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Like a bright silvery mist
Pia Cordero

‘Oh, Kitty! how nice it would be if we could only get through
into Looking-glass House! I'm sure it’s got, oh! such beautiful
things in it! Let’s pretend there’s a way of getting through
into it, somehow, Kitty. Let’s pretend the glass has got all
soft like gauze, so that we can get through’ (Through the
Looking-Glass). In Lewis Carroll’s story, little Alice passes
through a mirror that connects two isomorphic realities,
with the there of her house in one the exact reverse of the
here of the other. Both realities are mediated by a mirror
that becomes a ‘bright silvery mist’ as she moves to the
other side of the glass. Like Alice through the looking-glass,
Julia Varela’s Lightduress visual research addresses the
question of the limits of technological devices, as well as
their materiality and undermining of otherness relationships.
An investigation that encompasses historiographical and
even archaeological aspects of the frictions created by
using technological devices that we see embodied in

The photo was taken inside a factory where LED screens
are made in Shanghai, China (2023).! An installation in
which the artist explores the structure of the device that
reproduces and simultaneously derealises images. The
derealisation of an image does not imply its extinction,

but rather its exemption from any affective connection

with carnal, affective reality.

The grid pattern covering the surfaces of the
transparent glass plates of the installation has been
produced by the artist herself. As part of her proposal for
Espai Rampa, Varela has designed a series of technical
strategies that have helped her to employ both manual
and automatic devices through which she has etched and
abraded each glass surface to its structural limit. Arranged
on industrial supports that act as plinths, the glass has
been intervened by means of millimetric incisions and cuts,

1 The full title of the installation
is The photo was taken inside a factory
where LED screens are made in
Shanghai, China. It shows the interior
of a warehouse where the manufacture
of the screens is completed and they
are packaged. In the background, there
is a wall with three large windows of
different sizes. A curtain is drawn over
one of the windows, the blinds are
partially lowered. Outside, it is dark,

as night has fallen. In the centre of

the image is a large LED screen that
has been switched on. It is positioned
horizontally on a table. There is no
image on it, its surface is white, you
can make out the design of a grid. The
screen is surrounded by large tables
with bits of paper and boxes of various
sizes on them. Transparent sheets of
plastic seem to emerge from inside
some of the boxes. Near the screen

is a young woman. She is standing,
staring towards the camera through
glasses with thick lenses. The screen
illuminates her face and part of her
body, which is half-hidden behind the
table. She is wearing a green sports
jacket with dark shoulders. One her
hands is touching the screen and the
other her stomach (2023).
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emulating the grid engraving of optical methacrylate sheets,
better known as the LED Guide Panels that make up LED
screens. The breaks and cracks that can be observed on
the glass plates arise not from random gestures, but from
exactly calculating the lines, tending to diminish the firmness
of the material. It is revealing that, like a geographical grid,

the grids of the glass plates confront us with the question

of the morphology of affects, in which the immediacy of the
now prevents us from seeing the ‘other’ in the image.

In order to investigate this issue, the artist began to interact
with a company that marketed optical methacrylate in China.
She requested technical information and images of optical
methacrylate screens from Sunny Zhu, a sales agent from
Shanghai Yihui Photoelectric Technology Co., Ltd. Among
the images she received were those of an enigmatic woman
who broke the visual aridity of the product sales catalogues.
The woman, perhaps a factory worker, appeared beside

a screen. In several images, she seemed to move her body
closer to wipe the screen, sometimes staring at the camera,
sometimes simply pressing her belly with one of her hands.
The sensibility conveyed by the woman’s pose and gestures
asserted itself against the technological derealisation that
prevents us from establishing the most fundamental
otherness, namely that of the passage of time, whenever our
experience fades and shapes what we call memory. As the
Red Queen says to Alice: “It's a poor sort of memory that
only works backwards,” the Queen remarked. “What sort of
things do you remember best?” Alice ventured to ask. “Oh things
that happened the week after next,” the Queen replied in a
careless tone. This exchange demonstrates that the other
side of the mirror is an absolute without geography.

A continuum that prevents us from stopping time and thus its
timescale. Faced with such an inflection, already grounded
by the format of immediacy and rapid obsolescence that
omits spatio-temporal distances, Lightduress expands on
that distance that allows us to establish otherness through

a visual surface offering no other images than those of

grids. Faced with this continuum without topography that
diminishes subjective memory, it is worth asking how we can
think about the future if the experience of the present tends
to become diluted as in the continuum on the other side

of the mirror? How can we stop this continuum that makes
power relations invisible, as if time and space and their
accompanying morphology were freed from all attempts

to dominate?

Pia Cordero, researcher and independent curator




