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SAO PAULO / BRAZIL

Sandra Gamarra Heshiki
Galeria Leme

From November 29, 2006, through
lanuary 13, 2007, the Peruvian artist
Sandra Gamarra Heshiki presented a solo
show titled "Brazilian Acquisitions” at
Leme Gallery.

Gamarra's hyperrealist paintings possess,
along with their fine spirit of appropriation
and citation, a certain anachronistic disci-
pline; confronted with her images, one is
always located in a space-time without
cause or consequence. Her works are per-
fect simulacra that stop the viewer at the
point of expectation, of desire—the desire
to incorporate them into one's own small,
imaginary museum, from a position similar
to that of anachronism, also known as "cul-
tured painting” or "memory painting,” in
which the remembrance of the immediate
past is “compiled” based on the concept of
the museum as illusion.

In this new show, Gamarra—who lives
in Madrid—presented a group of "trib-
utes” to the work of such prestigious Bra-
zilian artists as Ernesto Meto, Adriana
Varejao, 5andra Cinto, Vik Muniz, and oth-
ers. At the forefront of formal and icono-
graphic motifs was the conscious recovery
of the craft of a painter who locates her-
self in frant of the canvas in order to bring
to life a large group of "views."

Gamarra's strateqy emphasizes a return
to painting—"museum-able painting”—
with the incorporation of a variety of sty-
listic and literary sources. "Museum-able”
painting, which manipulates various dis-
courses and poetics through the cult of
technical media, is also privileged by the
other anachronistic artists. "Adquisiciones
Brasilefas" becomes a unique case, a para-
dox, a contrary path relative to contempo-
rary art. Gamarra's work is a singular

instance within the anachronistic aesthetic,
because it continues to sway between truth
and fiction, with significant borrowings of
pictorial intertextuality. It embraces the imi-
tation of the sculptor and object-maker
Ernesto Meto's terse, velvet-like, pliable,
and subtle textures or the visceral blunt-
ness of Ana Varejao's installations.

Gamarra's art reverberates like a double
mirror and highlights present chimeras in
the search of a space of pure aesthetic re-
spite and delectation, filled with erudite
concepts and an undeniable, dilettante
savoir-faire. This is a re-invention of the art
of the immediate past or of the most heated
contemporariness, in which the historical
and/or post-historical “ model” implies a re-
turn to the order of form.

For several years, Sandra Gamarra has
found the highest manifestation of mythi-
cal imagination in Western painting and
sculpture of the past centuries—especially
Classicism, in all its variants and national
schools. Indeed, the artist uses a repertoire
of cultural citations that promote an intense
dialogue between memory and the present.
The tradition and the academy rejected by
Gamarra are, at any rate, those derived from
the discourse and the orthodaoxy of avant-
garde radicalism.

The works on exhibit formed a compact
body of “tests for the naive eye,” in an
ironic and witty turn of phrase. It is inter-
esting to point out the ambiguous char-
acter of these works; they appeared
unaffected by the patina of time. The time
of execution of the series and the time ar-
ranged in each work put the viewer's gaze
to constant examination; they maliciously
created “images from nothing” in that
which was represented. In truth, these
were hyper-simulacra, with such a perfec-
tionist degree of realism that the public
was provoked upon first seeing this instal-
lation into a welcoming reaction more
often felt for photography than for paint-
ing. This "imposter realism,” or better yet
hyperrealism of illustration, belongs to the
present, albeit as a concession or a kind
of tribute. Perhaps this is Gamarra's pro-
posal, that realism has an infinite num-
ber of styles and manners, which removes
the question about which of them is the
true one. In any case, the operatic group
possessed the structure and the density
of a single visual text, read in the plural
as indicated by the exhibition's title. The
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“consecrated” works reproduced by the
artist were illustrations that provoked end-
less speculation about their degree of
truth or falseness. The important idea is
that there are no longer naive eyes when
it comes to painting and that the crite-
rion of retinal identification is no longer
sufficient to define a contemporary work
of art as such. The paintings on exhibit were
a meditation about current painting, resem-
blance, verisimilitude, the power of art sys-
tems, the revisited meaning of contemporary
art icons, the complex nature of the rules of
visual representation, and the diffuse differ-
ences between intemporality and historic-
ity. All of this is part of Gamarra's current
quest and is embodied in her works,

To that end, "Adquisiciones Brasilefias”
re-proposed the pictorial discourse in its
slowest and most stratified processes, the
most morose and almost interminable,
precisely where the avant-garde had col-
lapsed painting’s time into the immediacy
of gestures.

NOTE

1. The term “lysergic effect” is derived from
one of the main hallucinogenic drugs
popularized during the sixties, LSD {lysergic
acid diethylamide), which deeply distorts the
perception of reality.

Claudia Laudanno
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