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‘Ante el tiempo. Micro-relatos de resituacion’ es un proyecto comi-
sariado por Blanca del Rio con piezas especificas de Paco Chavinet,
Jose Iglesias G*-Arenal, Mercedes Pimiento y Cristina Mejias. La
propuesta expositiva critica los métodos estrictos y tradicionales
de construccion de la historia como un saber fijo por medio del
relato lineal que viene del pasado hasta nuestros dias y se hace una
nueva relectura de la misma a través del territorio, del patrimonio
historico-artistico, de la cultura y de la tradicion andaluza.

El programa Iniciarte, al que pertenece este proyecto, promueve el
apoyo a propuestas expositivas de investigacion, novedosasy arries-
gadas que visibilicen la creacion contemporanea andaluza joven.

Miguel Angel Vazquez Bermudez
Consejero de Cultura






A mis padres.
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Micro-relatos de resituacion

rtistas empleados por el planetario y el Museo de Historia

Natural muestran “conctepciones” prescindibles de la catds

trofe final, basadas en las aiin mds inaccesibles regiones del
“espacio y tiempo”. En su mente han viajado a regiones prohibidas,
a reinos deslumbrantes. Han imaginado dimensiones mds alld de los
muros del tiempo; y han establecido limites a gran escala para poder
reinventar el cosmos [..] Un desconcertado “dinosaurio”y “osos” despla
zados se encuentran atrapados en increibles dislocaciones temporales.
La “naturaleza” es simulada y convertida en fotografias “pintadas a
mano” del futuro o pasado extremo [...] La destruccion se levanta sobre
la destruccion; violetas y verdes hojas de hielo hirviente, formdndose,
todo se desprende en infinitos estanques de polvo. Un desprendimiento
de diamantes se hunde en una grieta de dimensiones sin limite. La
Historia no existe mds.

En 1966, los artistas Mel Bochner y Robert Smithson publicaban en
la revista Art Voices una vifeta ilustrada llamada EI Dominio del Gran
Oso. En ella, se describia una exposicion ficticia sobre el Planetario
Hayden' en la que a través de una serie de combinaciones de texto
e imagen, trataban, mas que acercar al lector a un entendimiento
del Planetario, lo que intentaban era alejarlo y llevarlo hacia luga
res mas alla de la comprension y mas cercanos a la fantasia y a la
imaginacion. Ademas de delirantes pero suspicaces descripciones
de cada uno de los ambitos del planetario, la seccion final de la vi
neta, estaba dedicada también al Gltimo de sus recintos: aquel en el
que los artistas contratados por el Museo de Historia Natural, sito
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BEFORE
LIME

Micro-stories of re-positioning

rtists employed by both the Planetarium and the Museum of

Natural History have illustrated expendable “conceptions” of

ultimate catastrophe, based on the more inaccessible regions
of “space and time.” In their minds they have traveled into the forbidden
zones, into the dazzling realms. They have imagined dimensions beyond
the walls of time; and have established provisional limits on a grand
scale in order to re-invent the cosmos [...] A bewildered “dinosaur” and
displaced “bears” are trapped in amazing time dislocations. “Nature”
is simulated and turned into “handpainted” photographs of the extreme
past or future [...] Destruction builds on destruction; forming sheets of
burning ice, violet and green, it all falls off into infinite pools of dust.
A landslide of diamonds plunges into a polar crevasse of boundless
dimension. History no longer exists.

In 1966, in the magazine Art Voices, artists Mel Bochner and Robert
Smithson published an illustrated vignette called The Domain of
the Great Bear. It described a fictitious exhibition on the Hayden
Planetarium’in which, through a series of combinations of test and
images, rather than giving the reader an understanding of the Plane
tarium, they attempted to take them away and bring them to places
beyond comprehension and closer to fantasy and imagination. In
addition to outrageous but wary descriptions of each of the areas of
the planetarium, the last section of the vignette was also dedicated
to the last of its areas: that in which the artists employed by the
Museum of Natural History, located in the Planetarium, speculated
about what the destruction of planet Earth would be like. Thus, the
fragment with which this text begins corresponds to the description
of the last of these areas.



History no longer exists:#'=!#F*0("I>#!"- #Z)'=#'=),#,'&"121"4#]0'#

Z=>H-FL#)HHSHTI(#19), BH#I* #'=) # (16 (# # = 1#1"-#*6# %P &"!"
S&('=i,#19)," 1" I #*(#*HE), *(SH#H& #&H-),.) %) " | +H#=*Z#&#6)9!-+#$)"!
Q" Z$!-T1#),#(1,%*" ) IS 1#6*(#,'0->)"TH# = I#IHI" #*6#'=1#%&, B#<!"i,#
(UO(MH =L ()% ) HEOH I H2 S GTSHEN-# =1 1) T H# =&

SIHE&("), #I12%SFS-#/># = 1#CS&"'&()02# Z* (att Z) ' =# &"-#$!"i,# | 1#
SYZHN)2H& HZIHA T ZH) H=& #1"H#,0,%!"-1-#)"#'=1#C$&"'&()02# & #
VOH&H N Z# ) 21#=&-#/11"#) "HI"' |-+ #&H# , % & .| #)"#HZ=).=#)'#),#%*,,) S #
)" &O(H&" -#N&(H# *HB)HIHZS*"T,)-1#*"H&" " ' =1 (+#)"H#Z=).=#") 21#) #

'SIH2* H(12% 1 #% &, #), #%1(2) - #&"-#'=1#60'0(1#), #!&,) $>#&" &) " &/ $! 4+




5UE=I(#801,') " #121 (71, #6(*2H&SSH6#' =), 4| =>H&(#& ("), #(1, %
DISIHE*(#'=)"a)" THZ=&'#'=1#1"-#*6# = 1#%S&" '#Z*0$-#/1#$) alB#Hj=>#) #
YH SISHZ= H=&HIH&..|, #5#'=] 1#)2%0(1+#&"&.=(*"),") . +#-), % & (&' 1#
)21, KBH#C!(=&% #/1.80,1#)'#)  #)"#'= 14 %* ZI (#*6#'=1#)2&7)"&')*"#&"-#
68" &, SHZ=I(1#'=IH&/)S) >#H *#TI"I(&'1#-), %&(&'1# (1S&')*" =) %, #&"-#
F((L%* 1"+ 8% &ISIH6HI(1&a) " TH =I1#$)"1&() SH*6#'=)"7 #(1,)-1 #
&"-#11.&0,1+#& #LI*(71,#3)-)?2E0/1(2&" #,0771,' +#MZ=I"IHI(#ZI#
&(1#/16*(1#&"#) 28 T I+HZI1#&(1#/16* (1#') 2INA#]0'HZ =& #a)"- #*6#') 21 #& (#
ZI#,%182)" TH*6 BHKO('=1(2*(1+#Z=&"#) #'=1#") 2IH T)HI"# *#0 #/>H# =1
)2&71+#'=1#&("),").#*/F1.'B

<UL )" AR H ) HUS&! ] +HE(&T 21" H#H6HS) =* %=1 (1 =& # FHI (# =1
28" IO S IHS&( SHE" - H# =& H&(1#, S ZS>H& -#.5" & $>H#2*H) " TH#) "#8."#
)2%!1(.1%")IS1# 28" " (+#0'# Z=* 1#(&%)-#2*HI2 1" # Z*0$-# . (1& ' 1# &#

(=F a+H&#H *$$), ) H =& H.&"#.&0,1#1&('=80&al, +#2*0"'&)"*0, #6*P2&
YRR, 0"&2), A#<1i #'S) af 6#&H2&  =TH,'()a)" TH) #=1&-H#&T&)" ' #&H
(*07=#,0(6&.1#.(1&'] #6) (14#<1"|, # =) " a#t* GH& " #*% | "HZ*0"-#6 (*2#Z=) .=#
BHZ=)IHE*&2HI21(T) #Z=1"#' (1&'1-#Z) =#*9>T1"&' |-# Z&' | (A# * Z+#
$I'L#=)"al =& H&" H) 28T IH) #' =&'HZ =) =#&(), |, #6 (*2#'= 1#2*HI 21" #*6#
'S)T HHB(F2H =) THFTISI(#AGH= L (FT1MIX0, #IS121" +#,0.=#

&, #1&('=808&al, +#6) (1#* (#6*&24#]0'#0"$)al# = 1#(1, #*6#'= 1, I#IS121"  +#)'#
(12&)",4#D=), #%(*.1-0(1#' =& '#% (*-0.1 # =I1#& (")) #*FL'+# = 1#) 2871 +#

), #.&$S$1-dbmposability#/>#P &($* #G)SBS-#)'# (161 (,#"*#'=1#21'=*-#
Z&HI()"T TS IHSI(FTINF0, #(1&S$) ), +#, 106 & (& THI"H) (<" 21" +#

J0'#6 (*2#Z=* 1. *"HI(71" 14 =1#'(0'=#121 (7!, Q#M' (0'=#) , #&#6*('0)'*0 #
(0% )*"#' =& #&H*)- #a"*Z$I-T1+# *220").&')*"#&"-#*0)")*"KNA#
5U-#)'#1,'&/[$), =1 #6*0(#2*-&S)") | #*6#' (0'=H#)"#Z=).=#) H%$&.| #&('H&'H
'S1# &2 VHSIHISHE HY*$B)')., +#, )" 1H&"-#S HI+H#Z)'=#'=) #/1)"TH%*, ) I$I#
=&Ma HH S IHE RO (HIHI™ # =& % ((1,%*"-#*#) Q#. (1&') *" +#(IH*$0') *" +#
YIHI") S H&"-#%&, ) HZ=). =+#)"#) #.0$2)" &) +#&HT)H! #*66#,% & (a#
'=&'#,%(1&-, +#(IHI&S)"TH# =I#IH)- 1" 1#'*#0, 4

YrH#)GHZIH =) a#t*6# = IH#&("),) HHF| H& H&H'=)"TH)" #)' 1964 . &% &ISIH*6
*661()"TH#O, #&#'(0'=Q#MS)al# =I1# (0'=H#*6# =IH# Z*($-+#'=1#"(0'=#*6# "=
&(),') HZ*(akt), +#)"#'1 (2, #*6H# = 1H&O' =* (+#=& (-# *# %) "#-*Z"+#0""&
21&/S1+#0"-1.)-&ISIN+HE" - #'*#'=) HZI#&--#'=1H% (*%* &SH#*661(1-#'#0 #
1>#3)-)2E0/1(2&"#'=&'#/1)"T#HI16* (1#'=1#) 2& T 1 +#/16* (1#'=1#&("),") #



(L&) HHIHI6* (1) 21+ HZ1#. & #&, a#*O( ISH! #&T&)"+H#Z=8& #a)"
*BH'1206% (&$) > H-*1 #) H=&(/*O(BH|=&'#'1" ) ¥" #-*1 #'=1#) 214*6#'= ¢
V2&THTI"I(&'HZ) =H#'=1#-),.)%$)"I#*6#E),"* (>B

D=),#%(*F!.'"#*6#(!, | & (.=#&"-#19=)/)")*"+¥fle el Tiempo. Micro-relatos

de resituacion#[]16*(1#D) 214#X).(*2,"* ()1, #*6#(1?2%*,)")*")"7\?# &a! #
'SIHE)(,HN&(H6H) #') SIH6 (F2#'=1#], &>#I>HLI*(71,#])-)?E0/1(2&"Q
Before Time. History of art and anachronisms of images+#&"-#.*",")'0'l #
'S1#1&,), #56#'=) #(1,1&(.=4#V #) +#])-) ?E0/1(2&"#' &al #'=1#"*")* " #* 64
anachronism O"-1(,"**-#*"#*"1#=&"-#& #'=#Z&>#H*6#0"-1(,'&"-)"T#

=), *(SH& - H S S (HH& #,721'=) TH =& H) #) " ()",) #H = 1#) 2& T 144



D=I#21'=*-**T># *22* " $>#0, |- #6* (#'=1#.*",'(0.")*"#*6#=),"* (). &$#

(0= #&"-H#SI(16* (1+#*6# =14 " * (S#'=&'#)"=&/)"  #*0(#!9),'I" . 1+#) #
1& V-#*" 1, (). #H2V =% #*6#. =(*"*$*T). &SH#H-&')"T+H#%!()*-), &')*", +#' =
YIHIM)HROH . &NTH(), &) H& HZISSHE H#, >SS H&"#, =S, +#]" . 4#D=1#
(1"*Q".)"TH*OH&"#)- | &H#&/*0'# =1#.*0(, I#*6#=),"* (>#& ,#6)9!-#a"*Z$!-7I#
&"-#H&HB)"1&(H#, *(S#'=&'# 2V #HO(F2# =1 H W&, # *# = H W (1" #-&>+#), +#
[>#. %" (&, +#H&H#W(*.1,, #E60SS#*6#) " [ ((0%")*",+#)".*",),"I". )|, +#F02%, +#
" AHZ=).=#), #% (*%*, | -#/>#'=1#)-1&#*6#8&" & .=(*"),24#])-) ?EQ0/1 (2&"#
Y'H)'LH#O# (KT I HE&HA - HE6*(H#& &= ("), 2+H#Z) =#)'#/1)"T#0?

W1 -# & #&MHsegment of time, a rhythmic beating of the method T#H&"-#

) H&=-)' )X ) HUS&. ) H) H) =N (HOH = ) 2& T 1+ #) H = 1) (2% 1
-1%'=#*6#'=1#&("),") . #%(*-0.'4

Ante el Tiempo. Micro-relatos de resituacion#), #&#%(*F!.'"#' =& '#&"12%" #
HO"-1(, &N = IH& (), ) H-I&H*O(#)" *B & (H&, #)'H#) H&ISIH *HO & 1#' = 1H
F2%$19) >H*6# ' =I1#(1&S+H&, #&H'=)"TH)"#)',1S6#'=&'#.&"#2&a#'=#,%& (3
FO2%+#.&' . =#6)(1#*(#,') (HO%# ' =I#Z)"-AHV ' #&S *#%$&. |, #0 #)"#&#-)661(!
N1200%(&B) >H#H'=&'HZ =) SH=& H2* (1#'*#-*#Z) =HE&H2*HI2 " #'=&"#' =& '#*6#
&H#N('&) " SHH2 X (1H *H-*HZ) =H212* (SH'=&"#Z) ' =#'=1#% & ," 44 A#&H' | 2%* (&
$)'>H)"HZ=).=#'=IH#%&,'#) HEH2&" | (#*6# (1% (!, &) "#&"-#%!(.1%")*"+#
Z=).=#2*-1$ #' =1 H#% (1,1 H&" -+ #' =1 (16* (1 +#& S, *#% (*F!.", #'=1#60'0('4



D=(*07=#'=1#6*0(#&("),).#%)!.| #'=&'#28aI#0%# =) #%(*F1.'+#)'#
(& B I & 190" TH S8 B HE & = (F"), 24) HE&H F 1)) *
*6H%*,)/)$) SHE* (HIHI(S#) 28T I+#IHI(SH&(),) HHF 1 H& -+ =14 =
=& & THABH = 1 HY (*06*, &S, H* 6 = 1Y (*F 1. #& ('), +HC& *#P=&")H!'+
V7$1,)& #LW?5(1"&S+#P(),")" &#XIF3& #&"-#X1(.1-1 #C)2)I" *+#.=Q$$!"
TUHSIH)-18H*6H&H ") 050, #&"-#$) "1 &(#'1 2%*(&$) >+#'=8&'#=),'* (> #
&#.80,&$H#, * (SAHKO('=! (2* (1+#&SSHZ*(a, #% (1, 1" |- #=1(1#&--(1, ,#'=) #
), 01 = (F07=#&H . *"'19'0&S), 1-#)",.()%')*"#) "#'=1#21-)02#) "#Z =) .=#
SIS H&(IH-THIS* 06! -Q# S 1P HI" #+6H#Y & &HV A, +#Y IH) $SI14&" - #5"- &9
& HE HE 2% HFHI0)$-#2). (%2, () #' =& # (1, F(#O(H*Z"#=),"* (>4




Paraiso#[C&(&-),\#[fgbh\+#) #&"#)",'&$$&")*"#/>#C& *#P=&")HI'#'=&#
gal #'=(11#,112)" 7T$>#=11(*71"1%0, #&"-#0" (1$&'1-#)-1&, Q#'=1# $&Z#
*OHT(&H)'>+#6)"&".)&SH-1/'H&"-#*()T)"&$# ) "# *#' (SH&"-#)"80) (1#&/*0'#
5"-&$0,)&"#(1$)7)*0,2'(&-))*"&$2()' 0&SH#H"*')*" #'=*07=#&"&S$>,) , #*6#
2UHBHZ) (H(1%(1, &) H& -# > 2/X ST ARV HS) IR Z) =#&#
SESGETSHIS QB ZIH F0S-#. &SSH&(/0(T)&"+#,)" 1#) #H* %! (&'], #'=P*0

T F20) &) HH ), Y& (&' 1H)2& T H&"-H#I9&2%S! +H#) H U !" #&H
0). &SH#(18-)"TH*BH#'=IH#=), > (SH*6H*0(#'(&-)')*" #&"-#()'| #'=&'#=&H I}
L0.=H&"H)"BSOI" I+ #*0(HZ&>H*6#19),") " TH) "#'=IHZ*($-4#U* 1HVT$! )& #
LW25 (1" &$H+A*"#' = 1= | (H=&"-+#%(*%*, |, # (1, 1&(=#*"#'=1#=), "% (). &$#
60" ) X" H#&"-#%0(%*, 1#*6# = I#5 () H#-1#V"-)& #/0)$-) " TH[<*"F&\H#& #
*0h06* -4 4)' #.0((1"#0,1+#28) " T#8&H.()'). &SH# (1 *HI(>#*64#'=1#212% (>#
*BH'ZIH S ) ESHUE, HHGHE"-& B0, ) &HE - +) "HU& (") OB &(+H# =IH.) SH*BHY IH)S
56'I(#&HBIZH2*" = #*BHZ*(ak)"#'=1# ¥ 19 H*6H <&H#EST&)-&H[Y&"S: . &(#
IH]&((&21-8\+#P(), ) &H#XIF3&,#,'0-)1-#'=) #'1(()*(>#'=(*07=#'=1#
S)661(1"#.0$'0(1, # =& #=&HI#)"=&/)' 1-#)'#,)".1#&")80)'>Q# 6 (*2#'=1#
C=*1").)&"#&(.Z&I*$*7).&S#(12&)" H[SSHD!, *()SSH\H*#'=1#)"-) . &')*" #
'S&HE'S&™), H#IS ) SH Q21 -#I>HCSR T HHZ &, H G &' 1-#' =1 (14#D=1#)-18#
*OH2) (&TI+HE& #'=&HZ=).=#) #IVZN"H(1&S) SHE"-#6). )" +#[I'Z1"H&"#
HELHE" -#) #(1%(1, 1" &) +HE.| H#8 HE"#)" | (21-) &(>HE* (# =1#(1 1&(.=+#
(&"7)" THB(*2H#'=1H&Y Y (*&. =H *#'= IH#&(Z&I*$*T) . &SH(128)" +# *#'=1#
&I&$> ) HH6H, *2IH R =1, % () H&"-#.0,"%2 #H6H = 1% * U SIHZ = HY' =&

1) # = 1H%S& N +#'=0 #-), *SH) " TH = HH/* (-1 #/1 ZN"HZ=&'#) #6).))')*0 #
&"-HZ=&'H) H(1&SHHIZ"H = =) " THE -#) HT=* A4 <&, $>+#XI(1-] #
C)2)I"*+#Z) =#&H-) (1.'#, %1 =#)"#'=1#19=) /) )*"#, % & . | +#%6(*%6* - # &#
(12(18-)"T#*6#' =1#=), "* (SH6H'=1#/0)$-) "THZ=1(1#'=1#19=) ) ) ="#) #=1$-#

[P HI"#*6H#Y &" &HV" A= (*07T=#'=1#2&'1 () &S, #' =& #Z | (1#0, |- #6* (#)' #
U0V S 1Y%= ) &SH2& () &SB) SH =& A" ) O I = ) #
*BH'=IHY F0SIH#(1,)-)"TH) " =1#/0)$-) " THE"-#H), ) * (# +#'=1#19=)/)") =" 4#
V=) HZESHHEH(1S&')*" =) %) #1,'&IB), = 1-#/' ZN"#'= 1#H) &SH#') 214#2# = 1
1)*$*7) . &$# ) 216 =% 1#Z=4 " ZH#)"=&/) #&"-#S)HIF)"#'=1# %&.1#)"#
80!, ) ¥ +#&"-#'=* WHZ=*#=&HI#)"=&[)' 1-#) ' #) "#' = W&, #P#' =1#=),"* (). &$#
N2 =& HOH = IH&(.=)'. O(&SHE"-#'].="). &BH ' (&",6%(2&")*" #'=l#
10)$-)"7#,066!(1-#'=(*07=*0"#)" #=), *(SHP&"-HTI*$*7) . &$#') 2124 ' =1
V216 H =I#28&'1 () &S, #0,1-#6* (#)' #.5",'(0.))*"4

Blanca del Rio



7

D=I#E&>-1"#C$&"I'&()02#) ,#'=1#%0/$) . #% $&"1'&() 024#*6# | Z#R* (a#P)
&"-HZ & H*%!"I-H#)"HDCAAAHV H#) #S* &' 1-#)" ) 1#' = 1#e* 1#P "™ | (#6* (#S & ('=
&"-HY & IH6H'=1#521().&"#X0,102#*6# &' 0(&$HE), * (>4

24

J)-)?EOQ/1(2&"+# LI*(7!,T# Ante el Tiempo. Historia del Arte y
Anacronismo de las imdgenes [['6*(1#D)214#E),"*(>#*6#5('# &"-#
5"&.=(*"), 2#*6#)2& 7! \+#]01"* #5) (1, 4#5-() &"&H#E)-&S$T7*#%0/$), = (+#
fggh4

IX#

G)-&$+#P&($EaTkvisualidad de la Pintura. Una Historia de Giotto a
Bruce Nauman (The Invisuality of Painting. A History from Giotto to
Bruce Nauman)+#X&-()-4#](02&()&+#fgbh4



AGRADECIMIENTOS

Blanca del Rio
SH#P(),")"&+#U* 1+#XI (1| #>HC& *+H%* (#,0471"1(*,)-&-+#,0#/01"#=& .| (#
>#,0482),'&-4

SHKI("&"-*+HEH2)H2&-(1+H&H2) HO&2)S) &H>HEH D) H&2) T HY%* (H&Y*>& (21
)12%(14

SHK(&"#%* (#,0#%(*61,)*"&$)-&-#>#&2),'&-4
S#e3*#510$#%* (#&2!")I&("* #$&H#HI$&-8&4

RHQHBO)I"H 21 =) 1*# &/ (+#B01# $&H 212% () &H>HISH (1.01(-*+# *"#2: #
60!('1, #80I#ISHU &, *#-1$#)12%*4

Paco Chanivet
P&(21"#L*"1;$!I+# C&.*#EI(";"-11+#C!-(*#S0((0') &+#5$IF&"- (&# <4#
L&/I()!$)-), #>#U0& " #X&"OISHE!(";"-114

Jose Iglesias

S5#U!L L #LO)A((N#%* (#'*-& #$&, #. $&H! #,*/(1#I1$#5 (. =) H*#-1#V"-) &, #80!#
2UH=&H#*6(1.)-*+#>#,0,#.(3"). &, #E&H2)HO* (2&H#-1#MI" 1"- | (N#ISHE&(.=)H* T#
SHEHCROBEKHCE! #Y* (#'*-*#I$#28&' () &S#BO!+#.&,)#.*"#-),) 20$*+# 21# =8
S&-FHEH X N(HHSHEH - &, O (&) &H&"") . *$*") & SHBO I H2 1 #=&#&>0-&-*#&H#
A (&(21#>#.01,")*"&(214#

Cristina Mejias

57(&-!.)-&#&#C).=1"+#X&"0I$+#U0&". &+#5$19+#U!,:, +#X&(3&+#|0!!"+#2)
%&-(!,+#P&()+#5"&+#]$&". & +#UOQ&"+#5$/! (' *+#e &6 &#>H#<*$&#%* (#)2% $)
GU2)THH-1HO"&HCH (2&HOH X (&HBH, BN (* >+ HSHE&SH . &%) "H#-1# $&H
1&(. &1 &+#%* (#!,%! (&("*,#'&" & #HI.I #!,"T#HI(&"*#% & (&# . (01 & (# &# $&H#
*(&H1&"-&4

Mercedes Pimiento

P*20")-&-#-1#2*"F&,#k(&".), . &"& #P$&(), & #-ISH#P*"HI" *#-1#Y &"' &#
VA +#U* A#X&"0!1$#]&!"&H#L&SSA+HS, '/ &"#X* (1" *#EI(";"-1#>
1&,)$)*#X* (1" #L&(.3&4






BLANCA
DEL RIO

(Sevilla, 1988)

Programa de Estudios Independientes del Macba (Barce-

lona, 2014-2016). Ha trabajado como gestora cultural en el
Festival de video arte Loop Fair, en la galeria RocioSantaCruz y en
ArtsLibris, feria del Libro de Artista y la Edicion Contemporanea.
Es co-fundadora de FASE, Centro de creacion y pensamiento con-
temporaneo (Hospitalet de Llobregat, 2018) y de Intervalos, Instituto
para el estudio de los lenguajes artisticos, las ciencias sociales y el
pensamiento psicoanalitico (Barcelona, 2016). También lleva a cabo
proyectos curatoriales como Ante el Tiempo. Micro-relatos de resi-
tuacion (Iniciarte, 2018), Emociones Incendiarias (Centre Civic Can
Felipa, 2018) o Ne travaillez jamais (Galerfa ADN Platform, 2016).
Actualmente trabaja en el departamento de exposiciones del Museo
Picasso de Barcelona, es miembro del comité editorial de Brumaria
y escribe sobre exposiciones en el Diario de Sevilla.

I icenciada en Historia del Arte (US) y ha participado en el



as a degree in Art History (Universidad de Sevilla) and has
H participated in the Independent Studies Programme at MA-

CBA (Barcelona, 2014-2016). She has worked as a cultural
manager at the Loop Fair video art festival, at the RocioSantaCruz
gallery and at ArtsLibris, the International Fair of Artists’ Books
and Contemporary Edition. She is co-founder of FASE, a center for
creation and contemporary thought (Hospitalet de Llobregat, 2018)
and Intervalos, the Institute for the study of artistic languages, social
sciences and psychoanalytic thinking (Barcelona, 2016). She also carries
out curatorial projects such as Ante el Tiempo. Micro-historias de
resituacion (Iniciarte, 2018), Emociones Incendiarias (Centre Civic Can
Felipa, 2018) or Ne f(ravaillez jamais (Galeria ADN Platform, 2016).
Furthermore, she is currently working in the exhibitions department
of Museo Picasso de Barcelona, a member of the Brumaria editorial
committee and she writes about exhibitions in the Diario de Sevilla.



CRfDITOS DE FOTOS
E IMGGENES ANEXAS

Paco Chanivet

P1 P2

Paco Chanivet, Sin titulo

P3
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de cera, reproducciones de la séptima vértebra, frutos en aparente
descomposicion, morcillas de costales de terciopelo rellenas de
sal, cordones dorados, o agua bendita..., elementos, objetos e ideas,
que en su union, en su roce, fulguran, ofreciéndonos otra posible
lectura del mundo.

Para’so (Paradise)
2018

aco Chanivet’s installation, Paraiso, refers to the Garden
P of Eden, first home of man, which was an actually existing

place according to the Bible, in which the first couple lived
unencumbered by illness and death until they were expelled fore-
ver, along with the rest of mankind, for their disobedience of God.
“Because you have listened to the voice of your wife and have eaten
of the tree of which I have commanded you, ‘You shall not eat of it’,
cursed is the ground because of you, in pain you shall eat of it all
the days of your life.” (Genesis, 3:17). Known as the fall of Adam and
Eve, or the Original Sin, this disregard of the Divine Will cursed
man to death, pain and illness, shame and work.

Notwithstanding, along with the biblical message of the original
sin — passed on from generation to generation — Christian doc-
trine, especially that of Catholic Church, redeems human nature
through baptism from the dire consequences of our first parents’
fall, and we're allowed to harbour hopes in the reestablishment of
that paradise lost, that ideal, utopian place or golden age to which
mankind is to return.

But still, we could then wonder, what if by the time we get there,
that paradise is in ruins?

Paraiso is an installation in which artist Paco Chanivet brings forward
a dystopian futuristic scenario, one in which Eden is derelict, in
a state of ruin: nothing can be grown there, the soil is gone, it has
become salt; the fruits of which man used to enjoy are rotten and



foul, the colour green its lush vegetation made so predominant has
vanished. We are faced then with a dark nature of ashy, ochre, brown
hues... in which, furthermore, time has reversed: a lost paradise,
a projection of a place to aspire for, a future utopia to be realised,
will never be reestablished, for it already exists. From this place
of deprivation and bleakness, we have nothing left but think about
the limits of that which we have wanted and believed to believe.

In order to transmit this notion of a dystopian reverse, Chanivet
makes use of a landscape allegorically built upon three concepts,
heterogeneous in appearance, bearing no relation to each other:
the law of gravity, financial debt and original sin, using an analysis
of some if representations and symbolic relationships, in order to
achieve a critical reading of the history of our traditions and rites,
as well as our imaginations which so greatly influence the way we
are and exist in the world.

Along with all that, we could add that an attempt to connect these
three concepts, stemming from disciplines traditionally dissociated
and regarded being as very different among them (physics, economics
and religion), is close to a Warburgian treatment of representation:
to place and counter images and ideas very distinct from each other
offers freedom to the artist to shape diverse worlds and unexpected
iconographies, as well as inducing us, as spectators, to discover new
analogies and relationships, unheard of trains of thought, allowing
us to attempt to reach new learnings.

Finally, it would be worth noting that the symbolic framework of
representation Chanivet strives for in Paraiso is conveyed by an
additional level of association, by way of the artist’s production
of materials and forms which belong to the religious imaginary of
the Holy Week in Seville. That’s how, on burlap fabric (used in the
weaving of sackcloth) we can find vine leaves printed on clay, apple
tree blossom covered in wax, depictions of the seventh vertebra,
fruit in apparent decay, blood pudding made of velvet sackcloth
filled with salt, golden cords, or holy water... items, objects and
ideas alongside each other, in mutual friction, shine, presenting
us with a new possible reading of the world.
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PACO
CHANIVEL

(Sevilla, 1984)
www.pacochanivet.com

L icenciado en Bellas Artes,
con estudios en Antropo-
logia Social y Cultural. Vive y
trabaja en Barcelona. Algunas
de sus aportaciones en el am
bito artistico nacional han sido
para Ellugar de los hechos (Sala
d’Art Jove), Audio-deriva para el
Archivo J. R Plaza (La Virreina
Centre de la Imatge), I de Fic-
cion (Can Felipa Arts Visuals),
Constelaciones familiares (Sala
Muncunill EspaiDos), Ne travai
llez jamais (ADN Platform, ADN
Galeria), Siga los rastros como
si fuera miope (Arts Santa Mo-
nica), Panorama 2018 (Galeria
Fran Reus), No es lo que apare-
ce (Premi Miquel Casablancas,
Fabra i Coats) y ¢ ilex (La
Capella - BCN Produccio).

achelor’s Degree in Fine

Arts, with studies in Social
and Cultural Anthropology. He
lives and works in Barcelona.
Some of his contributions to
the Spanish art scene have been
for ‘El lugar de los hechos’ (Sala
d’Art Jove), ‘Audio-deriva para el
Archivo J.R Plaza ('La Virreina
Centre de la Imatge), ‘I’ de Fic-
cion’ (Can Felipa Arts Visuals),
‘Constelaciones familiares’ (Sala
Muncunill EspaiDos), ‘Ne travai
llez jamais’ (ADN Platform, ADN
Galeria), ‘Siga los rastros como
si fuera miope’ (Arts Santa Mo-
nica), ‘Panorama 2018’ (Galeria
Fran Reus), ‘No es lo que aparece’
(Premi Miquel Casablancas, Fa
braiCoats) and * SSilex’ (La
Capella - BCN Produccio).
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LO DESAPA-
RECIDO/
notas desde
un archivo
enllamas ..

(...[circunvalacién]-1572-1584-1598-... [memoria_como_ver-
bol-1785-1787... [arquitectura_y_datos]-1987-2005-2018-...
[motor_lentol-...[?])

un archivo en llamas que el artista Jose Iglesias G*-Arenal

lleva realizando desde 2015. El objeto de estudio principal
de la Gltima parte de esta serie es el Archivo de Indias. Es, como
se sabe, el lugar dedicado a la centralizacion de la documentacion
referente a los territorios colonizados espafioles. Una institucion
creada para escribir literalmente la historia y emitir una verdad.
Esta instalacion rescata (e interpreta) la historia del edificio: sus
anteriores usos y su funcion actual cobran un nuevo sentido que
quiebra la idea tradicional de un tiempo histérico lineal.

I O DESAPARECIDO es el tercer capitulo de la serie Notas desde

El edificio alberga mas de 43.000 legajos, con unos 80 millones
de paginas, y 8000 mapas. Son los documentos que testifican el
expolio de las riquezas del Nuevo Continente que hizo posible una
nueva organizacion territorial del mundo. La historia del edificio
es reveladora: entre 1585y 1598 se llevé a cabo su construccion que
lo dot6 de un patio central para que fuera una lonja, un lugar de
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(&HY | HY*SITH#' 41, Yo% +#8-'8%$) $%62# 1" #$Y&H&B') +&#'3. #Yo* +#'-Yo+(
%' %H#SYoH, -%$5' Vo +- 24+ 3% ' $-&OH# HA, &S3+&&H-1) % SI36#(+)! (! "HY%*+#)
(BRI UFIBH!"H#. $& ' 3%oH-'3. &6HYo*+#.+" $ISU S 3H!"H'#&E') +#"H.
"H0b+8I6$5!32H% 1 #8S-- 1 +6H# & H* [+ #BIS3%+ . #1 WoHA+"1 (+<H=*+#8'&%#.!
HE&SBL-+H#(+ . SILHI* Yot) BH+>)-, +#'--#106%+ (&2 ; Yo # $&H 31 Yo# +/+3# +
*$&61(2#! (H$3H*$& %! ($+8&6#4,%#$3+/$%'4-2#(+ @, $(+&#5+5!(2?2#="$&
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&FBHH(+8(1.,)+&HY* +#1(1,3.48-"3H " HU* +#B () *$/+ 41" HYo* +#:3. $+&H#' 3. #L
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I"I#$%S8 (&' #S')H*1+$'#,- #$'$.$/1011&' 2(#' (3. (A'FH$%&!
V UoH (&) &*'+061,"1- H('% &/ 01 &H#2!, "#& .. 3)) &, &!"%!") 1*305 ("2

'15&%6)6*&.1,"17&. . &8",&!19-1,  <I=1¥38>$"#(&!>. ' %*'>&)?
8"%("1>3.13%&!@","32>.3="** +%I=1$%&!.",|,"1(.&#8&))3IAS") &1&*3
C&!'%#(&)&* +9621"4>)3.&1") 1*306*">(31,"1"#>"0'#8321"%("%,",31*3
SU&I)SH'+061+>("*&1"%!) &IAS 13D 0" (SHIAS"I"#(:%!&1%$"#(.31&)."," ¢
"E)"0&%!"%!$%& #$>" E'*"1) #&I9$%&I*E. " (. &2!")18&.21)&1)) &% S.
CH (321" (*<21=1%3#]," @$") @"%!$%&!'8&F"%!' % @". (', &2!*3%!&>8&
IS%&IHSS" EX)1AS, &21))"%&!,"13%,$)&*'3%"#1=1"0%183@'8"" %

5896)6*&.1,"17&..88" &!"#1$%!8$% +'>'31&#"% (&, 318)18&.F %! A$™.,3
")1.131G$&,&)AS' @' .2!E."%("1&)IH& A$" 198 3%&)=196&($.&)!,"!13
K%!")1'06("."3.1,"1"#("1"%(3.%3! % &($.&)! (&8D'LY%! #"1"%*$" % (. &!1
H'%&."#1,")&IM)F &', &21$%!D3#AS""%!") IAS"]. """ % ("#1"4*& @ &*'
&.A$"3)+F*&H#IONOPQ<2!R&%!"%*3%(.&,3!)3#!."#(3#!, " 1$%&!I*' @"
>."..38&9%8&21*3%*."(&8"% ("E"%'* &#7(35/1#EAH".31(&8D'L%2!"
(11068 214", FIAS" #"1"%*3% (. &D&IC&IM(): %(",&21")I'8>" '3IP'F!
\&."31("#('83%'&,3!>3.1H) &(+%6!"% #$I3MBANISBIK%!")) &2!1") IE') +#3






1"HS %A ()¥&S+)!,) " #-+&!. &S &H.-$)#/-$""+"$,1-$0".&1")-$+)/).-($1,8$
&2)#.)3$!,&A8$+)/$-5"#S$-1. &HSWE&S/-$60" -$%&/$/&T)#]-%" ($-.&!)&IH&
1,)&19$H&T 1$:/-.319$8HG/-$<,&!. &$%&IB(&/-."=$>-$)#/-9$.-/$2$""+"$-0-(
["HS&H'()."HOB&H . -*-$ %) - UL B S N &E" S ($&IHS)*&+!, UH#S' ($-./DPRABS /-
%&H' ()*&S"+"S" H$1/%, ($2+($3454%$6ST#A%SB(,*/SBr,: Yo

@-/S&HSEID& .-/|8&S%&S/-$%&H#'()0')31$1, &$A-'&S;/-. 31981, &S+, 'A"#SB)4
(&HSBA-1$0("0,&H#."$!, +&("#-#$.&" (C-#$-'&('-$%&S$#,$,*)'-) 31$?$&2)#.&!")-
&1 (&S&//-#ISH#,$/"'-/)D-")31$&I$>-SE/T-)%-=$;" ($&//"9$/-$-(.)#.-$F ()#.)!-$C
%&")%) 3%, (-#/-%0- (H&S, !"#$+&HEHS- BEBEM (-$-'& ('~ (H&S-I$E&H.,%)"$% & $&I
&(()."()"$-$. (-46#$%&$/-$*:#1,&%-$%E&S/"#$?-")+)&1."#$1,8$-ACS1,8%-
H (8" 96"9B0-(-$-0("2)+- (H&S-$-17, 1" #SY&SI"#$ (&/-."#S 1, &$H# HA-*) -]
|&L-ISH* (&S&H . -$)#/-$+C.)'-0$&! . (&S&//"HSG-1,&/$F &A-#9$T7 (-1$%&<E
&$)14&#.)T-%" ($%&S&H#.-$.&"(C-=$$

1>"#$'),%-%-1"#$2$/-$'), %-%$1, &SI "#SA-#$0 (&HE&! .-%"$-2&($"+"$,1-$<)"):
1 (HSI S (-#0" (- (8" HS-B/-$(&-1)%-%IKS-#CSHES (& <&(C-$;/-. 3B-
IL1.)%-$&IRS<AI(*9$%)L/"7"$1,&$0 (& & DESABHS; (&) #-+&!.&$&!.(&$/-$
(&-1)%-%$2$/-$<)") 3IS&H$S%" 1% & $H&SH) T, 8$H) . ,-19%6"$&H#.-$)#/-9$ " +"$, |$&H
o1 &11SL, &S&H. LS&! . (&S&/S THE. "$PSH, $(&O(&H&!.-')319$&! . (&$/-$"#
(&/-."=SN$EHS-#CS"+"$F()#.)|-$SG&HC-#SA-$4&A)',/-%"$# #$)!14&# ) 7-")"
>-$E/7-)%-9$+8%)-1.8%,1-$-0("2)+-") 31$-$/"#$?2-")+)&!."#I$0& ("$.-+*)619%
(-A6HSWES/-S&H', A-S% &S/ #S. &H.)+"1) "HSW &S/"#$1,&$-ACHA 4896586, (
&%$>8&:41%$8+2$8&%$% @ %/404A SHEBEH@ED A6 B) 1#.-/-') 31" 1#.(,) %-$
-$*-HE&INESB(&<&(&!")-#S%EE&H. &S0&",/)-($/,7-(MSO"($,1$/-%"9$/-#$#-/
A-'&I$0-(.&$%E&/$.&(()."()"$%"19%6&$%) &I$1, &$H#&SH) .- $&!. &((-%-$>-$E./
G"1.-5-#S%&SH-/$*/-1'-$1,&SI"#$ (&', &(%-1$-$/"#$)' &*&(TMS&IS#, $#,0& (<
<M(-$-17 S+, A"S+&I" ($HE&S/"SL, & $&H 1% &$*-H"$#,$#,08&(<))&KS0" ($
[-#B(&Y%EHS V&S, (-#+-1/"98-(.&S%&S0&H - $-(.&#-1-/$,.)/)D-%-$&I$8-1/:
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%('$"#' 2" +-$"2"- . &* (", - +*'$-3454%.1-5'0%#-")*%'1"$/46."-,* (1" %.'
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Vigilaban en la celtima luz la aparici—n del espejismo
(They were observing the emergence of the mirage in the last light)
2018

I"HSSE (&'HS)HH1+$H, - #$'S. $/1011&'2(#'(3.(41818B6 1" % #ES " $&"
V YA+, H& %S 0SH112%3.,8$4.%!$5$"%#&18.6.1)$743,(81(91:$%"; 7

<$,,$=.3$1>+23"@A!$%3!8,"=$,"*17(=8(#.3!(9!$!B"3.(8, (/. 7&" (%
C"&6!$1&,$==."1%.&13.""="&"%5!"&DIE6.I"%#&S$" $&" (%!.F$="06.#1&6.17 (%
=".$5.112%3. #&((31$#!1$%! (8&"7$'1"" 24" (%!"%!C6"76!()/. 7&#!$,(2%3124
,.9'.78.31(%!$!1#=((&6!#2,9$7.1>$!,($311&6.14.$1!$!3.#.,&18'$"%1!. & 7AL!
&2, %#1$1=", (,1"=$5.1C"&6!&6.1$88.$,$%7.1(9!$!""G2"31#2,9$7.1192"
,"88' . #1$%3!"%!=(&"(%D
|
1$9%';7$,13.1<$,,$=.3$1"#1$1=206"7"8$""&*I'(7$&.3! (%! &6.!".9&!)$%4! (9! ¢
H2$3$'G2"B",1,"B.,119$7"%5!&6.11$&" (%$'1$%311$&2,$'1J$, 4! (9'K (L$%S$D!!
&6"#1%$8&2,$'1.%B", (%=.%&1IN(#!13"%$, .#!3.I'$10'5$"3$1"#1$'#(1&(1).19(¢
C((3!"%!C6"76!,.7.%&!$,76$.((5"7$'13"5#!>PQRSAI2%7(B.,.3!&6.1,.=$"%
$18,. TU(=$%!7"B" "#$&"(%1!=(,.18,.7"#."*136(.%"7"$%1IV'IE.#(,"" (D!1<2&!"
$#(1#$"31(91&6"#18"%.15, (B.1&(16$B.17(%&$"%. 310& ' $%& " #11&6.1".5.%3%,*
J'$&(1,.9. #1&(1"%!6"#IC(,41+,"&"$#DIW%!"&11&6.186" (#(86.,18$"%#&
76$,$7&.,"#.#1&6"#1"#'$%3I$#1$1="""&$, *18(C. 1 &6$&! .F"#&.31%"%.! &6(
*.$,#18,"(,18(1&6.1$5.1(9!0&6.%"$%!'$C=$4.,!:("(%1!C6(1!$77(,3"%5!
J'$&(11"#1&6.1#(2,7.1(916"#1&$'.DIE6.I"#'$%311$#1"&1$88.$,#1"%!1#$"31C
C$#18'$7.319$,1).%(%31&6.13""'$, #1(91X., 72" #1$%31"&I"#13 .#7,").31$#1)." %
)"55.,1&6$%!N*)"$1$%310#"$!-"%(,182&1&(5.&6.,D
]
J'S&(YH13.H#7,"8&" (%46 (CHI1#27613.8&$"1&6$&I=$%*16"#&(,"$%#16$B.182&!
%2=.,(2#1&6.(," #ISHI&(1"&H#! (7$&" (%!$%3).F"#&.%7.DI0=(%5!&6.=11"&#
$&INS!O'5$"3$D10, &"#&!+,"#&"%$!-./0$#13.7"3.31&(!,.'(7$&.19(,!$!9.CI=
&(186.#.1"#'$%31C"&618&6"#182,8(#.11"%!(,3.,1&(1$88, ($76!&6.1#8&23*1 (S
&.,,"&(,*1&6,(25616.,1#.$,76"%5!(9!,.=$"%"%5!13"5#1)2&119(,.= (#&11"%!(,:
&(15.81$7G2$"%&. 31&(1#(=.1(9!1&6.1%$,,$&"B #!"&#!"%6$)"&$%&H#!&."1$
=*&6"T$ 1" $%311$=(%5!C6(=!7(2%&H#!-$%2.'1+2.B$#11$!5,.$&!8,(8(%
$%31,.#.$,76.,1(91&6"#1&6.(,*D
ZE6.17"&"@.%#!$%31&6.17"&*1C6"761*(21* #&.,3$*13.#7,").31&(12#!"%!9
C.IC""19%(C!&,$%#9.,1&(1&6.1C(,'3!(9!,.$""&*[\|&6$& Y#!6(C1I'$&(!,.9.,,.3
0&'$%&"#1"%!16"#1E"=$.2#11$!3"$'(52.18,.7.3"%5!+,"&"$#DIW%!).&C..%
$%319"7&" (%! "#1C6.,.1&6"#1"#'$% 31 "#I#&""18,.7"#. " 1#"&2$&.311"4.1$!:
"4 1#(=.&6"%5!8'$7.31).&C..%!&6.1()/. 7&!$%31"&#!,.8, .#.%&$&" (%1!).&C



Future, I am alive, you are dead!”

“Everything in me denies this. My heart beats, my
stomach hungers, my mouth thirsts. No, no, not dead,
not alive, either of us. More alive than anything else.
Caught between is more like it. Two strangers passing in
the night, that is it. Two strangers passing. Ruins, you say!"

“Yes. You're afraid?”

“Who wants to see the Future, who ever does? A man
can face the Past, but think - the pillars crumbled, you
say? And the sea empty, and the canals dry, and the
maidens dead, and the flowers withered?” The Martian
was silent, but then he looked on ahead. ‘But there they
are. I see them. Isn’t that enough for me? They wait for
me now, no matter what you say.’

And for Tomds the rockets, far away, waiting for him,
and the town and the women from Earth. “We can never
agree,” he said.

“Let us agree to disagree,” said the Martian. ‘What does
it matter who is Past or Future, if we are both alive, for
what follows will follow, tomorrow or in ten thousand
years. How do you know that those temples are not the
temples of your own civilization one hundred centuries
from now, tumbled and broken? You do not know. Then

don’t ask. But the night is very short. There go the festival
fires in the sky, and the birds.’
s put out his hand. The Martian did likewise in
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MA LERIAL
SENSIBLE ..

Cera, marmol, hierro, aislante térmico,
ceramica y papel insolado

aterial Sensible es una instalacion compuesta principal

mente por unas estructuras de suelo que se despliegan

en el patio del Convento de Santa Inés. La instalacion,
explora la historia del complejo arquitectonico en el que se encuentra
a través de diversos materiales relacionados con el edificio. También,
nos acerca a una posible experiencia corporal y vital de las personas
que habitan actualmente el convento (monjas franciscanas clarisas),
alarelacion que éstas tienen con su arquitecturay a su vinculacion
con ese mundo cerrado y volcado hacia adentro que constituye su
habitat: marco Gnico y limitado de unas realidades fisicas que sélo
pueden medirse con ¢él. Asi mismo, el espacio que surge de la re
lacién que la propia obra crea con el entorno invita al espectador
a una experiencia que conlleva no sélo la contemplacién sino que,
en analogia con las habitantes del convento, requiere también la
medida del cuerpo.

El Convento de Santa Inés, que fue fundado en 1374 por Dofia Maria
Coronel, es uno de los conjuntos mudéjares mas importantes de
Sevilla y actualmente se encuentra en un acusado estado de dete

rioro. Tras una investigacion de los elementos arquitectonicos y los
materiales que conforman el recinto conventual, Mercedes Pimiento
ha escogido aquellos que le interesaban para crear nuevas formas.
Asi, Material Sensible, nos devuelve otra posible historia del edificio
a través de una relacién diferente con sus materiales: el hierro,
el marmol, la cera, la piedra o la ceramica son arrancados de sus
formas y funciones originarias para ser desplazados hacia otras







nuevas: fragmentos de rejas construidas con cera, naranjas cubiertas con
parafina, piezas de marmol que salen del suelo y sirven como soportes, etc.

Ademas, todos estos materiales, expuestos a diferentes fuerzas (luz del sol,
humedad, calor, deterioro biol6gico..), sufren diferentes transformacio-
nes y tienen diversas temporalidades: por un lado, los que son altamente
sensibles como la cera o los elementos orgdnicos padecerdn mas rapida-
mente las consecuencias climatolégicas mientras que los que son mas
resistentes, como el marmol o el hierro, permaneceran casi inalterables
el tiempo que dure la exposicion.

Asi, Material Sensible se convierte en un receptaculo de tiempos heterogé-
neos, planteando una relacion entre el tiempo vital — el tiempo biol6gico
de quienes hoy habitan el espacio y quienes lo han habitado en el pasa-
do—, el tiempo historico —el de las transformaciones arquitecténicas y
técnicas que ha sufrido el edificio a lo largo de su historia— y el geologico
—el tiempo de los propios materiales utilizados para su construccion—,
con ¢l objetivo de conectar el presente con la historia, y al visitante con el
espacioy el tiempo de la exposicion, entendiendo a este Gltimo, en continuo
estado de cambio.







Material Sensible (Sensitive Material)
2018

Wax, marble, iron, thermal insulation,
ceramics and solarised paper

aterial Sensible is an installation made up predominantly by
M ground structures lying in the courtyard of the Santa Inés

Convent. The installation explores the history of the archi
tectural complex in which it is located through different materials re-
lated to the building. It also brings us closer to a possible physical and
vital experience of the people that currently live in the convent (nuns of
the Franciscan Clarist Order), and to the relationship of these with its
architecture and their relationship with this enclosed world and focu-
sing inwards on what is their habitat: a unique and limited setting for
physical realities that can only be measured with it. Likewise, the space
that emerges from the relationship created by the work itself with the
setting invites spectators to enjoy an experience involving not only con-
templation, but together with the convent’s inhabitants, also requires the
measurement of the body.

The Santa Inés Convent, founded in 1374 by Ms Maria Coronel, is one
of the most important Mudejar buildings in Seville and is currently in
an advanced state of disrepair. After studying the architectural elements
and the materials that form the conventual building, Mercedes Pimiento
chose those she was interested in to create new shapes. Material Sensi-
ble therefore provides us with another possible story about the building
through a different relationship with its materials: iron, marble, wax,
stone or ceramics are torn from their original forms and functions to be
used for others: fragments of window grilles built with wax, oranges coa-
ted with paraffin, pieces of marble protruding from the floor and serving
as supports, etc.

These materials are also exposed to different forces (sunlight, humidity,
heat, biological damage, etc.), they undergo various transformations and
have varying degrees of seasonality: on the one hand, those that are hi-
ghly sensitive such as wax or organic elements, will suffer the effects of
climate changes more rapidly, while those that are more resistant, such
as marble or iron, will remain almost unaltered, regardless of how long
the exposure lasts.

Therefore, Material Sensible is a receptacle of heterogeneous times, pre-
senting a relationship between vital time -the architectural and technical



transformations the building has undergone throughout its life- and the
geologic time -the time of the actual materials used to construct it-, with
the aim of connecting the present with the past, and the visitor with the
space and the exposure time, with the latter understood to be a conti-
nuous state of change.
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s licenciada en Bellas Artes
(US)y Master en Produccion
e Investigacion Artistica (UB). Ha
participado en exposiciones indi
viduales y colectivas en centros de
arte y galerias como la Galeria Ja
vier Silva (Valladolid), Fabra i Coats
Centro de Arte Contemporaneo
(Barcelona), Fundacion Cajasol
(Sevilla), Galeria Luis Adelantado
(Valencia), Casa Leibniz (Madrid),
Sala Guirigai (Badajoz) y Sala Ks
telar (Sevilla).

El trabajo de Mercedes Pimiento
parte de su contexto cercano: de
lugares, objetos o situaciones co-
munes, que pertenecen a la vida
cotidiana. A través de distintos
medios como la instalacion, el
dibujo, el video o la fotografia,
suele plantear una serie de ensa
yos o registros de la forma en la
que percibimos, interactuamos y
modificamos los lugares que nos
rodean.

Con un interés por los procesos
de construccion y fabricacion
que determinan nuestra forma
de estar en el mundo, a menudo
sus proyectos estan ligados a en-
tornos concretos, y funcionan a

modo de mecanismos para tratar
de plantear preguntas acerca de la
realidad mas inmediata.

achelor’s Degree in Fine

Arts (US) and Master’s
Degree in Artistic Production
and Research (UB). She has par-
ticipated in individual and co
llective exhibitions in art centres
and galleries such as the Javier
Silva Gallery (Valladolid), Fabra i
Coats - Contemporary Art Centre
(Barcelona), Cajasol Foundation
(Seville), Luis Adelantado Gallery
(Valencia), Casa Leibniz (Madrid)
Sala Guirigai (Badajoz) and Sala
Kstelar (Seville).

The work of Mercedes Pimiento
originates in familiar elements:
places, items or common si-
tuations, belonging to everyday
life. Using various means such
as installations, drawing, video
or photography, she presents a
series of sections or records of
the way in which we perceive, in-
teract and modify the places that
surround us.

With a particular interest in cons-
truction and manufacturing pro-
cesses, which determine the man-
ner in which we exist in the world,
her projects are often related to
specific settings and they work as
mechanisms designed to question
our most immediate reality.






