
N E X U 5 

Duriiig tlio InsT tlirce and ii lialf dccades 

tlic develo|;iiii('iit ol llic fcminist 

moNcmciil has .sliiiuilal('<l traiisfoi-mative 

pi'actices and critical i-eílections in 

pi'cN ioiislv iincxploi'ed áreas. \\ itliin ihis 

IVanicwoík, arl. as a svnibolic 

production. liecanic onr of llic li-rrilories 

üf action aiul ¡iilciTogaiioi\. 

Iii iVIuuieeii C4)iiii()r the more or 

less coiuplex web dial has heen 

developiíig in ihis l'ichl. it ¡s possible lo 

visiialize Iwo probleins wiiich ol'len get 

coníiiseíL l'he brsl i'el'eis lo the 

hypothesis that ihe f'eniinine gender 

defines ils own aestlielic. The second 

asks ai)onl ihe cxislence of an aeslhetic 

thaf represents and preseiiTs an ideoiogy 

-llie reiniíiisl ideologv. 

hi sli'icllv iheorelical tenns. it does 

nol seein possible al tiiis lime lo 

"adjeetivise aestlietics as IVmiiiine oi' 

l'emiiiisl. Thal does iiol mean (hal 

aesllielics has iio sex. .\ii\ theor'elical 

S|)ccnhili(m i inoKcs <'Mhiii'ai 

assiimplions on ihc parí of ihose w ho 

niake ihe spi-cidalion: speciihilioii l'eeds 

ilselí aloiig ihc iiis and oiils of ihe 

débale and iipoii ihe e\¡(k'iice k'achng iip 

to analvsis. Aestlielics as a liieorv ol' 

sensorial pereeplion oi'. as Kanl would 

llave said. a •(locUiíie ol ' lhe faciillN oí 

kuow iiig has been alniosl lolalK 

inxcnled bv men. developed by iiien, 

debaled b\ meii and il is aboiil an 

¡conographic piddiiclion llial is 

¡iinneasiii'abK inasculiiie. 

Between the Self 
and the Mercenary 

A N A T I S C O R N I A 

Allhoiigh. now. some womeii ha\'e 

prodiiced aestlietic lheor\ and crilicism. 

ihat faet shoiild nol leí iis íorget 

delerminanls like ihe codes IVom wliich 

the analvsis is made . Research 

ini'lhodologies. piu'adigms oí reíereiice lo 

¡denlilN ihe relevance ol 'an arlislic 

cons l ruc l ion-a l l ihese have l)een drawn 

by men. hegemonicalK. IVoni liieir ways 

of seeing. iheir ways of doing and 

iulerpreling. anil froin wilhin a rnlliire 

ihat inai'ginalises women as inlelleclnals. 

Women h a \ e slowly penelraled arl 

crilicism. bul ihev are slill lar from re-

íormidaling il. in liglil of gender. 

Fm'lherinoi'e. women ha\'e liad liule 

inpiil inlo lile conceplnalizalion of "Art ' 

as ¡1 is presenlK' imderslood. ñor have 

llie\ <|iieslioiie(l ils essence. 

PreciseK b(>caiise llie slrietly 

llieorelical is mediated by I he 

conlimions produclion oí arl objecls 

and ideologies. ihe answei'S lo llie Iwo 

<|iiestions above conld be varioiis, 

especiallv when one coiisiders 

transforinalive |)raclices wliere 

demincialioii and ihe íiglit for change 

emerge jointlv as iheoretical produclion 

to be rehearsed in realilv. In ibis 

Iramework it is possible lo íind artislic 

produclions wilh feminisl iiilenl whicli 

express ihemselves allernatelv in the 

conlenl anil/or in llie íorm. Bul ihe 

configuralion oí llie work also implies a 

coiice|)liial spei'iilalion llial lias lo do 

with langnage ilself. Mere is where oíost 

ol ihe confusión in feminisl arlislic 

produclion lies. I low can we formúlate 

an independeiK discourse which is nol 

regulaled by ¡nslilulionalized aesthetics 

bul which occiirs and is l(>gil¡mized 

williin llie instilnlional s|)ace? Ilow can 

we do dial willioiu gciling inlo a 

.simnlacrnm llial disc|nalines ilself as a 

leminisl conslruclion^ Despile ihe 

difíicuhv. some arl works do become 

siibversive agenls and do aclixale 

ihinking processes in siir|)ris¡iig 

direclions. For example. llie case of 

Maureen Connor. 

Connor. a .Norlh American artist, 

second-generatioii feminisl. emerged in 

ihe mid seventies. Her woi'k conjngates 

nnmerous conceriis dial alerl ns lo ihe 

p()ssii)lc implicalions oí sisnal discourse, 
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Maiiici'ii CdiiiKir. Iiisínlhitidii. Plii)t()!ír:i|ili li\ Steve Sloiiiaii. l')82. 

lliat clearly show lici' iilcologv and 

posilioii licr w(irk iii ihe coiitexl of 

leininist ]>reoccu])alions. 

A 20-yeai' survev. wliicli ¡iicliidcs 

sciilpliire. iiislallalious and mullirncdia 

work, reveáis a conccplual hoiK of work 

tliat devel()])s and Ix'cornrs niore and 

more complex as (^onnoi- ac(|nh(-s aii 

inci-casing- awai'eness üf lier own 

dii'eclion. 

Wonian as bio-|is\clu)-social 

consfniction is ihe Icilmour ihal Iravels 

tlnongli and slriiclures her work: 

wonian as ¡¡rolagonist. as iiUennediai'x 

of odiei' issues. or as reriected image in 

Ule intersection and simullaneily of 

socio-cnllural ev(uil:s. 

Her earliesi works aic sciilplures 

conslrncted l)\' nsing clolliing fi-cjin liei-

o\\ 11 íaiiiiK. and in sonie cases niade l:)v 

licr graiidniodier. Tliongli (Jonnor savs 

tlial ¡11 lilis |)ei'iofl lier infention is "more 

ceiei)ra((ii\ (lian crilical ( I ) . llic (rudí 

is dial in diese earK works i'esls tile vital 

core of lliose dial follow. 

To dress oneself is a ceremon\ of 

represenlalion in distinct. sinniltaneous 

stages. Firsl it is tlie e.xpression of the 

taboo against nakedness. the state m 

wliicli (he l)od\ reveáis its snl)staiices 

and ils needs. Clolhes correct the 

nakedness and liecause of llial. ihev are 

extensions of llie hodv: hnl fliev are also 

a defense. a frontier. a In iiieii aiifl. al 

llie same lime, a cosUmie. In all tliese 

dimeiisions lliev are also sigiis lo he 

read. I roni diese aclix'ilies lo (heir 

sexual fimclion and llieir social 

expression, clollies describe the 



individual, in lici'/liis circiimslaiices. if 

11(11 iii hi'i/liis cbseiK^e. ' r ims. levéis oí' 

represeiitalioii overla]). clollip llic Ixidv 

as iiHicli as llie garmeiils ihemselves do. 

botli deliiiiiifi and masking ils idenlitv. 

Al tlie same time, ollier riliiuls 

appear in tlie legacy of faiiiilv ])a1te]'ns 

which CoiiiKir shows iii ••Weddiii'í dress " 

(1976): - I I H l i a m p i o i i C u n l i ' (19'^7) 

-Iwii of lier nioliier s di'esses. oiie l)laci<. 

tlie oliier gdld. lakeii apar t at the seains. 

inlei-lwiiied and pinned lo liie wal l - and 

••Littk' i.anihs Eal Ivy" (1978) -s ix 

girl's smoeked dresses. üverlap])ing 

see|iientiall\. dial show dilferences in 

order lo emphasise similarilies. Tliose 

ai'e ihe liinals ol ihe woiiiaii w ho 

designs and sews. (he womaii w ho 

arliculates a langiiage hv fohowing ihe 

iiiodel ihal eonslniels die idenliilealorN 

sign ol'herself. In ihis anloliiographical 

gestare, (ioniior celehrates the woniaii 

and the liliial. lint al the sanie time slie 

viólales ihe dress (a fesiill ol' ilie lilual) 

in what eould lie aii e.\orcisni ol' a laniilv 

])atteni ihat perpeluates itself. 

Iliere is somelhiiig Militle and 

perverse in the appareiil eahii ol ' lhose 

scnlptiires and theif simple, effeetive 

compositions. Thev are delilieraleU 

pielorial liiil position ihemselves as 

alternalix'cs to |)aiiiting. At the same 

lime tliev do iiot eoneede lo lile 

Mininialisni ol' llieir lime, lint rallier 

snlinierge iheniselves in socio-eiillin ni 

and econoniie concefns. at a monienl 

when siielí snlijeels are dexahied l'or 

art. They were ligiiralive and 

auloliiogra|iliical diiriiig a period dial 

privileged abstraction and iiiipersoiialit\. 

Those w'oi-ks. antecedents ol a trend in 

the 90 s ol' art made willi clotlies. are 

also the taetieal e.x])ressioii oí a fenhnist 

who ])lays with the weapons of "tlie 

leminiíie . \\ illiiii the domeilie. 

tradilionalK ' íeinale sphere. the 

woinan has liad assigned to her eertain 

territories ol' activitv where she is 

eonsidered "parlienlaiK lalented, 

naliirallv prepared or wliere she is 

aecepted graeiousiy. /\nioiig those spaees 

are llie home and its aeslheties -eral'ts, 

eolor coordination and the design oí 

striclK delimiled áreas. One dav we will 

kiiow ¡í ceiiliiries oí practice detei'niine 

genetie meiiior\. Iiut eerlainly, 

manipulalion and a|)preiitieeship since 

childhood de\i ' lop ^kills ihal lieeome 

insiiiiiiionalised as svstenis of doiiig. 

perceiving and feeling. In this 

haniewdrk. woineii liase artienlated 

particular codes and ha\( ' sensitised 

ihemseUes to recogniziug and 

nianipiilating llii'in. 

Tliese skills. l'or which men íiave 

not been ediicated and w hose cultural 

weiglit tliev discredil. créate a symliolic 

universe tliat can be identiíied as a 

eullnralK constructed fenhniíie 

aeslhelic. W lien dial iiin\crse moves to 

the |irodiictioii oí "art objects". things 

liegiii lo become eom|:)licaled. In the íirst 

plai'c. this is becanse the niomenl art 

becoiiKís selí-reíerenlial rathi'r lliaii 

"irierely íunctional or ornameiual . it 

musí be legitimised l)\ ilieor\ which. (as 

stated pre\ioiislv) begins willi and is 

elaboraled b \ the masculiiie worid \ iew 

and ¡Is parailigms. iriiien lia\c leíl the 
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aestlinic oí ihc lionic ¡ii llie luiiids oí' 

woincii il is üiily bei-ause they ininiínisc 

the exteiit and iiiipact of tlial ciilliiral 

S])a(:e. Wlu'ii rlie subjecl is al)oii1 -(he 

facully ül 'knowledgc" oí iiilriprclalioii 

and synriiesis. whcii it is alioul •ART". 

they disci-edií womeii as |)üssiljle 

makers. In the discourso of ail llie 

calegorics of the substantive and the 

adjeclive are always already defined and 

receive gender. 

( 'onnor is liien probleniatising 

insrituted art eategories. coidVoining 

tiiem widí crah and crealing doiilx ¡n 

such liierarchical relalions. Continuing 

in ihis (hreclion. siie crealed anolher 

series of works originaling in die 

niagazines of ihe last cenliny ihal 

mstnicted womeii in Narions handicrafls. 

Based on napkiri fohhng techniqíies, 

Coiinor (leveloped a group of sculplMi'cs 

ol lohied organdv and organised tlieni in 

siicli a way tiial il seemed lliat she was 

eniphasizing sti'uctnral caijaeitv over 

reh'renlial fiinclion. In reality. Coinioi' is 

enabiing a techni(|ue and shaping 

ailiuides lo reinforce lier discourse. 

Besides a shift in context. a scale 

change heli)s to convej't tliese sculplnics 

into works IVeighted wilh ineaning. On 

oiie hand ihese scnlplures sliow a 

t'a])ab¡Mly foi- formal absli-aclion in the 

doniestic woi Id of ibe last cenlnrv wlien 

"instilüiioiíalised art" of the lime was 

íai- h-oin sM|)porling. Ü is pi-ecisely lilis 

obscrxalloii. dial inade Connoi' ehoose 

the leehn¡(|ue of napkin lolding. On the 

olher- hand. ilie di'isc lo -piish the liniils 

of ihe fabiie - how fai- can I piisli 

wilhoul aii\ (hing sn|)porling it?"., 

connotes ihe tensión, ihe challenge of 

reachiiig a liniil wheic sialiilil\' is 

cliallenged nol oidv in the phvsical sensc 

hnl also in all of ils melaphorical 

al lernali \es. parliciilai'lv the sexual ones. 

The suhlle bod\ references iniplied 

in tliese works became evidenl in pieces 

Mauíeen Oonnor. Lima;Rack 1, 1988. 

made of i'allan. hispií'ed hv oíd corsets 

ihal (ioiuioi' secs as "wearable 

sculptures", ihose pieces s\iggest 

associalions wilh bone sl iuelure. which. 

in lurii. Iiel|) us lo icad llie oigaiidy 

works as olher organic fragnienls which 

oflen allude lo genilalia. Bolh eleinents 

will icappear in a series al the end of 

the 80s. bul already by ihe uiid 70s, 

Connor is explicilb woi'king in bodv 

lei'riloi'ies. se¿n'ch¡ng for iheii' possible 

borders and iheii' dennilions. Di'esses 

tinii inside onl. siiapes show iheir 

conca\¡ l \ in search of ¡nlei'ioi' sensalion. 

sliowing the dialogne/coniVonlalion of 

negalive space. Thev allude lo the 

reniains of a difncnll negolialion. 

.Mlhougli ihe b<id\ is i'eferenced ihi'ough 

nielonxinies and s\nedoclies. ihe 

disconise deniands to l)e localed at ihe 

poinl of ¡lUei'dependencv belween flesli 

and tile psvchological and eniolional 

aspeéis ol one s l.)od\. on one hand. and 

socio-culliiral rec|n¡renienls on ihe olher 

-belween ihe definilion ol ¡iid¡\i(lual 

¡denlilN and ils fidiilier wilh ihe woi'ld. 

Oonnor is proposing a versión of ihe 

boiU as geograph\ -carnal local ion-

permanenlK defined. a bod\ llial re-

constitutes ilself depending upon ihe 

inoM'ineiils of a conflicl belween Self 

and Olher. a geograpln wlieic parí of 

the Seh' is also ibis Olher and wliere llie 

localion of llie b'onlier (le|)ends iijioii llie 

contingencies of llie colonizalion. Tliis 

process of foi'uial génesis is a recurren! 

presence in the series tlial follows. Tbese 

are olher bod\ i'eeoiiMlinclions/ 

deconslruclions based on llie skelelon 

and bicalli. lliev are Dnchainp s 

bollleíacks Iranslaled ¡iilo hiiiiian scale 

iiilo which lia\c' lieeii inserled casi glass 

i'ephcas ol lile liuigs ol slieep and 

liiinian beings. r ransparenl . elaslic 

black hngerie has beeii slrelclied oNcror 

inside soiiie of I hese pieces. (4)iiiioi' is 

re-siliialing llie border in an área bolh 

concepliial and carijal which (loes uol 

reíale lo llie exlernal bod\ perinieler: 

and for ibis reasoii, il reliiriis iis lo ihe 



büdv's inlerior. "The prescnce oí orgaiis 

is not a strategy lo dis<íusl"(2) bul is a 

more siibllc wav ol ¡ndiicMif; thc \¡ewer 

larllii'i' iiiider llie skin. fowai'd llie oigan 

llial gives rMiicl¡()iialil\. llial seis ihe 

dicliiin and i(>|)eats visceral answers. 

Pai-aplirasiiig Amelia Jones wlien she 

quotes Nderlean PonI\ . \ve can sav tlial il 

is abonl ' i lesh as suppoil ol ihe 

seir.(3) 

In these woiks. die deconstruction 

ol' llie individual woman paiallels 

another, ihal ol' llie arlislic discourse of 

Dncliamp. I j i la iging llie holllcracks 

canses íigurative reíerences to emerge 

thal créale associalions llial are closer lo 

Sclileininer dancéis lliaii to llie self-

reícrenlial and aeslIielicalK iieudal 

claiins íor llie read\ -n iade . The 

•linnible " woiiien -• inoirensive s h e e p -

connoled bv llie Inngs. also adds its 

siibversive parí lo lliis new exorcisin of 

(^jiiiior s wiio. Iiere. is beiiig avanl garde 

in redeí'ining llie ol'ficial aesllietic 

discourse. 

A signilicant anecdole abonl the 

dilíiciillN olCerlain re\isioiis 

(parl icnlarb wiieii lhe\ i|neslion ilial 

establislied l)\- die inasciiliiiisi 

inlelligenlsia) is llial wliile Connor 

belie\'ed lieiscH' lo be "killing llie 

l'ather". llie iiileipicialion iiiosl obeii 

given was llial (lióse works were a 

liomage lo Dncliainp. lilis 

••niisimderslanding iiiade lier move 

bex'ond llie bollleracks and lo créale 

wire slrnclnres ilial snpporl lingerie 

sliinmed and slrelclied lo almosl 

ini|)ossible liniils. ( 'onnor ex|)loies " lli(> 

desire lo be desired \ Fasliion and llie 

coiice]jt of elegaiice in tlieir dislorled 

dimeiisions becoine a lorliire wliicli is 

lakeii Olí for fear of rejeclion and llie 

wish for llie desire of llie ollier. williout 

iniplving llie |iro¡eclioii of our wisli for 

Mauíceii ('Diiiior. 'riiiiiiicr IIKIII \()II. 1')')0. 

ollier. In llie lighl ol' lliese works. llie 

snfferings generaled l)\- our socielal bod\ 

obsessions. can be parliallv seeii as 

sadomasocliislic acls ins|)¡red l)\ llie 

need for social approlialion and se.xiial 

uralificalion. 

Anollier lime (loiinor e.xplains lier 

astonislinienl wiieii confroiiting aii 

iiiflalable dolí she saw "llial was oiily 

orifices ". Siiice ihen. llie llienie of body 

as slorage biii appears b'e(|iieiilly. In llie 

lingerie series, the characlerisalioii ol 

bodv as receplacle appears in •'riiinner 

Iban Yon" (1990) or "W isliing W ell" 

(19')()) and in "Ta.ste Two " (1992) 

w liicli inchides a \ ideo image of a 

woiiian conipnlsi\cU' ealiiig: sel in llie 

wiiidow of a balhrooin scale llial niakes 

nnmislakable aihisions lo aiiore.\ia and 

linlinha. 

These exaiiiples of the bodv 

res])oiidiiig to social iiuiuisilion and 

becoining inaller for iuilgenienl. hir 

persecuiion. for adversitv. coiivert the 

bod\ iiilo a balllegronnd wliosc resiill is 

a kingdoin of losses and coii(|uesls, 

wliose concepls/incaniíigs are not 

inii(|iiel\ lingnislic or logislic. I^iiliinia 

and anore.xia. are. in (loiinor s words. "a 

way lo rejecl thal conirol llial iiinsl be 

seen Iroin ihe poiiil of \ iew of llie seiises 

beiiig socialized".(-+) 

T l IE AI 'PRENTICESIIIP. A RIÍGIMEN 

O P T l l E S E N S E S 

riie llieine of apprenliceslh|i as 

adaplal ion lo a iionn or as a reslriclion 

williin i'onsensns. is e.xplored in a groiip 

of iiislallalions. lii fi\c boolhs. Coiinor 

visits "The Seiises"(1992): "how lo 

hear. how lo see. how lo sniell . or 

reslriclions npoii wlial lo lee!, 

parlicnlarly reslriclions iipoii all 

sensorial facnllies. Defined b\ wliile 
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curtains that pose theniselves as 

frontiers to be crossed by the viewer ("a 

way to forcé the viewer to perpétrate 

penetrative policies" Amelia Jones would 

say (5)). the pieces appeal to an 

"emotional answer"(6) . The balance 

between asepsis and sensuality that 

characterises this groiip of works secures 

the ineaning of that persistent 

relationship, wish-fear. emerging froni 

the work. 

Three tongues with their respective 

larynxes, cast in lipstick, appear to emit 

the voices of three females - a baby, the 

artist herself and an oíd w o m a n - all of 

whom unite in sobs and laughter. Jt is 

"Ensemble for Three Female Voices". 

the re-signification of a sound field in 

opposition to that of a word field (a 

space inen keep for themselves). Silence 

talks back. 

A wire throngh which alternating 

current passes - announced by igneous 

red and the sound of an electrical 

charge- connect two steel display stands. 

This is "Don't touch", an installation 

where the tactile niediates sex and pain. 

The object of desire has the stigina of 

danger. 

In "Taste" , two video screens 

replace the dishes of a table setting. On 

one of them, many different kind of food 

appear to be fed to the carnera/viewer 

while on the other many mouths 

gesticulate, taste and kiss. Pleasure and 

frustration are evoked in this 

installation, recreating the uneasiness of 

an iniprecise frontier between the 

intímate and the public, the individual 

and the shared. the accepted and the 

repressed. 

'Tjimited Vision" appeals through 

a reflective, impenetrable surface that 

distorts its image into a confrontation 

with a self that sometimes [)lays the role 

of the mercenan*. 

Another and more complex versión 

of the same conflict, "Sixth Sense" 

(1992-1993) isolates the codes that 

build up the "limited visión" through 

superimposing images of the viewer in 

two video-mirrors which also emit 

images that alternatively or 

simultaneouslv occupy the place of other 

images. Within a red velvet booth, the 

corporeal perimeters of head and t runk 

adjust and confound themselves with the 

¡conographic succession projected by the 

videos, where desire stimulates and 

inhibits connection. Physical and 

psychical, genital and cerebral, visceral 

and cultural, all move through diverse 

imaginarles, returning imprecisely to no 

part icular location. "The sixth sense is 

the senses" censor"(7): it is the censor 

which makes power and pleasure an 

equation that is never resolved. 

In her last works, Connor focuses 

on women's sexual experiences, on their 

initiation into pleasure and the 

frustrations of their fantasies due to 

societv's moral requirements. "How we 

manage to find pleasure in the middle of 

such conditions". and how we develop as 

a result of our earlv sexual experiences, 

are some of the questioiis that these 

works try to represent. Connor has 

borrowed her images from dance. 

because its obvious sexual connotations 

make it an ideal metaphor for her 

purposes. Her last installation "'Dancing 

Lessons" (1995) , alternates images of 

voung people initiating themselves into 

dance with classical dance scenes from 

various movies. Thus . Fred Astaire and 

Ginger Rogers succeed and are 

succeeded bv other examples of more or 

less carnal fantasv as well as by a groiip 

of adolescenf s in a fusión of sometimes 

verv funnv images. The two screens. 

arranged to resemble walls of a stage 

set. recall the 50s, alreadv quoted bv the 

voung people's clothes and emphasized 

by a sort of televisión table and dance 

stage. 

Thus . (4)nnor continúes battling 

against invths and socio-cultural 

demands at the saine time that ,she 

recovers her confessed autobiographical 

and celebratorv beginnings. 
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