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EROTICAS 70’s
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OSCAR BONY TRAMO LA MAYORIA DE SU PRODUCCION UTILIZANDO UNA CAMARA
FOTOGRAFICA COMO HERRAMIENTA, COMO MEDICO CREATIVO INQUISIDOR DEL MUNDO, COMO
PROVOCATIVO HACEDOR DE MULTIPLES MIRADAS DE LO REAL. SIN EMBARGO, ES UN ERROR
PENSAR EN «BONY FOTOGRAFO= COMO DEFINICION BASE PARA NOMERAR AL ARTISTA.

SU CERCANIA CON LA CAMARA FUE SIEMPRE PARADOIAL, ASI COMO LOS RESULTADOS

DE REVELADOS Y COPIAS FUERON, CONSTANTEMENTE, MANIPULADOS E INTERVENIDOS
HACIA UN PODER ALUCINATORIO (MUNDO DE REPRESENTACIONES ¥ FORMAS ALUCINANTES

¥ CREADOR DE VISIONES) ¥ UNA POTEMCIA IMAGINANTE {IMAGENES RECOGIDAS AL
DEAMBULAR LA MIRADA E IMAGENES INVENTADAS POR LA CIUDAD RECORRIDA).

La fotagrafia, a color y en blanco y negro, fue parte de su vecabularie artistico, tanto en su materialicad y en su
wisualidad como en sus petencialidades perceptivas, funcionales, ideoldgicas y concepluales. Bony altera la ver-
dad de la fotogralia recoriendo espineles que lo llevan desde el Hiperrealismo hasta el Neosurmealismo, Al poco
tismpo de haber llegado a Buenos Aires se sintid atraido por la lotogralia; gusto y aprendizaje que compartid con
Rubdn Santantonin. Carmen (Cacka) Miranda, fotdgrafa que fue su paraja en 1962, lo introdujo an al tama.

THE TOOL OSCAR BONY UTILIZED IN ELABORATIMNG THE MAIORITY OF HIS PRODUCTION WAS THE
CAMERA, AS A CREATIVE MEANS OF INQUISITION OF THE WORLD, AS A PROVOCATIVE GENERATCOR
OF MULTIPLE VIEWS OF REALITY. NEVERTHELESS, IT IS A MISTAKE TO CONSIDER =BONY THE
PHOTOGRAPHER= AS A BASIC DEFINITION WHEN NAMIMG THE ARTIST, HIS CLOSE RELATIONSHIP
WITH THE CAMERA HAS ALWAYS BEEN A PARADOX, AND SO HAVE THE RESULTS, WHERE
DEVELOPMENT AND COPIES WERE CONSTANTLY MANIPULATED AND INTERVENED IN THE DIRECTION
OF HALLUCINATORY POWER {AS IN & WORLD OF HALLUCINATING REPRESENTATIONS AND FORMS
AND OF CREATING VISIONS) AND POTENT IMAGE-PRODUCTION {IMAGES GATHERED BY THE GAZE AS
IT WANDERS AND IMAGES INVENTED BY THE CITY TRAVERSED).

In bath golor and black and white, pholography was part of his artistic vocabulary, in tarms of its materiality and
visuality, and in all of its percepiive, functional, ideological and concepiual polentiality. Bony alters photography's truth,
trawding korg lines that lead him from Hypemealism o Neosurmealism. Socn after having arived in Buenos Aires, he
was drawn o photography; a pleasure and leaming process he shared with Rubdn Santantanin, His introduction to the
practice cama by way of Carmean (Cacha) Miranda, a photographer who was his partner in 1963,
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Cobecoiin Dacar Bory Exbata

Estos gestos del artista resultan evidentes, aungue distantes, en los dos grandes grupos de fotogratias que
dominan su produccon: el ya citado, Erdlicas {c, 1974-1878) y los conjuntos diversos de Felografias baleadas de
1981 a 20012
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These gestures on the artist's part are evident in his production’s two largest and most prominent. albeit
distant, groups of photegraphs: the one previously cited, Eroticas, c. 1974-1976 and the diverse groupings of
Fotografias baleadas. from 1981 to 2001
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Pero, no se trata sdlo do afueera fisico sino did contexto serial y del campo perimetral de tensiones quelo
habitan, s la puja entre el adentro y of mds alld, Travests y sus cuatre series acompafiantes: dos Sebasfisn, Fdtima
y Fatima y Sebastign, son una buena polifonfa de estos limites de lucha entre lo propio v ajeno, lo artistico y real, lo
prohibide v no prohibide, lo censurade v la libertad, lo fantasmal y lo verdaders, lo comecto ¢ incorrects, ko pdblico
y lo privado, lo masculing y femening, ko virtueso v o pecamingss, dualidades ransversales de una constelacidn de
sentidos que atraviesan las afirmaciones v las dudas de Schastidn, sus verdades, sus faltas v sus excesos, Desnudo
O CUCrpo Sin ropa, mentiras blancas y mentitas negras, came y anfificio, rostro con medena afilada, disfraz de bonete
enjoyado y guantes de encaje verde, pechos v pezones respingados, abdomen de seda, penes sudorosos en luces
ocres, pirnas frmes para ucir desde un trono © pesando come WNa cortesana o una reina, El ambiguo cuspa de
Sebastidn extravia a la mirada patriarcal en poses de ovilles o de escuetas apertuwas; cortes de enfrepiernas con
tridngulos velludos ennegrecidos v tupidos on contraste o complemento secreto con pijas on proceso de ereccidn
redeadas de simdlares coronas de pendejos azabaches; y Fitima sola v protagonista de su propia serie desnuda en
pronunciados escor 20s Con SU mano pintada de verde billar v algoe de lencerfa.

Howsever, it is not only a matter of the physical outside but also the context of the series and the perimcter Zone
oftensions thatinhabit it, and the strain between inside and what lies beyond. Travestis and the four accompanying
series, two titled Sebastisn, Fitims and Fatima v Sebastidn, are a good polyphony of these boundaies of struggle
between what is one's own and whet is forcign, the artistic and the real, prohibited and ot prohibited, censorship
and freedom, ghostly and tue, correct and incorrect, public and private, masauline and ferminine, viruews and sinul,
ol transversal dualifies of o constlation of meanings that permeate Sebastidn's affimations and doubts, his truths,
his warts and his cxcesses. He is seen nude o a5 a body without dothes, white Bes and Black lies, flesh and artiice,
faee with a sharp mane, jeweled bonnet and green lace gloves castume, pointy breasts and nipples, dlky abdomen,
sweaty penisesin ochre Bghts, fim kegs for showing off on a throne of posing as a courtesan of 8 quéen. Scbastidn's
ambiguous body misplaces the patriarchal gaze in curled up poses or frough scant apertures; arops of groins with
bushy trianghes, darkered and thick in contrast or secret complement with dicks in the process of erection surrounded
by samilar crovwns of jet-black pulbic hair; and Fitima alene, the protagonist of her ovwn nude soies with pronounced
foreshortening and her hand painted in billiard groen and a bit of lingerie.
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ROBERT ATKINS SINTETIZA ESTOS CAMEIOS DE SITUACION COMO UNA TOMA DE POSICION
VISUAL, TECMICA, HISTORICA, MATERIAL E IDEOLOGICA DE LA FOTOGRAFIA COMO HERRAMIENTA
INTELECTUAL, EMOTIVA ¥ CONCEPTUAL DENTRO DEL ARTE CONTEMPORANEQ, LO QUE SE
CONOCE COMO MANIPULATED PHOTQGRAPHY.®

ROBERT ATKINS SUMMARIZES THESE CHANGES IN SITUATION AS THE ADOPTION OF A
VISUAL, TECHNICAL, HISTORICAL, MATERIAL AND IDEOLOGICAL STANCE, REGARDING
PHOTOGRAPHY AS AN INTELLECTUAL, EMOTIONAL AND CONCEPTUAL TOOL WITHIN
CONTEMPORARY ART, ONE KNOWMN AS MANIPULATED PHOTOGRAPHY A
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Cobecoiin Dacar Bory Exbata

La fotografia por sus propiedades da sceeso no 8o 4 una imagen degida sino o mismo objeto representa-
do. 5 o motive es ol cuerpo, b imagen puede verse como cemadura gue abre o ingreso al mismo cuerpo v a la exc-
tacidn sexual con un minime de intesferencia por la presencia del medie. Claro que, en Erdticas, por jemplo, oxiste
una pantalla cxtra que no deja de ebturar e encuentro sexual: hay una factera v un hacer que son artisticas, hay wn
contexto que ¢5 una gakerla de arte, El «realismos natural de la fotografia ha sdo manipulade por Bony en todas las
series de manesas diversas. En Longuas iy vaging y en Manld erdlica o realisme aparece subrayado corcan a sus
pricticas Mporrealistas en la pintura de los mismos setenta Fotormealismo invertide porgue o realismo de la foto-
grafia acerca o sus vulvas y Bocas a un grado pictdrico que ¢35 de una vitalidad hiperbdlica, otro orificio que ol artista
abie en sus objetos fotogrdficos del ciclo en cuestién,

Given its properties, photography offers access to ot ondy a chosen image but to the very object represent-
od. if the motif is the body, the image can be seen as a keyhaole that unlecks entry into that same body and sexusal
arcusal with interference from mediun's presence at a minimurm. For example, in the Erglicas an extra screcn
naturally exists that blocks the sexual encounter: there is production and there is daboration which are artistic, and
there is a context that is an art galkesy. Bony has manipulated photography's naturad =realisme in all of his series
in different ways. In Lenguas y vaging and in Mardd erdtica, realism is emphasized to an extent akin to hyposrealist
painting practices during that samwe 70s decade. Here Photorealizm is inverted because photography's realism
brings his vulvas and mouths doser 1o a pictorial scale, with hyperbolic vitality, one more orifice that the artist opens
in his photographic objects from the cyele in question.
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Within tha international context, dominated by post=historic art in a wide variety of forms and the sourca of
& large portion of the styles that were active on the contemporary scene, the manipulated o fabricated photogra-
phy tendancy followed the fundamental principles of concaptual art.

Those azsociated with this endency would take in hand the very concapt of making phatography and the
line of tansion betwean the lens, the film, the external model, working with the film and modifying it duning any
of the subsequent steps, even once coplad ento its traditicnal support of paper or othar materials. Photagraphic
process bacomes a medium that originates something more than a pholograph, as was the case for Hyperrealism, a
creas batwean painting and photo that had given riza o samething more than painting, and this had alzo sccurad
in sculptura. Manipulated photography straved as far from its documantary onging, relatad to the truth and Variam,
as it did from medern photography and its abstract, concrate, constrectivist and infarmalist experiences.

Osear Bony cama to the practice of manipulated phatagraphy baginning with the skaletan series with itz
MNecfiguration, and after having experimented with and carried out works that are essential within global Concep-
tualism, such as his 60 Sguare Meters and s formation, found in the MoMA's collection in New York. In the sary
705, hyperrealist fnctions ane added to this itinerary already traveled. With their aesthetic, ideclogical and desiring

complexities, the Erdlicas lead the artist to imvent photographic objects as a system free of manipulation in a medi-
urm ha had bean fraquenting for over a dacade.
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