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THE TRANSFIGURATION OF OUR MEMORIES OF SPACE

z2in|E FI22g Al X "SPACE,; MER | Carlito Carvalhosa X SPACE
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Sala de Espera [Waiting Room), Telephone poles, steel bolts, Installation view, Kukje Gallery, Seoul, 2013
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Brazilian artist Carlito Carvalhosa is now exhibiting his major
installation piece, Sala de Espera(Waiting Room), in Korea. At
the beginning of this year, it was shown at the Museum of
Contemporary Art in Sdo Paulo and received a significant
amount of attention as a site-specific project. Made from a full-
length tree trunk, used as telephone poles, the methodology
forms an aura around the object itself. This simple working pro-
cess makes the audience focus on the piece itself. We are pre-
sented with the opportunity to rethink those common things
existing within the city’s landscape, enabling us to realize the
existing space anew. As a result, our memories of a city remain
while new visions and memories of space accumulate in [ay-
ers. SPACE interviewed Carvalhosa on October 11 at Kukje gal-

lery, to gain a better understanding of his point of view.

Sao Paulo, was a disorienting composition made of white con-
crete columns ruled by regular modules and poles that cut
through the gallery space. The exhibition here in the Kukje
Gallery, however, is slightly different. | can't find the poles that
expanded and organised the space. Were there any differenc-
es in the scale of place here orin your interpretation of the

space?

Yes, it's both things. When the work was in Sao Paulo, the poles
infinitely expanded and appeared to float so that the poles
directly communicated with the columns and the walls, shar-
ing some common ground. Kukje gallery, however, is a white
cube in which it seems as if the walls don't exist. It seemed to
me that something is stuck in here, and that will be the exis-
tence. As a result, the poles in the wall have much more dra-

matic effect, filling the wall.

When | first saw Sala de Espera, at this exhibition | struck by
the primitive nature of installing the poles. Did you feel the
need to use this kind of method, in which you find the signifi-
cant relationships between people; how they feel and how

they interact with their surroundings?

Yes, itis exactly that. My working method is in the transforma-
tion of common things and materials. In this sense, | think that
though | offer a kind of procedure of looking through my work —
when you see it, you are confronted with something quite
complicated — I then create a kind of illusion. | don’t think that

should be happening. Transmutation should not necessarily be

complicated. It is important for me to transfer simply what you
know and what you see, and then you can find that what you
know and what you see is not in fact what you think you know
and see. So in my work, there is this multiplying overlay of
poles and poles, and then something happens to the specta-
tors themselves. It could be a visual optical illusion. If you look
forinstance at the famous painting by Diego Velazquez Las
Meninas, The Maids of Honour, or something of that kind, and if
you get very close you can see the paintitself. If you go back,
you can see the dress. You can never see the exact point when
they blurin distinction, but you can feel it, it is so vivid. So the
condition of the part is tension. In light of this, the procedure
should be simple. When procedure becomes more complicated

people worry over the method and not over the work itself.

Sala de Espera in Sao Paulo and then in Seoul is almost the
same in its use of materials and working method. Did you ever
think about choosing more familiar materials and methods, as
taken from within a Korean context and geography, in your

exhibition in Seoul ?

| did think about that, and indeed both options are good.
However, | chose to go this way out of the twa options because
| thought that the same work in a different context would then
by a completely different exhibition. | have learnt in the past
that it takes a great deal of work to put an installation piece
into a new place and context. As this is not the same, | feel that
the work gives more here. | was also very happy to explore the
possibilities in the work’s potential when situated in another
place. It is also attractive for Koreans who aren't familiar with
these poles. Finally on both sides, it produced pretty interest-
ing results. Besides, spectators have a chance to recognise
that the poles crossed the sea and are now part of a new space
with the original properties and memories. | noted mini-con-
nections between Portugal and Korea, for instance the Korean
word ‘pang’ (bread) originated in Portuguese. It will also be
interesting that people will be prompted to think about our

relationship.

You talk about using everyday materials to make people see
them in different ways and this crosses the boundary into
contemporary art. However, isn’t the theme itself actually a cli-

ché? Could this not act as a limitation?

| think the theme of defamilarization — using familiar materials

to alter people’'s common perceptions — is the only preoccupa-
tion in my working method. Though, the main topic of contem-
porary art is far more spiritual. Contemporary artists consider
and interpret the relationships between people themselves,
the memories of people, the conditions of specific spaces and
their situation. So as we think more politically, a number of top-
ics appear, and if you do draw on something from the public
sphere in your work, it should be very simple to allow for an
accessibility and understanding. That's because people can
understand a work itself without layers of self-mystification.
Spectators take a certain element, think about what it is and
how they accept it, finally naming it. It is impartant for contem-
porary art to traverse that given procedure. Defamilarization is
not a topic in my thematic consciousness but it is an expres-

sion of my spirituality.

As you majored in architecture at university, it must have had
some influence over your artistic work. For instance, your
point of view of concerning the object and phenomenon, and

your construction of installation works in a specific space?

| majored in architecture but | have not worked as an architect.
| do agree that | have some differing points of view when it
comes to seeing space as compared to the general artist. |
have much more interest in what people do within the space.
When | am presented with a space within which to install my
work, | consider what memories will be piled up in there and it
gives me an idea. Giving some examples, | love those muse-
ums where paintings are stacked because | can feel the experi-
ences and memories of those spaces. | do somewhat differ to
the architect, however, when thinking about a space as suiting
a functional demand. | think the inner experience, and those
overlaying it, is architecture. Giving another example, the
Barnes Collection is located in remote Philadelphia, and many
people love to visit the building, collection and as such, the
overall context has come to be truly great. Recently however,
the foundation governing the museum destroyed the old build-
ing and designed a new building with a nice, trendy architect. |
personally think that they destroyed everything. | feel exactly
the opposite impetus to the apparent desire of the architec-
ture to create new things. Rather, | hold the adaptation and the
transition of pre-existing spaces in high regard.

In that respect, Seoul is very impressive. Typically, in Brazil,
the streets are made first and then the houses are constructed

alongside. On the other hand, of the area in Seoul that 've seen,
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Apagador (eraser], Tnt, aluminium, fluorescent lamps, Sound, 14 X 12 X 18m, Museum of modern
art of bahia, solar do unhao, 2008

close to the Kukje gallery, it looks as if the houses came first
and then the streets naturally grew around them. Construction
took place over a long period of time. | am interested and fasci-
nated by this situation and | would love to speculate about the
memories and experiences before this city was In its present
form. This shows the temporality of the city. The street in front
of the Kukje gallery also share space with the houses. It is
amazing and looks beautiful. It's exactly this quality that has
something in commaon with my work and my point of view

when interpreting space.

When we talk about site-specific projects, there are some
cases in which the artist will interpret the place and vise-versa
where a given place inspires the artist. Are there any impres-
sive places, spaces or architects that inspire you and your
work? Were you inspired by the Museum of Contemporary Art
in Sao Paulo, designed by Osacar Niemeyer, in which Sala de

Espera was firstinstalled?

A previous work of mine was installed at a palace in the north

of Brazil, in Salvador, in one of those Italian style homes you

Gibraltar, Plaster, Exhibition cote a cote, capc, bordeaux, France, 2001

often see from the beginning of the 19th century. When |
closed all windows and exits, | could feel like | was in Italy, but
once | opened them again | could see the complicated city with
all of its strong contemporary architecture. | realised, in a way,
that the museum looks to the past. Oscar Niemeyer is the
opposite. His architecture is looking to the future. Both of them

project something, while one is trying to create the past out of

its own respect, the other dreams of what is yet to be achieved.

That's the way buildings inspire me. | project a feeling into the

space, inspiring not only the building but the space itself. For
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instance, when | worked in a church, | put fabrics very close
together, to make connections with the walls without thinking
that the space is specifically for prayer and reflection. It has a
lot of different conditions. For the white cube situation found in
this gallery | thought let's put something against the projection
of the space, to create it anew. | never thought about the spe-

cifics of the site.

We do see a lot of site-specific art recently, across the field of
contemporary art. So much, in fact, that there are many artists
showing poor work due to a poor understanding of the concept

of space. What do you think has brought about this situation?

Itis possibly a reaction to a trend. The first is that we are living
In a much more mobile arena and the second is that every-
thing can be visual. It's very common nowadays, when enter-
Ing a building, for one to sense the manipulation of the space
through an awareness of the designer’s intention. So people

immediately want to understand and be aware of their sur-

roundings. Artists could say this is happening now, in here.
Also, more and more, art works have a relation to a magazine
culture, which allows for the work itself and recognition of the
work itself to travel, in the images and text. Big shows just
open all the time in museums and often in museums of little
report. | can't answer entirely why the modern artist has an
Interest in that kind of idenitified art but for me, | do have the
feeling that there is a high level of strangeness leveled towards
the situation, and that people suspect that the thing itself is a
broken experience. It takes a change in cultural apprehension

to sense the actual reality.

While the modern architectural style is rapidly taken up across
the third world, the unique emotional aspect and sense with
regards to space and place have been lost. The human aes-
thetic preoccupation is based not upon place but upon space,
a site-specific art looking for the fundamental nature of the

human being. What is the situation like in San Paulo?
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The phenomenon occuring in S&o Paulo is similar to that taking
place in Korea. Sao Paulois also an old city but grew very rap-
idly over the past hundred years, with little respect for its his-

tory. The population of San Paulo was 15,000,000 but has now
reached 43,000,000. The city is very inventive, choatic and

there is terrible traffic. | imagine Koreans are familiar with that
kind of situation. Here, however, it is a much more old-estab-
lished environment, until now at least. Sao Paulo was a very
small city, so that there was little to remain. In that respect,
Korea is much more attractive to me.

This fast stylistic adoption must have a certain reason to it. At
first, we have to accept and understand this phenomenon, but
It is necessary to find the cause. You will probably find, howev-
er, that the inner reasoning is not as unexpected as much as

people think. Edited by Park, Gyehyun | Materials provided by Kukje

Gallery, Carlito Carvalhosa
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Sala de Espera (Waiting Room ], Telephone poles, steel bolts, Installation view, Kukje Gallery, Seoul, 2013
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Carlito Carvalhosa was bornin Sao Paulo, Brazilin 1961. He received a degree in architecture at the School of Architecture and Urbanism of the University of Sao
Paula, in 1984 and after that he changed his working area. Major exhibitions he participated in are the International Biennial of Sao Paulo, the Havana Biennial,
the ‘Bienal Brasil Século XX', the Mercosul Biennial and the ‘Céte a Céte Art Contemporain du Brésil' at CAPC in Bordeaux, France. He also has staged exhibitions at
the Museum of Modern Artin New York, Museu de Arte Moderna, Rio de Janeiro, Museu de Arte Moderna de Sao Paulo, the Imperial Palace, Rio de Janeiro; Gabinete

de Arte Raquel Arnaud and at Galeria Millan amongst many others. His installation Sala de Espera was chosen to be the inaugural exhibition in the new Annex at
the Museum of Contemporary Art, Sao Paule.
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