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RICHARD BILLINGITAM. Untitfed. Courtesy: the
artist and Anthony Revnolds Gallery, London.

rarscheidet
Fernscher.

gegeither

Kariera uherhoept vorkemmi, so o
er sich wenig vom Blick .of den
Gerade in dieser Gleichgiiftigkeit

dem: Medium offnburt sich die Trostlosigkeit
der Lebenshedin und
Gelasseniizit als E

eigenen vier Winde erfc’: cin
Riickzug. ins Innere der Individuen. Vielleic
aus diesem Grunde sicht manches, was hier pas-
siert, wie Schamlosigkeit aus: ein Guizil davon
ist wohl den Folgen von Sucht zuzuschirziben,
die offenbar — wenn min jeder gesellschaftlichen
Anbindung 10d Relevanz emboben ist — zum
Motor wird. der die Zeit umni Stehenbleiben hin-
dert. Notorisch kons:niert werden Alkohol,

Nikotin, Speed., Videogames, Essen, Fernsehen
— nur von einer, der Sehn-Sucht, scheint man
eriindlich entwdhnt.

Vicle dieser Phiinomene, in denen so etwas
wie die politische Dimension dieser Arbeit liegt.

lassen sich erst £:7:and der Videos beobachten —
wihrend in den Fotografien manches davon
noch a7 surrealistisch anmuiender Bildwitz les-
bar war, wie etwa der im Sufl voruib - kippende
Ray. In den Filmen verschwindet derlei Anekdo-
tenh: Ttigkeit in den damit - gebenen Muglich-
keiten der zeitlichen Ausdehnung 1d akusti-
schen Erweiterung des Materials — der sfindig
laufende Fernseher, dic vorbeidoniernde Bahn,
die Non-Natives fast unverstandlichen)
Stimmen erhithen den »Reality-Effelt«. 1998
produzierte Billingham seinen Film »Fishtank«
fiir das Fernsehen -~ dessen Titel ist eine treffen-
de Metapher fiir beschrinkie gesellschaftliche
Beziehungen, ¢in Leben im Container (Ray ver-
ldsst tatsiichlich die Wohnung nicht mehr, oft
auch nicht das Bett). Dieser Film ist gewisser-
mafien eine umgekehrte Reality Soap: Denken
Sie sich das strikte Gegenteil einer Laborsiluati-
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Loops noch stirker zum Treoen. An den GroB-
bildprojektionen fillt besonders die Kume-
rafil-ung avf: Ausgehend von statischen Ein-
stellungen  gibt es minimale Zooms  und
Schwenks, Streifziige iber Detalls sowic ein
rthythmisches Hin-und-Her-Kippen zwischen
Scharfstellung und irfe (etwa in »liz
oking«, wo die Schiirlv etliche Male zwischen
dem Umriss von Liz im Geesalich: und der
regenbeschlacznen F arsezibe in
inet). Diese auilis hpen Tielenschiirfenspicle
wan als Augenzw inkern lesen — Momen-
Distznzierung aus einer Situation. der man
vielleicht zu nah ist; erhinaes als eine cin-
dringiiche Demonstration der Appuaratur, die
chen diese Situstion produziert.

Dass Billingham dertige Aspekte wichlig
sind. bele 2n auch se neucn mehineiligen
Foto-Tafelr, in denen er Stills aus den Videoar-
beiren zusammenstellt. Ein Triptychon zeigt
etwa De aus Rays Handriicken — unscharfe.
iiberbelichizte Close-ups, mit hohem Abstrakti-
onsgrad. Eine undere riesige Kompilation ver-
:1t Blickwinkel aus »Fishtank«, wie die
stark fragmentierte Untersicht auf Rays Kinn
und Halspartie, einzelne Momente der villigen
Unschirfe sowie unvermitielte Schwenks auf
das Aquarium. Doch so iritierend diese
Momente in den Vidcos sein migen — als her-
ausgeliiste  Stills  zu  museal-monumentaler
Grifie montiert, wirken sie langweilig.

Es ist verstindlich, dass Billingham die Aus-
einundersetziing mit seiner familiiiren Herkunft
nicht in derselben Art (und auch Frische) wie in
den Fotografien aus den Jahren vor 1996 fort-
selzen konnte: wihrend seinc Videos aus den
Tahren um 1998 als eine konsequente Weiter-
entwicklung dieser Arbeit durchaus iiberzeu-
gen, scheint die Umsetzung in abstrakte Stll-
foto-Montagen als  iiberzogener Endpunkt.
Denn wenn man diese Grofiformate nicht als
plakativ-medienreflexiven Asthetizismus oder
als Konzession an den Kunstmarkt lesen méch-
te. sprechen sie vielleicht nur noch von der nun
vollzogenen Distanzicrung des Kiinstlers von
seinen Wurzeln (»When I came back to the
Midlands, T spent a couple of months going into
local pubs, talking to people and trying o be
like a local person, but I wasn’t the same, I
wasn’l innocent anymore. (...) There’s nobody
where I live I can really talk to. I'm not lonely
but I'm alienated«. The lrish Times, August
2000). Da diese Entfremdung offenbar keine
produktiven Raume im alten Themenfeld erdff-
net, iiberrascht es kaum zu horen, dass sich Bil-
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by Szandra

With the onslaught of large-scale exhibitions
worldwide in the last decade, it is not surprising
thar a number of new prajects strive to bombard
our senses with pointless sensationalism in order
to garner attention. Although well-established
biennials have sought 1o reinvent themselves in
the wake of this newfound competition, »inSITE-
2000, a five-month triennial, has morphed its
structure while maintaining great relevance and
integrityv. Since 1992, it continues to bhe a
thoughtful and provocative binational exhibition
thar puts the politically charged San Diego-
Tijnana horder region on the cultural map.

Both legal and illegal immigration from Mexi-
co into the United States at this locale is the
busiest, which is a fact that heavily influences
the art produced for »inSITE«. At the heart of
the exhibition are commentary on methods
emploved by the U.S. 1o locate and stop peaple
who attempt 1o cross illegally, and on the siereo-
rvpes and harsh realities of those living in the
area. These ideas are conveved through works
placed in communities throughout the border
area.

Take for example Mauricio Dias’ and Walter
Riedweg's »Mama«, a clever 15-minuie video
seemingly abour how U.S. customs officers’
develop a psychology with dogs that are trained
to detect illegal border crossings and drugs. The
video captures the relationship between the
agents and their dogs, which is sometimes
endearing, sometimes ridiculous. From an offi-
cer's testimonial of how he cares for his dog like
ke would his own clild, (hence, the video's title
sMama«), to the display of dog mading cards
(similar to the obsessively collected U.S. base-
ball and football plaver cards), the video ulti-
matelv underscores the blind dedication officers
have to conirol the dogs, the border and the peo-
ple wiho artempt to cross i1, This idea is articula-
ted by one officer, »I'll do everything in my
power 1o stop them.«

With 34 commissioned artists, in solo or
collaborated efforts, the 30 resulting art works
are on display October 2000 through February
2001. The exhibition features art of all media,
some ar site specific locations, on both sides of
the border. From this contextual format, the
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InSITE2000. Photo: Alan Decker.

artists have leaned roward film and video, one
significant change from past »inSITEs« that
were object and installation based. In addition
to »Mamae, ar least one-third of this year's
artists incorporated [ilm and video into their
projects.

Judith Barry's seductive video, in collaborari-
on with other artists, is projected on large, firsi-
foor windows on a downtown San Diego build-
ing at a busy intersection. People walking by are
lured into watching narratives of a car theft by
wsome poor guy from Tijuana«, the hvper-pro-
motion of Mevico's President Fox, and Paul
Espinosa’s cunning video that circumvents sie-
reotvpes of people from the Tijuana border region
(rypically the very wealthy and poor) and shows
working middle class home-owners. Watching
thase who watch these powerful videos, the reac-
tions range from people discussing it with siran-
cers while waiting to cross the street o some
wia responded directly to the screen.

The highlight of the videos produced is
Krzvsztof Wolrzko's emorionally driven piece
that fecwred live projections of eight women
maguiladora (factory) workers. They spoke of
the horrors of their jobs and lives, which inclu-
e, incest and verbal abuse, One-by-one,
~es were projected onro the monumental
round sixty-foor-diamerer facade of the Centro
Cultural Tijuana’s Omnimax theater, the area’s
visible svinbol, as they spoke evenly abour
disturbing events. The projeciions were distored
through the angle of the camera and the rounded
fagade, adding 1o the grotesque nature of their
lives. During the two evenings this piece
screened, it began to rain on the | zater, making
it seem as if the women and their surroandings
were weeping, heavily emphasizing the sadness
these women experience because of their brural
lives.

Not all the videos were as successful, Svivia
Gruner' s work is conceptually interesting, using
g H5-minute video o examine herself as a bina-
tional site. but its installarion ar the »inSITE«
info center, a two-story space filled with several
works, lacks impact. Gruner. who participated
in »in§ CE94e, engaged nwo theripists, one in
Mexico, one in San Diego. In therapy in the back
seats of their cars, the video recorded Gruner
while the therapists drove back and jortl across
tie bor v, asking her questions. Even though it
controversial in the San Diego therapist
waity, the reocining video is insubstantial
cred o e arisinad idea.
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MARK DION, BlindiHide, Tijuana River Estuary Reserve, San Diego, CA,
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MARK DION, BlindiHide, Tejnana River Estuary Reserve, San Diego, CA

inSITE 2000. Photo: Alan Decker.

In addition to the video and film aspect, installa-
tions continue to be a major part of »inSITE«.
»Blind/Hidew, an intelligent work by Mark Dion,
subtley raises the is e of surveillance. a central
topic of the border region. Dion positioned a
bird blind (field starion) in a national estuary
reserve, abuited by a naval helicopter base. the
border, and the ocean. Dion was interested in
this site particularly because of the military and
barder patrol presence. During the one-mile
walk through the estuary to the bird blind. naval
helicoprers are co iy flving over the area.
The serene visual experience of the natural
estuary is pitied against the intense din of ihe
helicopters providing an intense and inescoapa-
hle experience.

Dion cleverly added the idea of lavered sur-
veillance 1o the bird-watching experience. Once
in the blind, you could use the telescope, bools
and pic wres to name local <pecies and document
the sightings in the provided bird-warching
book, As [Hoaked through the relescope, the navy
helicopters. border patrol agents, and even the
birds were woching me, in essence they were
gathering data, tracking informarion and clas-
sifvir - me.

What is remarkable about »inSITE2000« (s
hoth the scope wod epth of programming it has
achieved through its “wur renditions since 1992,
The exhibition has incorporated an extensive
program incliling lectures, panel discussions,
tours, screenings and  performances. These
events are held in San Diego and Tijuana ar
various sites on 46 davs of the five-month exhibi-
tion in addition ro the ari on which these events
are based. So, the prevailing problem is how do
vou see 40 events and 30 works of art that are
miles apart from each other, some of which are
ephemeral? If you do nor take the 8 to 12-howr
tours, s difficulr. So, audience becomes and

issue.

However, the artisty are acutely aware that
their works inherently have a buile-in audience.
wlnSITE« 5 audience is derived more from com-
muniry imvelvement than interest from the art
communities in both cities. San Diego being the
least interested. There are discreet audienc - for
nearly every project and they are ant:ingly
cohesive and attentive. Over any other art ¢ i«
hition in these mwo cities. »nSITE20 0« has
excelled in community ourreach. For
the »Mamae video is poised on a main -
Jrom San Diego to Tijuana where 40,004 peaple
pass dailv, and Blind/Hide is embraced by bird-

vice, and local
the

watchers, the National Park &
schools, which use it to le
history, sociology and po

Another e..
who selected 1t houses on each
der that would receive a s ies o
produced and delivered anonymon 1
firse set of tapes in Tijuana, the resid o the
community called news me " onr of roar and
winSITE2000« had to intervene. Then it became
a fun pame, where people were frading the
videos.

With much of the work done for »inSITE-
2000, the artists knew the audience was not the
art savvy public, rather a different configuration
of public where people were stumbling upon the
art but not in the context of an are show. What
was most coparent was the ige liijcrence in
reaction to the art between the San Dicco and
Tijuana publics. Cultural a ects weigh heavily,
where the H.spanic culture rea
projects with pride and Americans are much
more apathetic. For exanile, Gurierrez did not
hear anvthing from San Diegans uniil the fifth
video was delivered.

In the wake of its fourth incarnation, it is
apparent that »inSITE2000 s« legacy is bringing
together comnmunities and serving as @ ring
board for artists work. Some prajects will travel
the world, the works of Judith Barry and
Gusrave Artigas will be shown at the Venice
Bienale and Jordun Crandall’s »Hear-Seeling«
is now at the Whitney Museum of American A,
This is consistent with past »inSITE20005«.
where the 1997 works have entered the main-
streant world, For example, Dotsabee Romera's
decorated chevy car continues 1o appear in
books and advertising and Allan  Sekula’s
maquiladora photograpls have traveled around
the world. For the exhibition's administrators.
this is gratifving and one reason to look (o
s SITE2004

v embraces the

A catalogue witlt a comprehensive documentation of
the prajects is in preparation.




