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R & R Studios, the collaborative office of Roberto
Behar and Rosario Marquardt is a multidisciplinary
practice weaving together visual arts, architecture,
design and the city. Celebrated, as one critic put
it “as architects of hope” their works propose
encounters of stories and spaces, which alternate
between the personal and the public, the quotidian
and the extraordinary, the poetical and the political.
R & R Studios works erase boundaries between
art and life and suggest “imaginary solutions” for
a better world. By introducing the representative
works, this paper shows the artistic creation
characteristics of the R & R Studios, to create a
powerful public space, thus creating great projects
by surreal design.

Keywords: R & R Studios; Public space; Emotional
Monuments. Public Art

TS /LS

XEARMERMZ T LLREA ZFhieke . ZHA
FERAS BRI T 2 RHER RS R & RTARS
IR A TE M B X — S B RTINS, SURERN 3 HY b 5%
R R DURER o X SE A i i AR A 1Y
HGAWL R, AR KA. ATGER:
LA —FEAR BT R R, BB RIS

MERAEFNEEREL, BAaBmiTacmn
fitisko
HUbFE, fF5 Mk e T HAA

SEMARHE: . M. i, Bisfn
fERREMGEICI . BHPUM. IEMR & RTAE
FHBIHINE A% - WKE/R (Roberto Behar)
5P ERM - TEF; (Rosario Marquardt)
X5 BT AR 58 S X — AN ISR R
Hio R & REYZIRIH RELL AT BIRAE S %
B, (XS IR AR S TE SR AT SR
e BT EASH L MR, FE S R
—FPLRAC M T TR LS .

HEW - DEFIR 1898—
1967) FmAERML, RXFRBBLSL 3 BTt %
BEBETHM SR, MEZAMEEAC
BITEWIRRDRLD . ERE A B I ETE &
TH—ERZ L, FREE— @R
ML ML — RTINS ThREF
AT it oA DR QA R B ST R T T
78 5% IR BT SRR SN RS U - i B4

(René Magritte,



01. R&RIMEZ, M, MBI, B
02.R&R IMEE, FHMHEK, 2007, EEBEZE

I} %% Space-time 67

01

ARETH ZO8", RUGEATUR. EmHAE
i CRZ Y (1931) LAY BRI 58 1
BB ZABEFEERS PHERE, BN
AR, IR ANBERTE .

BOHITS JE R - ShAske 5 B A% - DG
IR RIS A SRR E R, Rk
R, 5YTRATHER. JUR. H
)5 77 A TR L BT A AR
To BT b JE AR Tof - 1 2 5 R P I (A
WEASI A SERCR , S &8 BT A
KR A AT B IE Al — IR 2 3k
s i U SR R A B 1 J

AT S G BR 2L, (HIF A2 AL

02

BRI R PRI A2 2
PRSI 2 W - A H (Luis Barragan,
1902—1988) 4 ANRYJH K, M X @7 T E
R ——ZR A0 T I AR AR U v B 1 £
K, YHBE IS A KBS TN PRI 0 0 L X £ 458
7T WBR . AT VE S R —
TRZ RIS OOR . Bl e T 7 R %) 3
BHTRAIN—YI, B TRRENT . T7EX HIE
FRAF T, RNMERELBE, Tk
RHAETT . B 3% HLGUR Z Pe Al AT T 4 i 58
WEO—RXEEMRAERTERR 2T
R T B IS RRE . EAPER MIAR T T
XIE WA, B A TR EEETIA.
B PER G SN MM Z TS, VRS




68

03

— P T R
M) = LGB

% 3% BN B (AR IR 58 — A R B i
16 31 2 199645 75 B 455 17 () T AR AR HE . KR BUAR
W B E A AR R SRS, BRI
WP EAE R — AP . AL RAFIR 2L
fill, ARAIMe b, PIALBETHIIEE R A —
AR\ I BETH G B R R TR M o Y
M5 /N AT THE AR B I, 3 8 iy SRR
T REUR /NI 5 TR BT DF 13 De R 5 B ——
X R T AR o

EmIeiG - 8 - BEF (Giorgio De
Chirico, 1888—1978) 1% & i b i ) il —
Bk T . ER «M> 52 PR D) BE P L E A RE
FESF L HAT N R B RN o B
NHILE IR 25 55 51 B NN BRI . X

AN E RO LI BB R, T DR A AR
LT ERTE (Miami) o &7
(Megalopolis) « #F# (Miracle) . {212
(Memory) . B}3E (Mother) - A
HEER R WA IEiNg, AT
IRATIE, X AR KM, W DR IR
FBE, g N e R — A3k

it RIS T M bR BB T B — i D
Pho AT IR H R L R R AR G HI
VLG J PR B A PR A T S B, B i 1)
BN A Co 08 fEU T 00E M RE REAN AR
W R IIRE TR TAT 2 bR AR I T
ZE, BB MR EL N CATIRE>
PRI AR AR . 37T A P T v R AR £ R G
AL, XY AR L SR 28 18] i H 25 5 2 3k
AT T R I o

IR RIS

KRG IRF =P 5% BB B A5 7 61
YER A S G FAN LR T RS AR S i — 1.
BEXE, MARARIARE . FERM/RMA
- Y4ERRR (Alberto Savinio, 1891—1952)
A ARG TG - 18 - SRR AR L
oy, AE T AE XU b 55 4k T BT B T
B H AR R A A o fE «Ir Ra2EmMy
(Monumento ai Giocattoli) , [ H-ZHERTE
—RIBEFL. SMEHEE. TLEMSET.
WG LT AL 2 J W A KB Be 2 W Dbt B 1Y
Tre «AGRIEY IERMBTRAR: - P4
JEBRAE S B X A XU g A T R A Te R

=

Ho

fil A7 1 G AR AR LR T AR AR B A
“monumental” (L&) WA : B H4



“monument” i, HAERL T iH P H ‘monere”

(GefE/ %) . M EAF RS ‘mentum”4]
o Monumental A& 1 A SR 5 R Z B%
AV R A B, A 2 SO R “intimate”
CGEELN) o« B EMOTCESAE TR
7. 5T G AR N2 T T A P 2 I ik T
2, B3 P T LSRG IA] )
FERCR

CRREY TR 2 AL LIRS
M AR AN B 2% I AR IR BZ [E 2 . R&R
TAFZEE L F R R, LR A
ARG R 308 R A TR A A PR 1 e
WA BAERMBRATCRT S X, 1Y H s
FATEIX e 2l i b, R RS I S I 2 SE T
PIEAEICE . X R RFy MEHEIZILRA
Pk L RBAA R A (WRRIR G —EER
WRIRE—A]) BRI B TE GBICEIRAE
Aoy o 5 ] A IR B R {2 47 IC 14 R 3 P 6

I} %% Space-time 69

R, AHEE, B RZ R E ISR
— I ZI B ER . AT AW, [F R
TR XA 2 SRR R TR A N1 53X
PSR AR NG P A A BE B B A T
HmE , WA O MR e, R’A1S
TX S R — Ak

SR . BT ‘monere" S BRI, B
R T— R B3, IR R—"monere”ff]
K F A G ‘mnémeio”, ROMALEIAIA
NPIAPEOER . Bt A R RAE S R
AR R, PET X0 E. X
FEITIhRTER & RITAEZE MM GRUHTE>
(2018) BA3E| TEUIRIAIL

G - g

“BER 2R —HER & RL/EZEMH
FRIWHZ—, HB20184E4 H A LE3F LN

03. R&RIEE, HBHE, 2018, XERHIHL
04.R&RIMEE, JHKMEIF, 2000-2017, EEHFIEE

04

(C)1994-2019 China Academic Journal Electronic Publishing House. All rights reserved.

http://www.cnki.net



70

05. R&RTHE, BT, XELME
06.R&R TIFE, EH, 2003, HEERIMHEFFOEYE

05

B (Coachella) FIRY L3 M. H
B (RS AR B BT BRI A A
) JEE R A HE R 2 D ) — i 2
FRIE O 1 BT AR 1) M RZ K PR35 T LA Sy
RAHERIIBIN, RS HEREEE. E
B A GAER A . 7EAE T
el T 58 SE ) T AT VE S IR IR, FAREARON 17 2R gt
BERBITEARFI R o ST HA B B 9L 7 5
P BRI GAEE TR L, R
S G 5 WL AR 0] 3 T R A A 3R R B — A A

=)

Fo

GEHTRY FFRA BRI SRR
EWATAM R — AT E L E R B
R R & RLAEE MM 622780 T
JUf B TR S e 3R — A%, AR R R
THEAEVES T o TE SR UL B U P R RO
AR, BRI SO 2% IR R P 2 AR
TAR TR, GEFE B S 6
o WHEHE, SENFIMGEY. EFR
BRI TEABRAE R B R R
B - 5% (Paolo Uccello, 1397—1475) H)iE
Mo RPUETEM, R, Ko
e A LCATA SR S AN AR - SRR S A
FILH RSy, AR S Ko

GEHT > BRI P, kA
JURFARAS NN B6 2T FRBOR S0 —A> 58 4
o MR TR 55 0. SCEE LN
FAHLIE 32 SRR T35 Th/RPEF) (Marsilio Ficino,
1433—1499) PHEZH I RE0 AL R
FeAE S 58 = 2R ST, RO E A e 2 i i
N T 5455 T R o 2 4 1 d 3 g —
CGEH Y BOERALEIE T RO EE R AY
AR IFPEL W R Z —, HTA TSP .
T AR B R A, AR R AR IE -+ AR T 5
HESBE"ME— A, XL <CRAE> B
H WL SIEMBT R I R KT R AR
MRE N R FI TG R BRI e 2 18], - 4RE AT
KA S W 25 . TR R R b
F 3 FEDTHR A TR P B — AT i BT R

IEZ AL AT] Ty, A b 3
T LA S AR S X R RS - 1
B - WBWIPEHIF (Piero della Francesca, 1415—
1492) , BERFISCEE L EL IR A5
XU TR IE 2 T A R AB B R TR o Al AN
WIEZ WD A CmAER R, 15 7
—h AR CHMIEZHEATY M3, Ak
el 2 AR5 S B MALA A T R



06

BIAEEEIR S - SYN% g — iR T
LA B K o e SHE LRI LLIE+ =
T A Ak, 7 e 7 26 el R I 3R v
b B2 T — AT R E S, KR
EEGR TP B TE AT ™ £ 1 P S 0T B L 1M
TG B R —A R, FTIF TS T HIB SR
KiTe

CGHRMRIE) < BRSPS

B3 BB B ARV 2 ZORAE
WIEH TR MR, BOR, EE
NGRS ( GOPTEZ B> . 2004) o [
I, AR Y A = 2 A A A AT
AL QAE T o MRS GF R 2>
(2000—2017) , 2 325 b % i i 30 22 A 15 4
B (PAMM) B3R ZER <4UME>
(2003) , X LA G BARI/NS AR L (HE
TE-55 8 PRS0 B AW R R . T
AN . R & RTAEEX—RIAIES,
PR T — AR SR, AU
TEH RGN EAR M, EiTET A
e BRI A ], Lk AR X AR
HA., RELFHHMBESER. MEZ, X
A AR SE [ R I AR PR AR bR A K
R B SFEFS

SCEE LT, R ROR) B B v A
P TR B TG A L 7 FLR B SCE AL, T
NFEEFER b5 W] T — Rl BE LT B ZIXT AL,
30 2 WS S I AT ) ) 240 AR 5 RN A8 L0 N T
REHT BN b XFUGEN. AT EEZ
VL AmMER. Bk, R & REMEFRE
PERERAT, S5 AMREEILAAMEL, YEOA R
B AEL . R AR DU 5 % A
Pl R, TS R T Y ok 2 AR A A R
Vi) SoeAn AT IR OBt . 35 4 BORR) m
Fv BRRIIREZ - BV (Aldo Rossi, 1931—
1997) WX EARR AL EMR . INVhE L
HA FAE Wi RWTEE RN R &RT
PEEAIERX — R4, RS AR
BMLEE BRI, 73 LR T g T
BRI v B AL, W AN, A
SCRFATT R e i S B TR

CHIT) « ISR

> (2001) FER & RITARESETES P
EARBEXBLHFERAE . BIER HAERE
PRI T R A it P T TSR I R N — £

I} %% Space-time 71

A7 R TS | T e, A EE R K 5 P D e
WEIM BTG R <&T> mEEaMR
—IATER L LT i RIS
SR SCHES T, Bt SR R R L R X
R G TE S5 EE T G . IR AR SR — AL
NEF M, TEEREXMER) 5 EE#E%
BT —A B KT A 23 6] o

BRE A EARE KW - X E
(Julieta Gonzalez) PRIEHE, B FEHMMB A
REHR AR b REAS “ DU I fe 5 MO B I B
A RS T BE] CEITY BIASLZIE
SAERG B W H AR ET . X
AL T ARSI AR Z AL RN FAAR
KIEGS, APATIORGNE ., BREHLSM
RO I LR R EREE AT
23 W7 1 48 1 R 1 S PR 25 T i e D BRI B L XLk
FBEIERB RS — 2B % KRR
T 7 7T REAR Pt 2 AT B e, a5 Bt
K3, RHFERAPOELRMER, —=14F
LR R A H. <FT> D
HIEROIER I T — A R R iR ey
R, ORI AT ERIEE: BN
Iy RE AR R BLIC A AR AR BT T A
AR IR RITT S EA TR LTI AL
PRTTREYE B B U T S B A ST
SO T 244 tH SR T v B 2 R A L2
L R AR B R 1T R A 3 T LR
R

CiiEL) = WfT 5

A & 22 R T L B o O P P 275 40 M
B TR & REGEARIES HFESSICH0 « 7l
TER MU R LELY IR A 1R 35 i) 30T 5% PR
IR — R TSI AN, MARAR b
TERMT. EYEARE AT SR
JrCARAUR AT R R R,
ETUCE N E AR BT R . KR
EARTERG U A A BT B, TR
g5 TARLEH MY A . «HH> BRIE
T EEALRTER . ERBRER P RES
F G /INIZ L LA RSO S 2R, X R
MYTFIT6, BREARS = NENR. 2R,
XA LR R RA I RE . AR AR
M AEE, 5 <EHE> MEXERBET b
R XA A A T Z0R R R
BEAAES | SRR M gL, XEE KR
PR RIS . ORISR AT #0R



72

07

07.R&R THFE, FEN, 2016, BHMAE

XIVEUTIRE /N ity 55 A 00 o B 0 T
ZWALZARRIERZ . ZFWIEMNEVEZAREH
- 18 - EURG (Lina Bo Bardi, 1914—1992)
SRR L X 20 A TR IR X B A TR AL R
NP RTE. R & RIN—ETTHI RGBT 5 ik
BRI, LARHUBE 24 L EARTE 200 E T84T
S5 G 11E7:51 N i e o 0D S S YRR (1) (1 i B
YA AR R AR R BRTiT>
(2008) TS —4F AT R R IR
JE T F BRI AR 45 38 1 R 25 1A B TR R €11 i )
M, HEWRERM. X—EEFEARELH
RAMER . Hn o5 FEARUR BB 2R W 1 i
FIH PRSI AR Y RS
REBEEMERGE .

e B 5 T O B R CHESRAY TR B
TR, R & REGVERD, SDRHMEM IR T T v
o RARAEMET T A NHIRA S P 9 2K
PERT, ST IR B — BRI A, TR
TEN T A NIRRT — R . XM LA AT
BUEM RN HMPERS . TR T AR

OH— XA RN E R ARG R
HHTTR.

201 64EFFYIHRL & R 5 I — e A 7 1) R B

SO R LT R R —— i RIIE S
MEZMES . 2WFFLL2N0E. RYRAL
EBRMILFEF T —WLER <2 2YR>
(2016) BRI —EHBRIX A i

(FEW) : FHlSBok

CHFRER>  (2016) R AW T IR
R R BRI E o AL T AR TR T =
W ETEW h RAEATE ToEER, XY
EARMIREL) | G T bR X
B NFEZZ MR ST E I A AT TR P R AN 6
XA WA, MR «<FRER TR
Z, BE—RORMWIALY . B ERIRAE
FHRA W - £H% (Elias Canetti, 1905—
1994) FJR %, 3K PR30 7T 4 B BB R i 2
MgEif, WA S EEEX BT ANIXE, &
AT RER. —H LK, BAVERIRT
AREFRFAVRPESE LRI, MR &
WAL BRIV SR B RATHIEREE? A
T OCRREARY R L 3RS E A — K
ZMNNTIRAL . BH R, BRI R 2 KA
FEAA 1R AR IR O R AN O SFIER =4

R - HER. B, R&R TS



The Emotional Monuments of Roberto
Behar & Rosario Marguardt

Teresa Vila

Perfect Objects

An artwork’s potential for interpretation
resides in its ability to open up a multitude
of meanings. The works by R & R Studios
(Roberto Behar & Rosario Marquardt)

are able to do this, but they also activate
dichotomies that make it impossible for

the viewer to walk away unaffected. These
opposing meanings are poles of a paradox
that make the work dynamic. However, the
paradox is never resolved: the meanings rely
on passers-by to bring them all onto the same
level and to renegotiate their significance.

At the same time, the power of the symbol
lies precisely in its being a specific shape, a
form that is stable, concise, closed, evocable
and recognizable in any context. A ‘dynamic
symmetry’, as Roberto Behar and Rosario
Marquardt would define it. Art projects

by R & R can be interpreted in ways that
are diametrically opposed, yet these sharp
contrasts do not translate into tormented,
frayed, undefined forms. On the contrary, the
shape is defined, like the well-aligned center
of gravity of a complete figure.

Similarly to the paintings of René Magritte,
this form of surrealism is not obscured by
vague trappings, but rather presented in the
clear light of midday: its use of sharp images
presented on flat backgrounds allow the
slightest movement of a small colored brick
to trigger a chain reaction in the mind of
the beholder. In Magritte’s blue sky, so real
and so fake, the slightest shifts of meaning,
disguised in perfectly realistic perspectives,
open up chasms that the painter seems to
want to reveal. An example of this is the
\Voice of the Winds (1931), which again
features clearly defined, complete forms

— three spherical objects — that, with their
impassibility, collapse an entire system of
meanings.

An architecture of new orders of magnitude,
the public art of Rosario Marquardt and
Roberto Behar, in its seraphic immobility,
seems to contradict all the latest advertising
techniques that employ metalepsis and
immersive and interactive features. R & R’s
works do not attempt to create this kind of
Byzantine trompe-I'oeil of non-existent, fake
movement. Its solidity is in itself an action:
a powerful creation of a social space with a
strong dynamic centripetal force.

The colors are vibrant, but do not leave space
for lacerating contrasts such as white against
black: R & R have re-invented a palette of
juxtaposed colors that stimulate a rereading
of tradition. The palette is related to artists
like the Mexican architect Luis Barragan, — a
dreamlike and popular (‘popular’ in the sense
of folk and pop) cultural baggage blunting
the sharp and pure ridges of contemporary
art. The form of R & R’s works always
presents a deep, subdued emotional result;

it is welcoming and speaks to us about us.
We can take it with us. Yet, in their apparent
quietness, while they seem to be asleep, the
works return us to powerful dichotomies,
opening up questions that won’t leave us
alone. Roberto Behar and Rosario Marquardt
have complete confidence in their works —
works that rather than express impossible
twists or communicative anxieties — because
of their large scale, exude a sense of serenity,
kindness and magnanimity towards the little
spectator. This sense of serenity is vaguely
ironic.

M:Univocal & Polysemous

Let’s begin at the beginning. The first
example of a large-scale intervention by R &
R dates back to 1996 and celebrates Miami
centennial. A first centennial in the history
of cities suggests that Miami is a work in
progress and that the city is at a foundational
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stage. Big and small meet at the entrance of
the metro, designed by Roberto Behar and
Rosario Marquardt: “the biggest M of the
world” consists of a giant toy letter: one

of those little letters that we played with

as children to combine and recombine the
secrets of the alphabet.

Like one of the metaphysical biscuits of
Giorgio De Chirico, the M firstly performs

a decidedly prosaic function: it helps
pedestrians to locate an entrance to the city’s
subway. Yet its unexpected proportions
arouse surprise in the passer-by, immediately
emancipating the work from its context.
With the puzzle-like possibilities of a giant
miniature, it becomes the M of Miami,
Megalopolis, Miracles, Memory, Mother... a
Model of Multiple Meaning. Nomen omen:
the name indicates a premonition and a
destiny. The M, in the act of naming, invents
a story and asks the passerby for his or her
own contribution.

In this way, the urban symbol frees itself
from its function, its unequivocal correlation
with a geographical point, and transgresses
the relationship with its surroundings to
present itself playfully to the beholder. It

is not ‘concerned with satisfying a need’
like construction but ‘poses questions’ like
architecture, highlighting, in its collocation
between two highways of downtown Miami,
a critique to the serious lack of public space
in the contemporary city.

All Together Now : Public and Private

With the installation All Together Now
(Denver, 2007), Roberto Behar and Rosario
Marquardt continue working on a fragment
of a major discourse, a toy among toys.
They rightly point to the work of artist

and writer Alberto Savinio, eclectic and
multifaceted brother of Giorgio de Chirico
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and, in particular, the painting Monumento ai
Giocattoli (1959), which brings real things to
life in a pre-logical phase of colored stripes,
geometrical polyhedrons, toys and cogs.

The artist pair invites us to reflect on the
etymology of the adjective ‘monumental’ -
a word that can evoke the pretentious and
distant — and discover similarities with its
apparent antonym, ‘intimate’. The imposing
toy column All Together Now, together with
a long yellow bench and diamond painted
wall is at once intimate and monumental.
Monument in Latin is monere, ‘to remember’,
joined with “‘mentum’, which forms nouns
from verbs.

All Together Now speaks to the public, to the
community, and in effect reminds passersby,
specifically adults, of their intimate, playful
childhood. With apparent simplicity but total
precision, R & R aim to build emotional
‘public’ monuments; monuments to our
‘private’, personal emotional past. We cannot
help but refer to a past idyll, our personal
idealized childhood, as we view it from the
exile of adulthood. All Together Now draws
directly from our memory by playing with
citation, in this case from a song by The
Beatles (but also all choruses that are sung
all together) which, like Proust’s madeleine,
can reference without verbal mediation the
most precise and vivid sensory memories. We
re-live a very clear moment of our personal
past, and we see it resonate with the city in a
dimension that can be shared with others. We
are the city; we make it and it makes us.

Yet, at the same time, monere is of course a
reminder to ‘make present’, an admonition,
a warning that has shades of darkness, with
roots in the Greek mnémeion: an object fit

to memorialize the life of an illustrious man,
the funeral monument. Thus, childhood and
the end of life intersect in another example
of pairs of opposites. These return with ever
more urgency in Supernova (2018), the latest
installation by R & R Studios.

Supernova : The Detail and the Cosmos

We began at the beginning; now in one leap
we are at the end. Supernova is a project that
has been part of R & R’s research for many
years, but it was built on a grand scale at the
Coachella Festival in April 2018. A supernova
(nova, according to the Romans, who saw it

light up for the first time) is a star born as it
dies because it is, in fact, the immense final
explosion of the life of a star. Once again, this
work, so steeped in symbolism, has the shapes
and colors of a toy, even if it represents
something large, enormous, the consummate
achievement. With its paradoxes, Supernova
is not only the symbolic center of the space
but also a powerful talisman that directs the
aesthetic reflection of the viewer towards a
wider urban whole.

Instead of searching for futuristic effects,
Supernova brings off the symmetrical
synthesis of a renaissance toy. R & R furnish
the city as if they were dealing with one of
the innumerable geometric utopian cities
designed in the 16th century and illuminated
by the crystalline light of the zenith (and not
of the tropic). In the heat of the desert around
Indio, California, the men of the European
renaissance return with their neo-Platonic
faith. The work is perfectly in harmony

with the laws of reality demanded by the
context into which it has been inserted. It
makes perfect sense to itself, echoing Paolo
Uccello’s studies of perspective, his complex
mathematical calculations that ignore the
perishability of matter. The whole world is
part of a model, not vice versa.

The toy-like form of Supernova, a multi-
colored flourish, takes the tiny symmetrical
object of our childhood to the holistic
dimension of a perfect society, of the
harmony of the cosmos. Moreover, for
Marsilio Ficino, it is the (albeit brief)
animula vagula umana (poor, restless human
soul), the third essence, that posits itself

as a universal bond and conduit to earthly,
material unity and infinite, divine dimensions.
The dodecahedron at SUPERNOVA’s core

is made up of pentagonal planes and is one
of only five regular mathematically possible
polyhedra. Plato, as far as we know, was first
in stating that it ‘represents the true form of
the universe’. The author of The Republic,
progenitor of many utopian cities, examines
objects from the smallest size to those of
infinitely large dimensions in search of
hidden congruencies. Supernova, cosmic toy,
possible plaything of the divine-being who
still has fun with dice.

The centralizing power of the regular
polyhedron was an attractive concept in
the 15th century, a period in which hidden

geometries were sought in everything. Piero
della Francesca, the painter of mathematics,
could not help but be fascinated by the

idea of there being only five possible
Platonic polyhedra. As well as using them
as ‘guidelines’ for the composition of his
paintings, he wrote a treatise, the Libellus de
quinque corporibus regularibus (Pamphlet
on the five regular bodies), as he considered
drawing polyhedra to be a useful tool for
practicing perspective.

Paolo Uccello was a painter obsessed with
the power of polyhedra. In the early 15th
century mosaic for the floor of St Mark’s
Basilica in Venice, he even goes so far as to
depict the regular form of a small stellated
dodecahedron. This was a century and a half
before the astronomer Kepler added new
regular, concave polygons to the already
known convex polygons. A cosmic passe-
partout.

The Lost Steps:Model and reality

The star form appears in a number of projects
by Rosario Marquardt and Roberto Behar: as
a sculpture, a fountain — even the perimeter
of an island. As happens with innumerable

of their other objects, constants of an ideal
third space of peace — in sizes varying from
the architectural model-toy of The Lost Steps,
(2000-2017) to the imposing 12 feet tall
installation (and equally fragile) House of
Cards (2003) at the Perez Art Museum Miami
(PAMM) — they acquire, in their interaction
with their surroundings, new readings and
new meanings. R & R miniature utopian
poleis are not only a place where artistic
works are ensembled but also a theoretic
space within whose perimeter a complex
encounter of the arts occurs rendering the
new totality an overarching, coherent poetic
expression. In short, superimposed on the
new American metropolis is the utopian city,
growing out from each blind wall, digging
mole tunnels.

The small hole of the camera obscura utilized
by Brunelleschi to study perspective is
transformed into the projector of a magic
lantern, where simplicity of line corresponds
to the dreamlike fantasy of figures recounting
the stories projected onto a wall. Once again,
our childhood experience is fundamental: R
& R state that the spectator’s physical point
of view is almost less important than their



emotional point of view. Thus, if the divinity
can play like a child, the utopian city can
become the backdrop to a teatrino of our
childhood. As Aldo Rossi explains, the word
teatrino does not mean ‘little theater’ but
rather a ‘private, singular, repetitive’ theater.
The archetypes of Rossi’s theorizing seem
embodied in the ideal figures — and their
powerful capacity for synthesis — that animate
R & R’s piazzas. They resemble the ziggurat,
built to reach the sky, or the house of cards
that reflects our immense hopes and our
desire to build, which however could collapse
at any moment.

The Living Room: open and closed

With The Living Room (2001), R & R have
created an open-air teatrino in the built-up
urban space of Miami’s Design District. Its
stage reveals a scene with incredible domestic
allure. The two walls of a corner of a house,
with the hint of a roof, are as compelling as
a stage set where everything is arranged in
the space as defined by the scene. The chaos
of the real world is contained and tamed
between two thin sheets of papier-maché.
The Living Room opens, presenting a space
at once monumental and homely, a public
square that appears to be part of a private
building.

As Julieta Gonzalez states, Roberto Behar and
Rosario Marquardt’s works are able to “shift
perceptions of the familiar and the taken-
for-granted” with elegance and simplicity.
The room immediately invites passersby to
engage by transforming it — in their mind’s
eye — into a normal house, but one that brings
the closed into the open, putting on display
that which social norms tell us should stay
hidden. It signals the warmth that is absent on
empty streets and ascetic spaces; at the same
time, it instills in the passerby a mild feeling
of anxiety. Exposed to the atmosphere it will
soon fall into ruin, especially in a country of
rapid construction, where buildings can be
replaced every 20 to 30 years. The Living
Room, with its concave-convex form, gives
rise to an “imaginary solution”. It is, again,

a paradox, an oxymoron. However, as a
solution with the freedom of being imaginary,
it can open up a world of beginnings, a
constellation of possibilities. It is a creative
critical alternative to the absence of public
space in the new cities of the world and to the
trend of putting up more and more barriers,

closed dwellings frozen by air-conditioning.

The Mask: Popular and Elitist

The ingenious refurbishment of the Center
Internationale pour la Ville in Brussels for
the exhibition Cruauté & Utopie: Villes

et Paysages d‘Amérique Latine playfully
disguises the facade of the building with a
colorful harlequin costume that radically
alters its identity. The museum — a serious,
elitist institution for official culture —
switches character by donning a “‘carnival
mask’, adopting a new lightness with the
breezy colors of a pinwheel. This brings art
closer to everybody who walks past, not

just those who are accustomed to art and
frequent the museum. The installation clearly
references popular culture. It consists of a
thick curtain of plastic strips commonly used
in Latin America in homes and small food
stores to allow doors to be kept open (and
communication to flow between the inside
and outside) while deterring flies. At the same
time, the humble origin of the strip door is
contradicted by its monumental proportions:
the chromatic plastic kaleidoscope comprises
strips 13 meters high. When lifted by sudden
gusts of wind, the strips create unpredictable
choreographic effects.

The reference to popular objects — plastic,
trinkets — is much loved by the two artists;

it recalls the attention given to folklore

and to small, humble objects by Lina Bo
Bardi. Drawing inspiration from dollar
stores products, R & R recreate them on a
public scale with monumental dimensions,
ennobling them and creating new meanings.
For example, in another reference to strip
doors, the streets of the Absent City (2008) at
the Madison Museum of Contemporary Art
recreate voids along planimetric paths that
are hidden when shown. Other variations on
this theme are the architectural project for
the new Museum of Art in Fort Lauderdale,
and various installations at the Museum of
Contemporary art in Denver and the Institute
of Contemporary art in Palm Beach.

Plastic flowers are also raised to the level
of poetry, with R & R’s Flower Power

flag hoisted in downtown Miami. Instead
of reinforcing boundaries, this emblem
brings people together, transgressing the
classificatory language of flags. Rather
than comprising arbitrary and exclusionary
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symbols created by man, they are made up of
elements that are common to every country
and every population: those of nature and its
colors.

Plastic flowers are also used in the
composition of a strange advertising super
billboard that — in the language of music,
the language of love, the language of many
Cuban, Mexican and Latin-American
immigrants in the United States — asks the
viewer to Besame Mucho (2016) (Kiss me a
lot).

I LOVE YOU (2016) is a project that gives
Miami an iconic skyline. R & R transform
the space used for advertising (so powerful,
pervasive and tyrannical towards art) so

that the passerby — accustomed to being
constantly bombarded by demands and
reprimands, and buy-two-and-get-one-free
discounts — is offered, instead, a generous
gift. Inspired by a passage from Elias Canetti,
the city tells its inhabitants that it loves them,
subverting all the voracious and consumerist
logic that generally underlies any attempt

at communication. Apart from when it is
demanding something from us — or teaching,
or informing — when did the city ever try to
communicate with us? With I LOVE YOU,
for the first time the public space donates a
gift to its beloved citizens, whispering in their
ear, or shouting to the sky, the three words so
jealously guarded in their intimate memory.

Teresa Vila, PhD, R & R Studios



