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In American photagrapher Sean Snyder’s series “Brasilia,” a’met’rbpoiiﬁ built froro
- scratch becomes a tarnished version of the modernist city where a sectron of the

road Iike its bulldings, seems anonymous. GalmeNeu

By Robert L. Pincus
ART CRITIC i

ardboard makes reoeat
appearances in “Far-
sites.” That may seem

odd for an exhibition about the

contemporary city. Afterall,
cities required more durable
materials to persist.

But then artists doﬁ’fdemgn :
‘actual urban centers. Evenif
they consider the present con- -

dition and the history of the
men'opohs, as the 50-plus art-

ists in this exhibition do, the

responses can take an unprac—
tical shape. Cardboard, in its

 fragility and impermanence,

seems to reflect the skeptical
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”keptlt:al views of urban

arrsagox;

“Farsites: Urban Crisis and'
Domestic Symptomsin

Recent Contemporary, Art"

- $4-$10 (San Diego Museum of Arb;

687~ 9600 or WWW. ms:te05 org

Through Nov.13 = -

San Diego Museum of Art, Baiboa
Park

Centro Cultural Tuuana Paseo de
los Heroes y Javier Mina

free (Centro Cultural)
(619) 232-7931, ‘(011-52-6'64)

: view of the city, past and pres-

ent, that pervades this exhibi-
_ tion spanning two museums,

two cities and two countries.

by Osvaldo Sanch - tend to

fe

Divided between the San

Diego Museum of Art in Bal- i
'boa Park and the Centro Cul-

tural Tijuana, “Farsites: Ur- ;
an Crisis and Domestic {
Symptoms in Recent Contem-
porary Art” is a counterpart to
the 22 “interventions” that are
central to inSITE05, the many-

faceted event whose artworks

concurrently span sites’ on

' _both sides of the border.

The interventions, curafed

enmesh themselves in some
aspect ofthelocal environ-
ment and social conditions, By
doing so, they establish a

see 'Farsites,’ F7
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» 'FARSITES’

ICONTINUED FROMF1
Exhibit spans
two museums,
two countries

_ strong bond between artist

-and receptive viewer,
« -In“Farsites,” Adriano Ped-
-rosa, a Sao Paulo curator who
is well known internationally,
-aims to make broad commen-
stary about the contemporary
,state of city life. But the tone of
‘the exhibition is abstract. The
'sense of urban crisis never be-
.comes more than a vague con-
.cept, and keeps our emotions
‘and involvement at a low ebb.
It's hard not to think of the
‘terrible urban crisis of New
‘Orleans while viewing the ex-
‘hibition, simply because this
‘show is so much about cities.
But the exhibition deals very
little with cataclysmic disas-
ters and concentrates instead
.on a vague sense of decline
:and dystopia in urban and sub-
‘urban settings. Some selec-
tions are tied to the show’s
‘broad theme only by their allu-
sions to architecture or do-
‘mestic interiors.
. Oneseries of photographs,
.installed throughout both ven-
:ues, is obviously meant to be
‘emblematic. Geraldine Lan-
teri, an Argentine artist, pic-
tures place after place with
'shuttered windows and bolted
doors. The black-and-white
images (made between 2001
‘and 2004) are matter of fact,
presenting a sort of repetition
meant to create the misery of

her nation’s economic collapse
of 2001 | ’

‘The suburbs are no better.
The house as fortress is Ken-
dell Geers’ topic. The South

. African photographer pictures

fences, walls and security
signs. He calls the series “Sub-

urbia” (1999); its political
"backdrop is the demise of

apartheid and the onset of a
newer, tense chapter in South
African history.

The home that turns a mute
face to the street is one subject
of Los Angeles photographer
Catherine Opie’s large 1995 -
color prints of homes in the
opulent Bel-Air neighborhood,
most with security force signs-
out front, too.

Surveillance and security is
one of Brazilian Marcelo Ci-
dade’s subjects too. He’s in-
stalled numerous cardboard
versions of security cameras
throughout both venues.

A particularly intriguing se-
ries of photographs by Ameri-
can Sean Snyder reminds us of
the failure of the modernist vi-
sion of the model city, with its
emphasis on concrete, steel,
glass and the grid as well asits
utopian undercurrent. Brasi-
lia, his subject, is such a lplace.

Though the 45-year-old city
is the functioning capital of
Brazil, Snyder presentsitasa
‘sort of contemporary ruin, its
buildings darkening where
they should be pristine, weeds
sprouting through walkways
and not a person in sight.

Like alot of exhibitions that
aim for the big social state-
ment and the prominent inter-
national cast of artists, “Far-
sites” doesn’t offer much
emotional comfort. Maybe

Geraldine Lanteri’

Sy

3 DRNAE N

s photographs “Negocios Cerrados’

(2001-2004), depicting shuttered businesses in Argentina, are
divided between-the San Diego Museum of Art and Tijuana’s

Centro Cultural. Geraldine Lanters

_ that'sto be exbééted when

“crisis” is part of the exhibi-
tion’s title and the world is
fraught with political and eco-
nomic tensions. ‘
Few among Pedrosa’s selec-
tions suggest an alternative vi-
sion to the modernist idea of
the sleek, well-functioning me-
tropolis. Mostly, cities look
dysfunctional. In addition to
the closed businesses Lanteri
depicts there are “Casas ce-
gas” or “blind houses” by Bra-
zilian photographer Rochelle
Costi. That is, houses with
windows and doors bricked in
80 squatters can’t make them-
selves at home. But Costi’s pic-
ture is clearly a metaphor too

~— for a whole portion of the !

urban population, in a host of |
countries, that can’t find hous-

mg‘- . ']

The idea of architectural de-
cay is made surreally literal in
painted wood sculptures by
another Brazilian, Adriana Va-
rejao. (Given his nationality,
it’s not surprising that Pedrosa
would include a prominent
number of Brazilians.) Vare-
jao’s objects resemble frag-
ments of floors or walls, whose
underlayer looks like an amal-
gam of meat or human organs.
An aura of violence, directed
toward old buildings, animals
and people, pervades them.

In the show’s predominant-
ly dark scenario, which makes
“Blade Runner” resemble a
sort of prophecy, you look for
emotional relief wherever you
can find it. :

There is the occasional ex-

ample of artistic community as
a sort of bright spot in city life.
Such is the case with Eloisa
Cartonera, a modest publish-
ing venture in which artists
and writers worked with carto-
neros (collectors of used card-
board) in Buenos Aires begin-
ning at the time of the 2001
economic collapse. The little
volumes, with vividly painted
covers, are bound in roughly
cut cardboard and have an un-
polished beauty that makes
them distinctive.

Cidade’s performance/ar-
chitectural fragment;
“In/Out,” has a droll take on
the anonymity of maintenance
work. Watch hisvideoand
you'll see him yanking tiles
from the sidewalks of Sao Pau-
lo and replacing them with his
own. Hardly anyone seems to
look his way; they just assume
he’s an official worker. Then,
nearby, in the galleries of the
SDMA, is the collection of
tiles, arranged in a loose grid.

Another moment of delight -

is provided by Guadalajara art-

" ist José Davila. He’s fashioned

columns from castoff card-
boadrd cartons. Every element
of them comes from the muse-
um’s garbage. One dimension
of their success is placement.
A pair of theém, at either end of
a doorway, look as if they be-
long there. One plays off the
other, with a “classic salads”
box of one stack neatly echo-
ing the other.

Some heavily exposed art-
ists are represented by solid
works: Robert Gober’s
“Drains” (1989) is one; Julie

Merhetu’s big painting “Dis-
persion” is another. Butthe
exhibition gains little thematic
momentum from their inclu-
sion, only names of note.

By contrast, ersatz architec-
ture, as in Davila’s columns,
gains another terrific example
with Portuguese artist Carlo
Bunga’s walkthrough corridor
in cardboard. It takes up much
of a hallway. Walk through it
and around it. Inside it’s domni-
nated by a cardboard ceiling,
walls and floor in browns and
blues. Outside, it'’s mostly
white.

Hard to tell what it has to do
with the show’s title, since it’s
specifically geared to the mu-
seum. But it is an ingenious
construction, so one hardly
cares.

In the bigger picture, “Far-
sites” ends up being a counter-
part to the bigger crop of in-
SITEO5 interventions, but not
asintended. Itbecomes a
study in contrast more than a
complement. There is an im-
plicit optimism, or at least
pragmatism, in some of the
projects spread across Tijuana
and San Diego. In “Farsites”
the vision is mostly that of ur-
ban noir.

Noreason that inSITE05 .
shouldn’t have competing cii-

- ratorial visions. It's left to us,

the viewers, to reconcile them
or not. Art, like the times, is
full of contradictions.

Robert L. Pincus: (619)
293-1831;
robert.pincus@uniontrib.com



