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The work was a statement on the exhibition’s premise: an inquiry 
into the complex, multilayered mediations that occur on, among, and 
within surfaces. This was diagrammed in Living Room and Studio, two 
photographs printed on 3-D lenticular surfaces. In the first, we see a 
couch, and in the second, we see three stools. A pair of subtitles is 
printed on each—in Studio, i see what you see, i think what i think, 
and in Living Room, i see what you see, i feel what i feel. These 
subtitles point to the idea that our subjectivity prevents us from ever 
truly seeing anything as a conclusive, self-contained whole—a paradox 
best expressed through the things for which we hold emotional attach-
ments, our objects of desire. A trio of black prints, Unsettled, I Do, and 
Promise, each with dialogues revealed over a shifting, lenticular sur-
face, illustrate this notion. For example, Unsettled begins with the 
words i always see me when i look at you, followed by the response 
excuse me, but is that really you?, which is then followed by an 
exasperated [sigh]. Here, the screen offers neither a space within which 
two opposing entities might meet in the middle, nor a site through 
which a common understanding or relation might be reached. Just as 
lovers will always negotiate an active divide caused by the projections 
each individual brings to a relationship, perception is never still, never 
grounded. In the words of philosopher Cecile T. Tougas, “Awareness 
is a continuum in which we participate.” Definition follows the same 
participatory logic. 

The show’s carefully constructed narrative of destabilization 
reached its culmination in the aptly titled Intercourse. A wall-size 
projection shows various arrangements of objects on a table, from a 
pile of napkins to a tower of cupcake holders. One by one, each 
arrangement is blown away, as if by the fan shown on a screen posi-
tioned directly beneath the hanging projector—a witty touch that 
incorporates the whirring sound of the apparatus into what is essen-
tially a simulated experience of cause and effect. It was a compelling 
punch line. Though our projections cannot express the totality of any 
given moment, person, or thing, or move us with anything other than 
uncertainty, we cannot help but understand the world—and each 
other—through them. Even when illusions are lifted, we produce more 
to fill the vacuum. 

—Stephanie Bailey 

RIO DE JANEIRO

Laercio Redondo
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“O que acaba todos os dias” (What Ends Every Day) is the first com-
prehensive museum exhibition dedicated to the Brazilian artist Laercio 
Redondo. The show, which travels to Dallas Contemporary in Septem-
ber, brings together works created between 1998 and 2015, all jam-
packed with references to the history of art and architecture, both 
Brazilian and foreign. In Rio, the exhibition was framed by a pair of 
curtains, a blue-gray-yellow Neo-concrete geometric abstraction, 
made in collaboration with exhibition designer Birger Lipinski. Upon 
entering, the viewer encountered a slanted board, covered in gray 
carpet, below a fluorescent light next to a fern. This arrangement 
belongs to the artist’s most recent video installation, Desvios (Detour), 
2015. Redondo’s images, accompanied by a text by Soraya Guimarães 
Hoepfner, present the story of the self-taught architect Lota de Macedo 
Soares, who designed Flamengo Park, the site of the Museu de Arte 
Moderna, in the 1950s. Soares was the lover and muse of the North 
American poet Elizabeth Bishop; the couple lived together about forty-
five miles away from the museum, in the Casa Samambaia (Fern 
House) on the hills outside Rio. The black-and-white video projection 

of a drive along the route from the museum to the Fern house conveys 
Soares’s struggle to create simultaneously a public space for the citi-
zens of Rio and a refuge outside the city for her same-sex relationship. 

A casa de vidro (The Glass House), 1998/2008, is a double projec-
tion that revolves around Lina Bo Bardi’s iconic glass house in São 
Paulo. Redondo visited a few years after the architect’s death, and then 
returned to shoot more footage a decade later. During the first visit the 
artist still detected traces of habitation; the second visit conveys the 
sense of the architect’s absence and a process of institutionalized 
archiving. Following Redondo’s conceptual line that delineates the 
idiosyncrasies of the two female architects’ biographies via film, the 
narrator here brings Bo Bardi’s voice back and cites one of her famous 
quotes: “When you are born, you don’t choose anything, you are born 
by chance. I wasn’t born here, I chose to live in this place.”

A number of rather playful works pay homage to fellow artists. 
Produced in collaboration, with music by Alexandre Canonico, 
Retoque (Retouch), 2012, translates video shots of a tile mural in 
Brasilia, by the Brazilian painter and sculptor Athos Bulcão, into a 
visual sound composition. Felix Gonzalez-Torres’s “Untitled” (Perfect 
Lovers), 1991, is tropicalized in Para Mirar Al Sur—After “Untitled” 
(Perfect Lovers), 2007, a series of coupled sundials made from sheets 
of paper, in which triangles have been cut. These are displayed on a 
table, and return in photographs showing them being held up to the 
light in various places, so that a shadow is cast to tell the time.

A work from Redondo’s “Fachada” (Façade) series, 2014, is titled 
Le Corbusier, 1936, 2014, and takes the form of bronze letters applied 
to the museum’s glass façade. The quote reads na verdade, a cidade do 
rio não existe ainda (In fact, the city of Rio de Janeiro does not exist yet) 
and possibly stems from the architect’s second visit to the city, in 1936. 
It reflects Le Corbusier’s disappointment with Rio, which he then con-
sidered a backwater. Looking through the window toward the airport 
and the many construction projects, such as Santiago Calatrava’s 
imposing building for the controversial Museu do Amanhã (Museum 
of Tomorrow), one wishes Corbu could return for another look.

—Tobi Maier

CORRECTION: In the February issue, in a review of the work of Katy Grannan [page 237], 
the 2012 photograph Inessa Waits Near South 9th Street, Modesto, CA, was mistakenly 
identified in the accompanying caption as Inessa Alone in Shiva’s Courtyard, Modesto, CA. 
Artforum regrets the error.
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