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the ways
shoes
reveal our
desires
and the
attenipted
purchase
and
exchange
of specific
identities.
The

most SHe-

L‘E‘S.‘\'Fll]
picces in
the show
are those
which go
beyond
excellent
craft, ele-
p,'ilnl.
fesign,
and clever
wit tn
embark
O jour-
neys
intended
0 unravel
the social
[meanings
potential-

Iy embed-
ded in
shoes.
The best
of these
works
inyestigate in various ways issues nvalv-
ing the construction of memory, class,
and gender to create what funetion as
individual and collective “shoc-portraits.”
Artist/shoemaker Gaza Bowen's Shoer
Jor the Angry Little Woman combines
humor and bite, setting an imposing pair
of red-handled-steak-knife stiletto heels
on an altar-Jike stage garlanded with
prickly red thorns and skirted with dainty
red embroidery on white eloth.
Simulsaneously imposing and playful is
Amalia Mesa-Bains’s The Shaes Chudy
Woman Can Fill. an enormous
Cinderella-like open mesh wir
studded with fake jewels; designed for an

slipper

Irhag

e warrior whose spiritand power

- The scaje is terrif-

has eutg y
ic, though she'll be needing a mare prac-
tical shoe for the battlefield,

Hilda Shum's Bowud Fear includes a
tny silk-embraidered shipper 4s one ele-
ment in o dramatic and painfil installa-
tion dealing with the history of foor
binding in China, Variously ambiguous
and graphie large-scale black-and-white
photographs are juxtiposed, creating dis-
rurbing associations berween the bound
feet of women, the wrapping of meat,
animal huoves and sexual pleasure.
Within this context, the beansaful and
delicate slipper becomes a source of hor-
ror, 4 shoe designed for o grown woman
who has nowhere to go and no means w
get there.

TTOWT SO0

Top: Waltor Rabinson, Repent, 1966, alder, gumwood, 15" ¢ 24" x 0", (Photo: Marty
Sofl); Bottom: Nole Giulini, Untitied
myreh resin, at the Bedford Gallery, Walnut Creek:

(Shaes), 1990, drisd banana peels, red thread,

Also smck with nowhere to go are the
caged white lirtle-girl party shoes of Amy
Wilson's Sanctuiary. A symbol of child-
hood innocence and fantasy is discon-
certingly entrapped rather than ser free,
The shoes which belong to Ray Beldner's
E Pluribus Ungme counld go somewhere.
but they won's, stck as they are i a
world of corporate conformity. Right
pairs of nearly identical men’s black
oxfords surround a pile of nickals. Free
to walk the streers of commerce; they fan
out in a circle, each one bearing a letter
belonging to the team. Their outward-
facing position suggests release, yet they
are seemingly magnetized to the pile of
nickels, metaphorically bound to the cor-
porate body. Their position s s unewhat
reminiscent of the circling which vccurs
in & football huddle, or the beginming of
a folk-tlance, but vne has the sense that
their inevitable return w the center will
be motivated by fear rather than conimu-
nity.

Niile Giulini's brown, ancient-looking
clf-like shaes, stitched together from
hanana peels, speak of passages through
tinie and space. Delicate and ephemeral,
magical journeys across cultures are
evoked in an cffective melding of materi-
al and form. Also suggestive of horder
erossings are Yoshitomo Saita's East and
West Toe Rivers, o huge pair of bronze
boat-like shaes meraphorically ready for
travel, “When we walk, we discover

something,” writes Saito.

The Shoe Shew invites discovery. More
interestingly, the exhibition also fone-
tions as a kind of theater in which the
actors and their desires t be alternately
sexually de.ivable, playful, adventurous,
canformist, practical, or com fortable are
revealed solely through their shoes. The
Shoe Show invites viewers to walk in
another person’s shoes, demenstrating
the patential richness of experience avail-
able through interaction with seemingly
mundane utilitarfan objects.

— Dl Koppinan
Thé Shoe Shaw thraygh November 2 al

Bedford ry, Dean Leshar Regional Carter
for the Arts; 1601 Civic Dr, Walnut Creek,

Debira Kappman i5 & visual ardisl besed in
Orakland.

Southern
California

Crossing borders in
inSITES7

. nSITEY7, a young artistic
extravaganza stged in San
Diego and Tijuana, is witty,
innovative, outrageous and
derermined all rolled nto one.
Naow in its third manifestation,
this site-specific tri-annual,
Licked off to 4 festive start in
lare September with close to two thou-
sand people attending opening core-
monies in San Diego and an estimated
welve thousand atrending festivities the
following evening in Tijoana,

Him Adams, Toaster Work Wagon, in inSITEST.

A climactic ¢rescendo following three
years of collahoration between twenty-six
nonprofit and public institutions i the
United States and Mexico, insl TE97
was spearheaded by the American non-
profit organization Installation and the
Mexican Institue Nacional de Bellas
Artes. Modifying the parameters of its
earlier 1992 and 1994 mamfestations,
this year’s event featured works by more
than fifty artsts from the Americas,
While the theme of the Mexico-U.S.
border was a general focus i previous
years, this year’ exhibition placed such
concerns within the broader contest of
developing international North/South
artistic dinlogues, while also establishing
for the first time 4 curatorial theme of
public space. That emphasis, umparted by
the curatorial team of Sally Yard, Jessica
Bradley, Olivier Debraise, anil 1vo
Mesquita, was richly unfolded by the
invited artists.

Alongside established figures such as
Vit Acconei, Helen Escobedo, Francis
Alys and Lerna Simpson, inSITEIT pre-
sented o number of younger ralents.
These included Eduardo Abarea, Rubén
Ortiz Torres, Miguel Calderon, Mareos
Ramirez ERRE, Judith Barry, Daniela
Rossell, Gary Simmons and Thomas
Glassford among others, who presented
innovarive works often marked by humor
or technological prowess.

“One of the things that the conjune-
tion of San Dicgo and Tijuana drama-
tizes," as curater Yard suggested, “is the
multiplicities of publies which any city or
town has.” Artists such as Simmaons and
Simpson explored, as Yard pur it, the
“thresholds hetween public and privare”
experience in common spaces. Simmons,
for example, presented 4 video of a plane
drawing snowflake patterns in the sky,
establishing ephemeral, personal gestures
within 4 public space, Other artists
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Reviews

approached the notion of public space in
terms of its conceptual, cultural, histori-
cal and social dimensions. Glassford’s
obsessive and humorous miniature golf-
course works, a spoof on such public
nases, were conceptually witty. Also
clever was Ale’s work, a proposal te visit
Tijuana and San Diego viz e-mail, pho-
tos and mementos, foregoing the actuali-
ty of crossing’ the international border.
Interpreting public space asa cultural
construction, Kim Adams and Helen
Escobedo and collaborators Alberto
Caro-Limen, Armando Lavat and
Franco Mendez exposed the multiplicity
of cultural interprerations inherent in
even the simplest phenomena such as tri-
cycles and milk. Stll others, like Mario
Torero of the Chicane Park Artists Task

the relevance of art for the general pub-
lic, inSITE9S? redressed the ongoing
problem of contemporary art’s isolation
from the general populace. At the same
time, probing new ways of investigating
the relationships between personal and
publie spheres, the exhibir suggested
promising new directions for the glabal
diseourses that eontinue to unfold at the
end of the twentieth century.

—Callette Chatropadhyay

Callette Chattopadhyay is a coniributing
editor t0 Arfwesk

inSITE97 in San Diego
and Tijuana

Clockwise from above: Einar and Jamex de la Torre, £/ Nifio, proposal for installation; Lorma
Simpson, still from: Call Waiting, film, In San Diego; Doug |schar, Dl at Dolores Magdalena
Memorial Recreation Center, San Diege. (Photo; Jimmy Fluken); Deborah Small, digial pro=
jection of Rowing in Eder, installation, in San Diego.

ack in Los Angeles
after two days touring
the inSITEST instal-

Force, who was completing
ArrowbeadVictory on the open-
ing weekend, focnsed on the his-
rorical and pelitical dimensions
of communal space, suggesung
its eonceptual premises within
the rubrics of political and eco-
NDINIC POWEL.

“Projeets are situated to
engage the public in unexpected
ways and in unexpected places,”
explained U.S. executive director
Michael Krichman, And, with its
proliferation at beaches, plazas,
maovie theaters, a tartoo parlor,
the Internet, and the border,
mSITEYT again accentuated its
democratic and populist empha-
sis. The altered role of various
San Diege museums in this
year’s event, who hosted inSITE
community engagement pro-
grams rather than serving as
exhibition [ncations as in past
years, subliminally reiterated the
pluralist and non-elitist aspira-
tions of this tri-annual. Asserting

22 Artweek

larions in San Diegn
and Tijuang, I realize
my mind has been
kidnapped by The
Border. Tt has brain-
wished me with its incredible energy,
tension and vividness: the one side bub-
bling up the hills, living, working, play-
ing right up against The Fence; the
other side barren, empty; excepr for the
patrol wagons—always watching. Here
in El Norte, we stand prandly in abun-
danee, fear and suspicion and those
across The Border wait—held hostage
by huge economic forces they did not
create. In Tijuana my senses arc awash
with the hright colors of artisan decora-
ton tucked into every corner and my
mind 15 stimulated on both sides of the
border by a smartly curated international
mix of artists who created site-specific
works relating to border issues.

Fernando Arias shows a metaphorical
border fence. A long, eight-foot-high
steel and eorrugated iron fence is sus-
pended slightly above the cemenr floor
of a darkened basement. A thin line of
white powder “drawn” down the middle
of a ten-inch-wide glass placed directly
underneath the suspended fence con-
flates the fear and hostility of the border
fence itself with the highly profitable
drug smuggling that persists despite it.
Drugs invade the horder daily, and he
invites further invasion by allowing us w
become “border officials™ and look into
o tube-like eamera device inserted into
his rectum, in a search for smuggled
drugs.

In stark contrast, Francis Alis shows
only a stack of postcards of a flat, grayish
sea together with a plastie file hox of
receipts, the documentation for an
ephemeral artwork consisung of Aljs
traveling from San Diego to Tijuana
withaut physically erassing the border.
Starting in Tijuana, he traveled south-
east 10 Suntiago, west to Singapore,
north to Anchorage and southeast again




to San Diegn, an extrava-
guntly arrificial loop effec-
tively exposing the stubborn
artificiality of the border.

Pechaps the most visible
installation (re $0,000 daily
harder crossers) is a monu-
mental two-headed woaden
horse erected an a wall plar-
form in the middle of the
cight-lane highway that
mterseets the border between
San Diego and Tijuana,
Entitled Toy and Horse, the
piece becomes a metaphor
for the gifts, treachery and
dominance that ean pecur
between neighbors. By plac-
ing the two heads ar opposite
ends of the same horse, one
looking north and the ather
south, Marcos Ramirez,
ERRE and his four collaba-
rators in effect ask, “*Who
depends on whon?” and
“Dioes the border separare us
ar does it unite us?”

The wildest example of
our persistent culvural fusion
despite the border fence, is
Alien Thy—UCO (Unsedeniificd
Crussing Mhpect), 2 collabora-
tve mohile sculprure by
Rubén Ortiz Torres and
“radical bed danee warld
champion™ Chava Mufioz,
Dismantling a Chevy truck
almast bevond recopnition,
they have customized it into
two parts that separate, then
erupt intoan uLterly bizarre
“dance” by means of
hydranlic shocks and Tifts,

atian, in San Diego. (Phote: Rabecca
Siminow.); Above and rights Ruban Qi
Torres, Afian Tay—UIGO (Unidentifieg

Ipture (insat), al RelnCarnation
Prajeet, San Diego. (Photas: Paulo Rivern.)

radicalized low-rider

with wildly spinning pop-off doors, hood  madification aperates in

and rear panel. The rruck’ bed becomes a subtle, yet powerful

a movie screen showing videos from the way, Attaching & canvas
subculture world of super-shocked dane- “skin” 1o the entire sur-
ing cars performing apainst an explosive face of a 1955 Ford

deejay mixed sound track, thus offering
up @ radicalized, cross eultural takeover

Victaria, Betsabes
Romero has then painted

of the automobile, 1eon of American cul- it with a rich tloral pat-

are.

Another more quiet, though no less

tern and filled the entre
car with dried roses. All

the chrome is now gold gilr.
Ihe car was driven up the
hill right next to the rusty
enrrugated ieom border
fence, then wrmed argund
to everlook the sprawling
town below. Teminizing
baoth the car (cultore] and
the fence, the car, poised
above the city is trans-
fermed into g new icon: the
car of dreams, a carriage of
rOSes; Net necessarily meant
F(Tl' FI'.IS!’EgC ACITISS th bor—
der, bt for realization of
those dreams night in
Tijuana, gathering strength
and beaury from traditon,
independent of Los Estados
Unidos.

From there, travel along
the horder tence unal you
reach the sea, and you will
tind another engagement
directly at the fence.
International Waters by
Laonis Hock 15 a ¢communal
drinking fountain, Twin
pipes emerge under the
fellﬂ!‘ ﬁ'\lch fr[)m O COUn-
try into the other, offering a
mixture of water to resi-
dents on cach side. 'The
water has been piped from
ancient aquifers in the
apposite country and then
mixed at the danking toun-
tains. By means of this fune-
tional art site that benefits
both communiries, hie phys-
ically subverts the real bor-
der; however, no one was
drinking on the U.S. side.

While nor all wiork
addressed the border, most
of it did resonate in some
way with loeal or enltural
issues. Doug Ischar grew up
in San Diegn. He takes aver

a-glv'mnasium ara FL'L'TL‘RUIK'IT\ CENTer Cre-
ating-an ineredibly oppressive atmos-
phere with three large video projecrions:
ane from inside a shoe boy with @ perfo-
rated lid; one from inside 2 white dress
shire, and one from inside the poeker of
a pair of boxershores. The only illumi-
nation comes from the monitors and
there is a relentless-tape loop of a combi-
nation lock being turned, bur not
apeneil. The terror of a male adolescent
under pressure from the aggressive com-
pennion so highly prized in our culture is
absalutely palpable.

In 180-degree contrast, Deborah
Small creates a multilayered insmllation,
Roming in Fden, using plants commonly
found in the San Diego area which are in
some way medicinal or nourishing, o fill
a three-room space from floor 1o ceiling
at the old train depot. There is abun-
dance here: huge baskers of apples, jars
of delicately colared preserved fruits,
large apothecary jars of sage. Music,
poetry and multmedia computer
imagery of incredibly rich and colorful
collaged images dissolve into each other,
examining women's relationship to plants
antl how that esoteric knowledze has
been ruthlessly stamped out by the rise
ol the patrinrchal religions. s soothing
richness offers a simple, yet quite subver-
sive solution to the brute farces exam-
ined elsewhere in inSITES7. inSTTES7
is worth your examination—go see it!

—Victorie Marten

InSITEST—New Projecis in Public Spaces
Ly Artists of the Americas through Movember
S throughout San Diego and Tijuana

Victoria Martin s a contributing ¢
Artweek

itar 10
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FSouthern i
‘California

Cmssina; borders in

late bepuember with clo
sand people atte.rtdmg opening cere-
monies in San Diega and an estimated
twelve thousand attending festivities the
following evening in Tijuana,

Kim Adams, Fasster Work Wagon, in inSITEST,

Artweek: November 1997

A elimaetic crescendo following three
years of collaboration berween rwenty-six
nonpeofit and public instirutions in the
United States and Mexico, inSTTESY
was spearheaded by the American non-
profit organization Installation and the
Mezican Instituto Nacional de Bellas
Artes. Modifying the parameters of irs
catlier 1992 and 1994 manifestations,
this year's event featnred works by more
than fifty artists from the Americas.
While the theme of the Mexico-TLS.
border wasa general focus in previous
wvears, this year’s exhibition placed such
comcerns within the broader context of
developing international North/Sonth
artistic dialogucs, while also establishing
for the first tme a curatorial theme of
pubhc space. Thar emphasis, imparted by
the curatorial team of Sally Yard, Jessica
Bradley. Olivier Debrose, and lvo
Mesquita, was richly unfolded by the
invited artists,

Alongside established figures such as

'mem 1-Iel' Fsmbcdo,Fmas

-:semted a nnmher ufy!)ungﬂ' walents.

These included Eduardo Abaroa, Rubén
Oruz Ton‘ss, I\ff[ism!l Cnldmn, Man.os

wl'uuh any ﬂtyﬂr

dmwingsuawﬂnkcpanemsm thcsky'.

establishing ephemeral, personal gestures
within a public space. Other arrists

November 1997 21



Reviews

approached the notion of public space in
terms of its conceprual, culrural, histori-
cal and social dimensions. Glassford’s
obsessive and humaorous miniature golf-
course works, a spoof on such public
oases, were conceptually witty. Also
clever was Aljs's work; a proposal ro visit
Tijuana and San Diego via e-mail, pho-
tos and mementos, foregoing the actuali-
ty of crossing the international border.
Interpreting public space as a cultural
construction, Kim Adams and Flelen
Escobedo and collaborators Alberte
Caro-Limon, Armando Lavar and
Franco Mendez exposed the multiplicity
of cultural interpretations inherent in
even the simplest phenomena such as tri-
eyeles and milk. Still others, like Mario
Torero of the Chicano Park Artists Task

Clockwise from above: Einar and Jamex de |a Torre, El Mo, proposal for installztion; Loma
, film, in-San Diego; Doug Ischar, Do, at Dolores Magdelena
San Diego. [Prata: Jimmy Fluker): Debarah Small, digital pro-
jection of Rowing in Eden, Installation, in San Disgo

Simpson, still-from Call Waitl
Memarial Recreation Cent

Foree, who'was completing
Arvvwkead/Vicory on the open-
ing weekend, focused on the his-
torical and political dimensions
of communal space, suggesting
its conceptual premises within
the rubrics of political and eco-
nomic power.

“Projects are situated to
engage the public in unexpected
ways and in unexpected places,”
explained U.S. executive director
Michael Krichman. And, with its
proliferation at beaches, plazas,
maovie theaters, a tattoo parlor,
the Internet, and the border,
inSITEY7 again accentuated its
demacratic and populist empha-
sis. The altered role of various
San Diego museums in this
year’s event, who hosted inSITE
COMMUNITY ENgagement pro-
grams rather than serving as
exhibition locations as in past
years, subliminally reiterated the
pluralist and non-elitsc aspira-
dons of this tri-annual. Asserting

22 Artweek

the relevance of art for the general pub-
lic, inSITES7 redressed the ongoing
problem of contemporary art’s isolation
from the general populace. At the same
time, probing new ways of investigating
the relationships between personal and
public spheres, the exhibit suggested
promising new directions for the global
discourses thar continue to unfold ar the
end of the twenueth century.

—Cullette Chattopadbyay

Collette Chattopadhyay is a conlributing
editar to Arfweek:

inSITE97 in San Diego
and Tijuana

ack in Loz Angeles
after two days touring
the mSITEYT instal-
lations in San Diego
and Tijuana, 1 realize
my mind has been
kidnapped by The
Border, Tt has brain-
washed me with its ineredible energy,
tension and vividness: the one side bub-
bling up the hills, living, worling, play-
ing right up against The Fence; the
other side barren, empty, except for the
patral wagons—always watching. Here
in Bl Norte, we stand proudly in abun-
dance, fear and suspicion and those

across The Border wait—held hostage
by huge economic forees they did not
create. In Tijuana my senses are awash
with the bright colars of artisan decora-
tion tucked into every corner and my
mind is sumulated on both sides of the
[)UI'LIL'T 1]‘, a Sl'llEl'ﬂ}' Cu-ra].:f] llltCrIl'.ihUﬂ'.T]
mix of artists who created site-specific
works relating to border issues.

Fernando Arias shows a metaphorical
border fence. A long, cight-foot-high
steel and corrugared iron fence is sus-
pended slightly above the cement floor
Ufa dal'kﬂlltd baSCnlﬂIlL A d:li.n ].iJ'lC UF
white powder “drawn” down the middle
of a ten-inch-wide glass placed direcdy
underneath the suspended fence con-
flates the fear and hostility of the horder
fence iself with the highly profitable
drug smugghng that persists despite it,
Drugs invade the border daily, and he
invites further invasion by allowing us
become “border officials” and look into
a tube-like camera device inserted into
his rectum, in a search for smuggled
drugs.

In stark contrast, Francis Alys shows
only a stack of posteards of a flat, grayish
sea together with a plastie file box of
receipts, the documentation for an
ephemeral artwork consisting of Alys
traveling from San Diego to Tijnana
without physically crossing the border.
Starting in Tijuana, he traveled south-
east to Santiago, west to Singapore,
north to Anchorage and southeast again



o San Diego, an extrava-
gundy artficial loop effec-
tively cxposing the stubborn
artificiality of the border.

Perhaps the most visible
mstallatnon (to 50,000 datly
border crossers) is a monu-
mental two-headed wanden
horse erected on a tall plat-
form in the middle of the
cight-lane highway that
intersects the border between
San Diego and Tijuana.
Entitled Yoy and Horse, the
picce becomes a metaphor
for the gifts, treachery and
dominanee thar can oceur
between neighbars, By plac-
ing the two heads at opposite
ends of the same horse, ane
looking north and the other
south, Marcos Ramirez
ERRE and his four collabo-
rators in effect ask, “Who
depends on whom?®” and
“Does the border separate us
ar does it unite us?”

The wildest example of
our persistent cultural fusion
despite the border fence, is
Alien Toy—UCO (Unidentified
Crsing Obyect), a collabora-

rive mobile sculpture by
Ruben Ortiz Tarres and
“radical bed dance world
champion” Chava Mufioz.
Dismantling a Chevy truck
almost beyond recogniton,
they have custamized it into
two parts that separate, then
erupt intoan utterly bizarre
“dance” by means of
hydraulic shoeks and lifes,
with wildly spinning pop-off doars; hood
and rear panel. The tuck’s bed becomes
a movie screen showing videos from the
subeulture world of super-shocked danc-
ing cars performing against an explosive
teejuy mixed sound track, thus offering
upm radicalized, eross cultural mkeover
of the automobile, iwon of American cul-
ture.

Another more quict, though no less

Cruisi

Top: Debarah Small, Rowing i Eden
Installation, in San Biege. (Photo: Rebecca
Siminow); Abovie and rght: Rubén Ortiz
Torras; Alen Tepy—UCO (Uniderfified

3 Object), praposal (above) and
mobile sculpture (inset), at RemnCarmation
Projecl; S3an Diego. (Photos: Paule Rivers:)

radicalized low-rider
modification operates in
a subte, yet powerful
way. Artaching a canvas
“skin” to the entire sur-
face ofa 1933 Ford
Victoria, Betsaber

Romero has then painted

it with a rich floral pat-

tern and filled die entire

car with dried roses. All

the chirome is now gold gilt.
The car was deiven up the
hill right next to the rusty
corrugated iron border
fence, then turned around
to averlook the sprawling
town below: Feminizing
both the car (culture) and
the fence, the car, poised
abovethe eity is rans-
formed inta a new icon: the
car of dreams, 2 carriage of
roses; not necessarily meant
fur passage across the bor-
der, but for realizagon of
those dreams right in
Tijuana, gathering swength
and beauty from tradition,
independent of Los Estados
Unides.

From there, travel along
the border fence unul you
reach the sea; and you will
find another engagement
directly ar the fence.
Interntional Witers by
Louis Hock is & communal
drinking fountain, Twin
pipes emerge under the
fenee, each from one coun-
try into the vther, offering a
mixture of water to resi-
dents on each side. The
warter has been piped from
ancient aquifers in the
opposite country and then
mixed at the drinking foun-
tains. By means of this func-
tipnal art site that benefits
hoth communities, he phys-
ically subverts the real bor-
der; however, no one was
drinking on the U.S. side.

While not all work
addressed the border, most
of it did resonate in some
way with lacal ar cultural
issues. Doug Ischar grew up
in San Diegn, He rakes over

1 gYIMNAsilm at 4 Tecreation center, cre-
ating an incredibly appressive armos-
phere with three lirge video projections:
one from inside a shoe hox with a perfo-
rated lid; one from inside a white dress
shirt, and one from inside the pocker of
a pair of haxer shorts. The anly illumi-
nation comes from the monitors and
there isa relentless tape loop of 4 combi-
nation lock beng turned, but not
opened. The terror of a male adoleseent
under pressure from the aggressive eam-
petition so highly prized in our culture is
absalutely palpable.

I 180-degree contrast, Deborah
Small ereates a multilayered installarion,
Ruwing m Eden, using plants commonly
found in the San Diego area which are in
some way medicinal ar nourishing, to fill
a three-room space from floor to ceiling
at the ald train depot. There is abun-
dance here: huge baskets of apples, jars
of deliearely eolored preserved fruits,
large apothecary jars of sage. Music,
poetry and multimedia computer
imagery of incredibly rich and colorful
collaged images dissolve into each other,
examining women's relationship o plants
and how that esoteric knowledge has
been ruthlessly stamped out by the rise
of the patriarchal religions. Its soothing
richness offers a simple, ver guite subver-
sive splution to the brute forces exam-
ined elsewhere in iInSITEYT. inSITE9T
is worth your examination—go see it!

—Victoria Murtin

inSITEG7—Neaw Profects in Public Spaces
by Artists of the Amencas through Nowembar
30 throughout San Diego and Tijuana.

Victonia Madin is 2 contributing editor to
Arweer
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a cauple of ol
paintings, an
early one from
1952 done
before she
moved to San
Franciseo, and
one from 19585,
which displays
her signature
impasta stvle
The ineli-
sion of this lat-
ter painting,
titled Song of
Lamocence, a
work which 1s
at once preten-
tous, glib,
overworked and
blandly decora-
UvE, serves
unwittingly to
set off the
promising
freshness of

carlier work in

Jay DeFeo (above) Untitled (Florence), 1952, paint on papger, 14" x 12-1/2%
(below) Untitfed (Florence), 1952, lempera on paper, 24" x 21-1/4", at Kohn

Turner Gallery, Los Angelas.

Jay DeFeo at Kohn
Turner Gallery

n my eyes Jay DeFeo has
always been a minor arust.
Her immersion in the beat-
nik scene and her absorption
of the Beats” pseudo-spiritual
posing and their shallow;
promiscuous eclecticism
were fatal to her work,
reducing it to a mere marker of a
moment in cultaral fashion. Her utterly
misguided six-year absorprion in a single
painting, The Rose (whose sheer
poundage, combined with its entomb-
ment behind 2 wall at the San Irancisco
Art Institute, transformed it into a fabu-
lous object) stunted her as painter.
Ultimately, the burden of her quest for
the mythic preatly exceeded her capabili-
ties as an artist, forcing her to rrowel on
her symholism with the same heavy hand
as her paint, with results that often
resemhle aversized thrift store paintings.
‘The works on paper that I saw at
Kohn Turner dated from the very begin-
ning of her career and while they did not
change my estimate of this artist, they did
pravide a poignant glimpse at what was
going through her mind before she taok
the wrong turn. On display were a dozen
samples of the ink and tempera drawings
Delen brought hack with her from
Europe in 1952 after spending a year and
a halfin Paris and Florence. She had
ohtained her master’s degree from UC
Berkeley the year before, so these works
represent her earliest post-student body
of work. Also ineluded i the show were
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" (untitled

which she
dcrr_lvnsuatf:s a
sophisticated
understanding
of the textural
possibilities of
black ink washes and a delicate, loose.
calligraphy that she would later suppress,
The mast “Florentine™ of these drawings
(all untided) combined a lovely, washy
“gold” ground with a vaguely anthrapo-
marphie tangle of hlacky, brushy lines.
Others appeared more heavily worked.
An opaque undercoat of dark brown tem-
pera and a varnish of glossy acrylic give
one of
these
drawings
the
appear-
ance of an
old ol
painting.
Another,
done a
year later

‘Ir.\-rt’?.'-'
Yorkj,
1953)
employs o
partially
ohscured
page from
A newspa-
per to
support a
percussive
grouping
of red and
black
brush
mmarks.

The
porien-
tous

hamality DeFen would later descend ro in
her search for important content is visi-
bile in a drawing that superimposes a thin
white cross over a velvety background,
with a erucifarm structure composed of a
raft of vertical brush marks crossed by a
darker hovizontal band. The white cross
is not only superfluous bur acrually
destroys an otherwise se
subtle drawing. This particular work
derives added historical significance by
sceming 1o presage DeFea’s 1954 assem-
blage consisting of a 12-foot cross
wrapped in butcher paper; embellished
witha glass jewel and tempera.
Presented at the annual r!r:awing and
print show at the San Francisco Museum
of Art, it touched off a furor. That event
could only have encouraged DeFeo’s
worst tendencies to emerge.

In her early drawings, however, thase
baneful wraits are kept at bay by a devo-
tion to the partienlars of picture making,
a devotion endowed with a sprightliness
and a delicacy that age has not over-
come.

sufficient and

—Mazro Catayar

Jay DeFeo— The Flarence Wew closad in
October al Kohr Turner Gallery, Los Angelss,

Marie Cutajar is a contribuling editor to
Artwesk

Pat Warner at
Beckstrand Gallery

The labyrinth i then i symbol of Tife sself—
the Dyveam in which we lrve, with its
wunpredictable tarns. fn Hindn qud Buddbist
outlooks, life ts maya, thision, &
constructed dyeamn—our cortical auareness,
conscignsTiess, or construction of reality ..
—Alan Bleakley, Fraies of the Moon Tree:
The Medicine Wheel and Transpersonal
Psychology

abyrinths are cor-
ridors meant to be
walked, and in
them a journcy has
meaning. It s this
fu.lu‘la.menlal, but
very tangible truth
which animates
Pat Warner’s recent maze installation.
Euter, Walk, Listen 15 spare and, in some
Ways, dark. Tt mixes a vision of ecological
dread with a healthy dose of romantc
appreciation for ordered nature and nos-
talgic rree-lined byways.

The piece hinges very subtly on the
ancient mnemaonic device of using the
body to encourage recall. In the ages
before writing was widely known, long
speeches, genealogies or important
events would be memorized by repeated-
ly walking a winding path through a
temple or garden and mentally placing
ordered information along the way.
These spirals and walks were blank-slate
storage devices made of real space, filled
with all the mysterious power and
importance of exact recall at a time when
history and knowledge could so easily be
lost.

In its repetition and uncluttered
blankness Warner’s spiral of eighty-five
ten-foot-tall wooden tree forms winding
gently in on itself is itsell a refined, sim-
plified formar onto which itis easy pro-
ject all kinds of memories of tree-cov-
ered roads. Part meandering glen, part
barren winter forest, the leafless carved
]:il‘rlbs Strr:l‘L‘.h out or up, (_'x'l]"]'ing a
strange mixture of protection and utter
desalation. At the eenter of the sparse
copse the vertical wee forms are thinner
in 1mass, suggesting long. curving, whit-
tled sticks or reeds drawn together in a
geatle bower, They encircle a floor of
pale, unsophisticated images of endan-
gered local flora and fauna, painted on
small Masonite tiles by local elders and
children. Walking on the small paintings
at the heart of the labyrinth’s sheltering
wheel pointedly mixes feelings of securi-
ty with a sense of transgression and van-
dalism. It’s a duality of comfort and ten-
sion which was never as clearly distilled
or as gently telegraphed by Warner’s
previous maze installations,

Labyrinths, like installations 1 gen-
eral, are meant 1o he transeressed. In
these spaces human oceupation and
movement engenders meaning. In the



