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THIS PAGE : Laonor Antunas engages the history of 20th-century N —
Detail o s, art, architzcturs, and design in large-scale, abstract 3

;fgv:::dec’;;?; Vigo,  installations that fuse physical, meanmwable experi- .
230 Fauk, 2003, ence with the sffzcts of memory and fime. lnepirad by

QPPOSITE: IModernist outliers (from Carlo Scarpa, Anni Albers,

Ireta lktion detail of and Lenors Tawney to Lina Bo Bardi and Egle Trin-

tHesonathg Spaces ! canato), Antunes foll ow s extenszive research into their

Fordation Beweler, : . . )
FicheryBrasal, 50 8-20. work with actz of extraction and artistic transation,

Rescaled, recombined, sndrainterpreted, avchite chural
details, furnizhings, and the pattems of prints and
fabrics become the formal building blocks of her sculp-
fures, With a deep sensitivity and layered richnass,

she embraces vernacular craft traditiom s from around
the world, employing materials ach asrope, leather,
cork, wood, brazs, rubber, and loomes of handwosren
cotton threads to challenge mainstre s narvatives
with what she calls "transversal" histories Hermeticu-
lonsly handeraftad objects, which find sculptural form
azvertical or horizontal demercationz in space ar az
woven, transparent nets and gride, delibarately blur the
line between past and present, chjzctive and subjective
experiznce, real and imaginative space.

Robart Prasca: Your work fraquantly refers toun-
dar-racognizad famale Modsrnist artists, dasignars,
and architects. What keaps you coming back to this?
Laonor Antunas: My vocabulary iz curnulative and
extensive, searching for an engagement connectad to a
specific snvironment, context, or history that the work
ahzorbs, [ fzel that my rale az an artist is also to talk
about the relevance of other people's worle [ wantto
makz my work part of thiz trajectory of thought. [ often
investigats the history of Modermian in connaction to a
particular place. [ am interasted in transversal histories
outside of the canonical histaries, and thoszz are aften
connectad to work developed by women artistz and
designiers wha hawe been edged out of the mainstream.

RP:You titlad “Joints, voids and gaps”™ (2020-21),

your racant axhibiion at MUDAM, Luxembouwrg, with
rafaranca to Lina Bo Bardi’s dasign for tha Musau

da arta 580 Paulo (MASP), whars you praviously
axhibited. Could you tal k about the concept behind
these connactad shows and your uss of Lygia Clark’s
painted volume studies for the floor designs?

L& I wanted the two exhibitions to be related, 2ven
though they were very different. At MASE, I made
afloor pizce in rubber, the same material that Bo Bardi
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leonor antunes m

uged on the upper flaors of the museum; ithad three
colors and complataly coversd the room, The pattermn
was derived from ane of Clark'z 1950z "superficies
modularss” paintings, its geametric motif blowm upto
fit the roarm, like the linolswm floor that I did for
MUDAM, Clark's abstract composition s wers basad
on theidea of movernent end the rotation of the same
zlement. What strikes me mostiz the relationship

she creates with expancion, azif the painting could
aventually continue outsida the frame, For MUDAM, I
decided to changs the colors from the painting, but it
was still a good mile set to work with, Because the space
iznot orthogonal, everything zot confused in terms

of perception; the floor covered not anly the pavilion,
but alzo the passageway leading into it It was very
impaortant to hawe thiz first sncounter with the wark,

RP: How did “vazios, intervalos & juntas™ (MASP and
Casa da Vidro, 530 Paulo, 2019 wor K across two
sites? What happened at MASP?

L When I lived in Brazil in 2007, T zaw alot of Bo
Bardi'swoark, and [ alzo spent alot of time in the
archive and wisited private collectionz to zze hear furni-

ture, [ was waiting for the best mament to fully revisit
her work, MASP—by far ona of my favorite mussums—
waz designed by Bo Bardi az a democratic and phural
place, az oppozad to the canonical and Eurocentric
forraat, Working thevs iz a huge responability—I had
ta figire out how ta fzal like a guest not an intruder

[ wanted both showsto reflect myinterastin
Bo Bardi's work indirectly. The show at MASFE was
very object-based, with sculptures that made
linkzbetween Bo Bardi and Franco Albini, an archi-
tact with whom she callaborated, Everything in
the space waz generated by a certainidea of en-
largzment and rotation, using elsments from bath
their works and merging them in spaca. Thers wers
elernents like fizures, asif their presence wers re-
activated in that rocm. [ wasinterested in akind of

QFPOSITE:

.. ben we ised the
ermi oo Bhet § ool
282 Ok,

b iy

Muano gkss, brass,
ekctrical cable, stankess
=tesl cable, ightbubs,
leather, rylon varn, and
cork, retalhtion view
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InstalkEtion detail of
"discrepancies with SRL"
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Mesico Sity, 208,

Instalktion detail of

"s ol staircase kads
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SFMOMA, M &

riarchfapril @ SCUIPIIE 36



MARIAN GOODMAN GALLERY

W eonor antunes

domestic, hybrid envivomment—achairlegbecomes a
soulpture, apaintingbacomes a floor

Cther seulpturss related to Indigen cus objzctz that
L hawe been collectingin relation to myinterestin
matarialz and parti coler ways of maldng, [ am nterested
in how such skille are translated by sconomic fact ors,
anviromment, culture, and geography. I mads soulp-
turas based on objacts like collars, as well asmore
shamanic pizces, which I enlarged andtransdormed inta
other materials; these proliferated aroun d the space,
zither hung on seulphares or divectly frarm the ceiling,

RP: And at the Casa da Yidro?

LA Thers, | wanted to wark clozsely with the archive
and restors some of Bo Bardi's memerias to the sita,

Zhe designed the house for herself and her hushand.
Zinee Pietro Bardi was the last person toleave the
housze—she died first—and [ wanted totalk about Lina,
I remaovedthe objects that he had collzcted and brought
persanial iteme ofhers, 8he was an avid collector, pas-
sinata shout new engineering solutionzand crafts from
tha complex ethnic andracial dernographics in Brasl,
including Afro-Brazilian culture, [ displayedher for-
niture where she had ariginally placed it end removed
all the curtainz to open the house to the cutdoore—

an important element of Bo Bardi's aesthetic,

1 wanted my work to cossdat with her things, her
prezence, her world. I made a group of zoulptures
based on the poles mpporting the metal and glass
shelves that she had designed. The shelves are na
longer thers, zo0 | posdtioned my four polished stainless
steel sculptures in the same place, stretched betwaen
ceiling and floor, Each one iz wrapped with a spiral-
ing element, alzo made of stainless steel, in a kind of
peraditic gesture, The steel reflected everpthing around
it, both insdde end out, sstablishing & connzection and
merging with the garden cutsdde.

“ | am interested in transversal histories out-
side of the canonical histories, and those are often
connected to work developed by women artists and
designers who have been edded out of the maimstream.,,
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RP: As part of “saquancas, invarsions and permuta-
tions” (The Box, Plymouth, England, 202021},
whara you usad rope, leathar, and other materials
associatad with maritims trads, you creatad a
pamanant work in homagas to the naturalizt Maria
Sibylla Marian. How did that happan?
LaA: The city of Plyraouth had offered the mussum the
old Protestant church of 8t Luks's to use as a contarm-
parary art gallery, butits original window was gme,
given to another church in the city. Micoletta Lamber-
tuced, whoinvited me to do an inaugiral project for the
space, propozed thaet [ desizn anew one. [ had naver
denz awindow before end thought thatit could create
an interasting link to ray exhibition whilsrelating, at
the samatime, toths mussum collection. Thinking of
the site as an institution, | wanted to connect my work
to an abjectin the collection that wam't sasy for people
to zee. 8o, I first thought of the window as something
that one iz glven accessto.

Thea mussumhouses a beautiful collaction of rars
books, the Cottonian Coll scti on (first formaed in the
1'7th century), whose volumss are kept insde spacially
bult cabinzts, For me, thoss are precious, samewhat
rrrsterions relics; they are fragile, so they require special
handling and cannat be exposed to daglight. During
me of my visits, | noticed The Metmmaorphasts gf the
Trwects of Surinare (1726), by the Gemman natirali st
and sxplorer Maria Sibylla Merian (1 847-1717). [ had
seen reproduction s, but nothing compared tolooking
at this edition. Merian wasone of the first nativali stz to
obzerves and peint insects directly, and one of the fivst
entomologists to sudy and record the plant and insect
life of South America. | wantedto enlarge a detail of the
marbled endpaper cormrmizd oned by the collectorwho
had acquired thiz copy. [ chose afaded end demaged
segraent and blew it up propartionally to fit the windaw.
2ll the marks of thme in the book became part of Syl
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RP: In 2019, you raprasantad Poriugal at the Yonice
Biennale with “a seam, a surface,a hinga or a kmot”
which drew on tha work of Carlo Scarpa, Franco
Albini, Egls Trincanato, and Franca Halg, as wsll as
tha patronagae of Savina Masiari.

La: The choice of protagoni stz inwolved a history of
Italian desizn, specifically thinking of Venice, Trin-
canabo, whowas also the direckor of the Muszao Ducals,
is one of tha few female architects tohave built in the
city; she designed the IMAIL building with Giusappe
Sarnond. | faced avery coraplex project, which was
frther coraplicated by the fact that Portugal docanot
own s pavilion but hasto find alocation sach time

the Pianmalzizheld. That year, it was at the Palazzn
Giustinian Lalin, constructad in the 14th century, but
rebuiltin the 17th century.

Iwazinterested in Venice asthe city of craftaman-
ship. [ worked with the seme carpentry workshop that
Frarpaused and had lampe—mzpendad seulphures
azwell az iimetional lights—made by a Mureano glass
factary to replace the ald chandeliars, On the groumd
floor, leading to the Grand Canal, I placed two wall
lghts desdzned by Trincanato, borrowsd from the
[MAIL building To sbseure aterrible renovation of the
palazzo, ] weated akind of peneling for the wallzbased
o ane of Trincanato's display designe for the Palazzo
Duicala, These white, powder-coated ahumimum panels
partially hid the wall z with their undul atin g formati on,
and mors impart ently, they ntroduced o different time
to the site. Placing a Modermist elament inside enabled
ma to cosxdst with it, Thisknd of nomad exdstence,
az Briony Fer putitin her text, allowed "the work to
simply build on a logic of intrusion or of what it means
for thingztobelmgin a place—azits starting point "

CPPOSTE MICK A5H COURTESY THE ARTET AMDTHE GALLERIES MR DE PARIS, PARIS, KIURIMARITTO, MEXMCOD CT Y HEW YORF AMD LS STRIMA, S0 PALLOY

THE PAGE BEHOIT PAILLEY, COLRTES Y THE ARTIST AMD THE GALLERES KURIMANIUTTO, RMEXNCD Oy MEW YORK ARND LIS A STRIML, S50 PALLD

RP: Two vaars sarlier, you contributad . then we
raised the terrain so that | could see out (2017) to the
main axhibition at tha Bisnnala.

LA:- Thiz alzo involved len gthy resserchinto Italian
postwar musgsum displaye, particularly the work of
Hrarpa and Albiniin Venice and Genova, [ wisited
many of the spaces that they designed and interpretad
the experience, taking measwrements of things [ could
extract from several different projects and then merg-
ingit all togather. [ was given avery challenging space;
the only way to deal with it waz by hengin g the work
directly frorm the celling beams and playin g with the
height of the space. The otherimportant aspect was to

make afloor plece that united the suspended works;
otherwize, the install ati on would hase been lost, Thad
tonagotiste with engineers and architects sincethe
stz iz protected, but [ ke working with limitations,

[ asked toremove anything that wam't part of the
original building, like metal barz placed on top of tha
wooden beamns, [ wantad people to lookup and ses the
construction of that ameazing ceiling,

RP: Anni Albers was the inspiration for “Resonating
Spacas” at the Fondation Bayslar in Switzarlamd
(201920},

L&- Later in her life, when she wazno longer weesing,
Albers tumed to prints The pattermn of the ineolaum
floor plece was taken from one of those prints and
blown up tofit the roam. [ wented to reunite different
works in that same room—works from different
exhibitions and contexts —and I thought that anly

Armi Albers could unite everything with the sngularity

of her print. Ancther work installed thers (now in
the permeanent collzction), made of tiny brass tubz s
and wirs, was based on ane of her weavings, but
repeated life-size, [ thought it wasinteresting to have
the ralation between the works and scales

RP: Your SFMOMA projact, “a spiral staircaso leads
down to the gardsn™ (2016), took a mid-century

QFFOSITE:

Irsta lation detil

of “the pleble phne "
CAPC, Bordeaux,
Frarmce, 2H5-16.

THIS PAGE:

Ir=ta ltion detil

of "l ztard like

a rmimor before you, "
Mesy Museun,

e York, 2HS,
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design by the Swedish émigré Greta Magnusson-
Grossman as its starting point. What was

the relationship of your work to her design?

LA: I 'was living in Los Angeles at the time, looking at
a lot of architecture, and I discovered Greta Grogs-
man. She wasn’t trained as an architect, so she could
not stamp her projects. Only one or two of her houses
remain today. I visited one of them, which was being
sold by the son of the original owner. He offered me
photographs and a series of her drawings for the house.
I measured several elements—partitions, window
frames, parts of the floor, a balcony—and used them
for aseries of sculptures. How I translate those things
is really about my relation to them—that is how I

can transform them into the language of sculpture.

RP: Could you talk about “the pliable plane” at CAPC
Bordeaux (2015-16), which took its title from a 1957
essay by Anni Albers? The space is massive. Was
scale a problem?

LA: The building was originally a warehouse, built in
1824 to store products coming from the colonies like
sugar, coffee, cotton, and spices. Tt was renovated by
Andrée Putman in the 1980s. I struggled very much
with this space, not because of the scale, but because
of the colonial content. I made a huge, fabric-like
piece with the measurement of that part of the space—
around five by 30 meters—and hung it in the same
location where fabric hung when the space was still a
warehouse. It took many months to fabricate, since it
was made with very small brass tubes that repeated
the pattern of a fabric designed by Anni Albers. We
re-created the pattern life-size and hung the piece with
rope (as in a photo of the site taken in the 1960s). It
appeared as if it weighed nothing, but it was extremely
heavy and fragile. I didn’t want to add many sculptures
to that space, so I covered the entire floor with cork
inlaid with brass. The pattern was taken from another
Anni Albers weaving, enlarged to fit the scale of the
space. T was also thinking of the Nazca lines in Peru
and wanted the floor to be seen from an aerial perspec-
tive, viewed from the mezzanine above.

I added a few additional sculptures to give a more
human scale—{floor lamps at head height and very
small, low works, made of cement and brass, that almost
looked like tables sitting on the floor. Those pieces
combined patterns from woven mats that I cast in the
cement with window shapes from the SESC Pompéia

40 sculpiure m 4172
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“ My vocabulary is cumulative
and extensive, scarching for an
engagement connected to a specific
environment, context, or history

that the work absorbs., ,

designed by Bo Bardi. The windows, which look almost
like cutouts in the cement, have organic shapes; Bo
Bardi used them in an interior room as a way of recon-
necting human beings with nature, allowing sun, rain,
and wind to penetrate. I was thinking of her as someone
who dealt ethically with questions of the vernacular, and
I was also thinking about what it means to cast—not

in terms of sculpture, but in engineering terms, which

is even more powerful. There is a huge tower in the
SESC Pompéia complex, with beautiful patterns in the
cast concrete, like irregular lines on top of each other.
Bo Bardi achieved this surface by placing fabric on the
concrete, layer by layer. She was inspired by the skirts
worn by the Baianas in Bahia, descendants of African
women who were unpaid domestic workers for Brazilian
families during 400 years of enslavement.

RP: Alexa Lawrence, writing in Architectural Digest
about “l stand like a mirror before you” (2015) at the
New Museum, says, “There is no clear start or finish
here, no single path through—only space and its
infinite possibilities.” Do you agree with this? Why is
it important to keep your work this open?

LA: For that project, I was thinking of the filmmaker
and choreographer Maya Deren, particularly her
relation to the body moving in space and her unfinished
film Witch's Cradle (1944). T was also looking into

the work of Lenore Tawney; I love the series of weavings
that she did related to the idea of expansion and
contraction. I wanted to make a transparent exhibition,
very flat with strong light, that one could experience
like a vitrine by standing on the outside; then,

when entering the room, the relation with the works
would completely shift. Transparency and opacity
were very important, as were the rigidity and the
softness of the sculptures. It was really about your rela-
tion to your body moving inside that narrow space,

but also about how those sculptures were made, with
all the twists and the knots. Il

Installation detail
a hinge or a knot,”
Portuguese pavilion,

Palazzo Giustinian
Lolin, Venice, 2019

of “a seam, a surface,

58th Venice Biennale,

NICK ASH, COURTESY THE ARTIST AND THE GALLERIES AIR DE PARIS, PARIS, KURIMANZUTTO, MEXICO CITY, NEW YORK, LUISA STRINA, SAC PAULO AND MARIAN GOODMAN, NEW YORIK, PARIS
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