another by
aseparative infra-fine value.” Thegraph

of the expression varies, sometimes
appearingas thoughin asingleterm
(infrathen), at others materializingthe
hiatus as its center, inthe graphic space
between infra and thin orin the useofa
hyphen. Itis aminimal difference: “all are

identical’ but, however identicalthey are

(and however manyidenticalthingsthere

are) they approximate tothis separative

infrathindifferenc

Hence *allegory{ingeneral)”is *an
application of the infrathin®, It means
presenting somethingthat 1s not the
same, in a game of approximationand
distinction. And, in this approximation,
somethingcauses friction, something

contaminates, something ofthe one stays
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with the other, like thesmell of tobacco
smoke on the mouth, to give another
example presented by Duchamp himself,
Thereis somethinglike a flawed meeting,
something like love, in the infrathin{this
>d In The Bride

). *The

is exactly what is addre

Stripped by her Bach

infrathin is diaphanous and sometimes
transparent.” ILis like the condensed water
vapor inmy breathon apolishedglass or
metal surface.

Thentrathin, infact, carries
something of a presence—lost,
subtracted—ofthe subject. It is a subtle
impression, as, in another example from
Duchamp, the heatona seatthat someone

has justgot up from. Liviaunderlines its

character of a fleetingimpression, which

W

idcallinto questionthevery possibility

of impression{inthesenseota thing or an

evenlbeingimprinted, reproducingitand
fixingit in some manner). What does art

imprint on life? Is it not precisely a case of
something thatdoes not leave an mprint,
something infrathin, but thatdetines art as

a minimal deviationfrom everyday things?

Livia Flores's camera approaches

gradually, following the route the artist






Without Film, VerbalMirages

Cinema withoutfilm s life. Its
moments of poetry

Flores's proposition/provocation in the
phrase *How to make cinema without film?*
is the high pointin her iranic questioning

There are varies fokds and germsof
poetry in the world that could be made into
cinema, or rather, brought to the eye. And
tothe mind. *Cinema without film depends
basicallyon displacementsoperatedor
perceivedin spaceandmayoccurin any
place at any moment®, the artist writes. It is
importantthat this event not be inscribed
on a roll of film, or, in otherwords, that it rid
itself ofthe illusion that this instant lived as
animage can ever be repeated. Itcan also
occasionally be inscribedin the materiality
of film, but with a view to manifesting itself
elsewhere: outside the field.

Oneof her super-Bs came aboutasa
consequence of her observingthe cohesive

groupthatalarvae madein herfrontgarden.
Theoganismswere displacedthere coming
andgoing, inacompact fashion, despite
the subtle individual movements imprinting
their surfaces like waves, belyingor at least
problematizingtheir compact character. Rio
Morto [Dead River} (1999) is a travellingfilm
aboutthe canalthat hasthis curious name,
in a constant displacement of inversion
thatoperatesonthe surface of the waterin
reflecting the landscape on its banks.
Itdeals, above all, with dislocation,
with the image in movement, Andof
us displaced, infront of these subtle
‘cinematicunfoldings of theworld®, As
for the 1999 exhibition (Galeria Candido
Partinan, UERJ), whichconsistedof the
projectionofvarious super-8s, Flores is
stating that everything is in movement,
including the viewer, wha is “implicated
in the scene”. In2000, the play of mirrors
and inflexions inthe projects brings tothe
Agora/Capacete spacethesceneinwhich



we are embedded, but also problematizes
it, by fragmenting and multiplying its
windowsandits vistas, We are not simply
inthescens, inthe film, but mtherin
movement between multiple scenes.

Eachsceneisaffirmedas a
fragment of the world, "a cut in broad
daylight”. The artist resists film editing,
narrative construction, and the illusion
of the single window, by replacing it
with an unambiguous reality. She thus
aligns herselfwith Hélio Qiticica's
Quase clrems, inhis criticism of editing
and affirmation of “frame-maments®,
capableof criticizing the cinema as
spectacle and laying the basis for what
the artist calls *fragmented foundation of
the limits of non-representation,” instead
oftaking, as in Oiticica and Neville
d'almeida's Cosmococas, theframe as
afragment that resists any meaning and
representation, Flores regards each roll
of super-Bfilm as a fragmentary unitwith
the displacement it carries, somewhat in
the same way as Heélio Qiticica did in the
shartfilms he produced in Mew York.

Itis not so muchcinema, therefore,
that interests Livia Flores, butrather "the
incidence of the cinematic overunstahle
modes of production in art®, Again
Duchamp is the master with hisanemic
ciremalinanemic cirema’s bloodthereis
asurplusoflanguage and a lack of theiron
of illusion) andwith the BigGlass and his

“cinematic mode of incessant becoming”,
“Intime an object is not the same
object a second later” noted Cuchamp
thinking of the infrathin, It is exactly this
interval that interests Livia, this “figure of
alapse between what was and what isn't
anymaore®, She wants to draw this, And
also the “implications for becoming™. It
is fundamental to make the thinking of
the sudden interval available, Cinema
without film, then, deals fundamentally
with filming time itself. Livia affirms that
*drawing condenses time, hides it*, while
“to film is to film time”,
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Film iz infrathin at every interval between
the frames. Infrathin isthe attempt to draw the
wind blowingover the grass inthe landscape
of Vargem Grande, where the artist lived for
mary years. Andthe fact that thewind stopped
exactlywhenthearlist decidedtofilm itand
the grass remained still for days, Infrathin
is the evidence that something is re moved
between life and the image.

How to make cinema withoutfilm? isa
provocation togo beyond the simplistic and
mimetic discourse about technology to show
the reverse side otthis relation between the
image and theworld. It is a “mirrar-question”,
as Liviaalways put it which “works like a
repellent” to breakwith the tenacious ilusion
ofunambiguous equivalence between reality
and cinema,

‘Ingeneral, theworldcomesout betterin
a phato®, the artist notes.

Insteadof adheringto photographic
orcinematographic aestheticism in the
implicit (and politically questionable) task
ofimprovingtheworld{by givingit agood
image), it isa matter of guestioning the photo
[improwing !, bul in another sense). In other
words, it is amatter otfalding and subverting
the lagic of cinema and of photography
to forcethem to show life, Rejecting the
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projectionscreen asa windowopen fo D SUPER 8 PROJECTORS]
another reality and pointing to the projectar,  Galeria Candido
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emphasizingthe rectangle of light—and
spreading it aroundtheworld.

In the early 19805, Liviawas already
conforming to this critigue, attacking the
television screen allegorically, by breaking
down its bands of color by theuse of
wrapping paper printed with a patternof
diamonds in blue, redand green stripes
onasilver background. These pieces were
shown again in 2007, this time with the
marks of the ravages of time on the paper.
Thegraphic design is re-applied using a
mirrored bac kgroundthat brings the world
into this analysis (this break with] the
lec hnological image. ILis, intheartist's own
words, an “allegory of the digital”, but also

“oftheunrecorded”.

Rio de Janeiro
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