


“A menudo repito que, cuando nifia, tuve dos influencias importantes
que determinaron mi futuro: la de un tio arquitecto y la construccidn
de una casa vecina a la mia. Mi fascinacidén por los planos que veia
en el estudio de mi tio, y el hechizo que me produjo ver levantar una
pared de ladrillo en la casa de al lado, me llevaron afios después a
estudiar arquitectura y, visto retrospectivamente, creo que también
determinaron mi derrotero en el arte. Cursé mis primeros afios de 1la
universidad en el taller del arquitecto Justino Serralta, quien ha-
bia sido colaborador de Le Corbusier y responsable del desarrollo
analitico del Modulor. Aprendi que detrds de aquella arquitectura

racionalista a la que adher habia, antes que una estética, una
ideologia humanista y utopi: / sobre todo una ética. El1 activis-
mo politico de fines de 1los / principios de los 70 fue para mi

otra expresién de esos mismc
En 1973, la dictadura militai
proceso de formacion; la uni
transformdé de refugio en ame
el amparo que reclamaban misg

incipios, a los que también adheri.
Uruguay interrumpidé violentamente mi
dad fue intervenida y la facultad se

E1l arte vino a mi rescate, me dio
cunstancias.

Comencé a estudiar en el tal Je Guillermo Ferndndez, quien se ha-

bia formado en la Escuela de ~ de uin Torres Garcia. Al tiem-
po, me acerqué a estudiar gi o el institucidn independiente,
E1l Club de Grabado de Monten , de conoci artistas y afiancé la

idea de un activismo cultural basado en los principios ideoldégicos
que ya me acompafaban. Durante la dictadura, que durd hasta 1985,
la clausura de muchos espacios donde interactudbamos hizo que otros
intelectuales se acercaran al cuerpo de integrantes del Club del Gra-
bado, lo que favorecidé mi formacidén en aspectos tedricos relativos
al arte y la cultura. Asi, finalizada la dictadura, me integré a 1la
plana de colaboradores del semanario Brecha y volvi a la facultad de
arquitectura, esta vez en calidad de docente.

Este abanico de actividades no solo robustecid aquella visidén huma-
nista que inicialmente supe encontrar en la arquitectura modernista,
sino que también propicidé una perspectiva critica, ineludible en el
clima de la posdictadura”

“La dialéctica entre los principios
en los que me formé y un presente
que los cuestionaba, me siguieron
guiando afios mds tarde, ya instalada
en Nueva York. Alli se sumaron

otros interrogantes vinculados

al debate identitario en los

Estados Unidos. Asi, me senti

urgida a definir mi identidad como
latinoamericana, a explorar lo

que se n ignab de afuera

y definir ignifi a desde
adentro. proc e llevo afios
de viaje erale irtuales

por las rucci politicas,
cultural socia e nuestro
continen por ropias
emocione e se aron en

algun es y en nas obras.

En los a oster al 2001, mi
atencion s con s mu 3s Yy
las dese das m ione Lvas
se sumo prev nqui 5

que nunca me abandonaron. Mis
busquedas en el arte se orientaron
cada vez mds a utilizar un lenguaje
anclado en la arquitectura para
aproximarme a la pérdida a través
de un resto minimo que sea capaz de
aludir a lo que ya no estd, o que
intente rescatar lo poco que queda,
y construya algo con eso para,
desde ahi, propiciar una lectura que
evoque el resto”.

Ana Tiscornia

“I often repeat that, as a child, I had two important influences that
determined my future: an architect uncle and the construction of a
house next to mine. My fascination with the plans I saw in my uncle’s
studio, and the spell I felt when I saw a brick wall rising in the
house next door, led me years later to study architecture and, in
retrospect, I think they also determined my path in art. I studied my
first years of university in the studio of architect Justino Serralta,
who had been a collaborator of Le Corbusier and was responsible for
the analytical development of the Modulor. I learned that behind that
rationalist architecture to which I adhered, there was, before an
agesthetic, a humanist and utopian ideology, and mainly an ethic. The
political activism of the late 1960@s and early 1970s was for me another
expression of those same principles, to which I also adhered. In 1973,
the military dictatorship in Uruguay violently interrupted my training
process; the university was intervened, and the faculty was transformed
from a shelter into a threat. Art came to my rescue; it was the refuge
that my circumstances demanded.

I began to attend the workshop of Guillermo Ferndndez, who had been
trained at Joaquin Torres Garcia’s Escuela del Sur. At the same time,
I approached to study engraving in an independent institution, E1
Club de Grabado de Montevideo, where I met artists and strengthened
the idea of a cultural activism based on the ideological principles I
already adhered to. During the dictatorship, which lasted until 1985,
the closure of many spaces where we interacted led other intellectuals
to join the members of the Club del Grabado, which favored my training
in theoretical aspects related to art and culture. Thus, once the
dictatorship was over, I joined the staff of the weekly Brecha and
returned to architecture school, this time as a teacher.

This range of activities not only strengthened the humanist vision that
I had initially found in modernist architecture, but also fostered a
critical perspective that was unavoidable in the post-dictatorship
climate”.

“The dialectic between the
principles in which I was trained
and a present that questioned

them, continued to guide me years
later, already settled in New York.
There I reflected on other issues
linked to the identity debate in
the United States. Thus, I felt
urged to define my identity as a
Latin American, to explore what was
assigned to us from the outside

and to define its significance from
within. This process took me

years of both literal and virtual
journeys through the political,
cultural, and social constructions
of our continent, and through my
own emotions, which took shape in
some writings and works. In the
years after 2001, my attention

to the world conflicts and the
desperate mass migrations was

added to those previous concerns
that never left me. My artistic
searches were increasingly oriented
towards using a language anchored
in architecture to approach loss
through a minimal remainder capable
of alluding to what is no longer
there, or that tries to rescue the
little that remains, so as to build
something with it and, from there,
encourage a reading that evokes the
rest”.

Ana Tiscornia



