! N No. 45 / Volume 3 / Year 2002

The Nexus Between Latin America and the Rest of the World

£5>

Nll

LOS CARPINTEROS

25t S50 Paulo Biennial ® Art & Economy  FotoFest * Artur Barrio
3" Ibero-American Biennial of Lima ® Whitney BienniaAI 2002

$8 US, $10 CAN
017447056048 17




Contents

July - September 2002

28

32

40

46

52

58

64

Los Carpinteros
Your Home is my Home:
the Global Familiarity
Cristopher Miles

BIENNIAL
25" Sao Paulo Biennial*

“Metropolitan Iconographies”
Maria Elvira Iriarte

Artur Barrio
Art in Transit
Fernando Cocchiarale

PHOTOGRAPHY
FotoFest 2002

From Alchemy to Cybernetics
Fernando Castro R.

Maria Teresa Hincapie*

Between the Quotidian and the Holy
Ivonne Pini

BiENNIAL

3" Ibero-American

Biennial of Lima*

A Question of Faith, Ethics and Art
Rosina Cazali

ExHiBITION
Art & Economy

Luis Camnitzer

72

76

78

81

94

126

129

148

150

BienniaL
Whitney Biennial 2002
Richard Leslie

SPOTLIGHT

Jac Leirner

Centro Cultural

Banco do Brasil Sdo Paulo
Adriano Pedrosa

FaIrs
The Armory Show and

The Art Show 2002
Charmaine Picard

Art Chicago 2002

Charmaine Picard

Muestra oo1**
Maria José Ramirez

REVIEWS
Index page 7

GRoOUP SHOWS
Index page 7

GALLERY AND MUSEUM
LISTING SECTION

Book ReviEws

BooOKS AND CATALOGUES

*These articles were translated from Spanish by Vincent Martin. **Translated from Spanish by Ricardo
Armijo. Editorial views are expressed in unsigned articles. Signed articles and reviews express the
opinions of their authors. The publishers welcome unsolicited contributions if they are original, well
structured, and fully respect the standards of professional courtesy.

ArtNexus (ISSN 0122-1744) is published quarterly, in January, April, August and October by Arte En Colombia, Inc.,

12955 Biscayne Boulevard, Suite 410, Miami, FL 33181-2023. Annual subscriptions are $32.00 in the USA, Colombia

and Panama; $40 in Canada and Puerto Rico; $60 in Argentina; $48 else where in Latin America and $52

in all other countries. Periodicals Postage is paid at Miami, Fl. POSTMASTER: Send address changes to
ArtNexus 12955 Biscayne Boulevard, Suite 410, Miami, FL 33181-2023.




Humberto Vélez. LokindLVnthXXCntry (In Search for Love of the 20th Century), 2002.
Wire, paper and rubber. 66 x 26 x 11 ft. (20 x 7,8 x 3,3 mt.).

3 |bero-American

Biennial of Lima
A Question of Faith, Ethics and Art

ROSINA CAZALI

On a random morning, a documen-
tary had just ended on The Discovery
Channel. For thirty minutes, the spec-
tators watched the turns of a sort of
declaration of love made by the
Concorde, the supersonic French-
made airplane that surprised the
world when one of the components of
its fleet exploded in air. Exclusively
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for magnates, executives, and busi-
nessmen—like new global Phoenj-
clans—the documentary attempted
an “affair” or recovery of admirers by
reite_rating the precision and gooa
qualities of the machine, and the fact
that the trip has a minimum price of
$10,000. However, The Discovery
Cl}annel probably does not know th 1)t
this redeeming and exclusivist \'isi(:

led me directly to the work titleg

Taken as a whole, g ¢

- dce
biennial that seems .
one step beyond. wi, |95‘§

spectacular, though More
careful and well-reasgp,,
montages than those of
previous years, a body of
work stands out that Stressg,
or discusses—withoyt
intending to—that politic;
and social situation that
envelops both us and they,
and suggests an interestinal
debate on what we could
define as “transconcerns”

Lokin4LVnthXXCntry by Panamani:-
artist Humberto Vélez. This piece re~
resents an enormous Concorde e
ated with traditional techniques o
pifiata makers: a wire frame covere:
with monotone recycled papers.

From above, in the huge receptio
room of the Rimac house located i
the historic center of Peru’s capiti
the work seemed to observe the mor
tals who walked under its belly, r
calling the duality in which a pinat:
perishes: children’s parties and tra
mas. In its artisanal fragility and {*
temic airs, it was raised as the perfed
metaphor of that relationship b
tween love and hate that emers®
between modernity’s utopia (07
phanhood) and the weight Of“’“lm_
It graphically recalled the enor‘mt‘f"
social and political difficultwr: in
which we find ourselves im"“erfe__
the fragility of our democratic ‘\n
tems. In any case, the use of the mtrlrv
phor of this twisted paper and \.\; .
airplane was set up as a P
entryway into the 3™ lberO'-“‘jme
Biennial of Lima, as proof of H.W \:r
to open an interesting spact ot
against wind and tide.

S
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Ricardo Migliorisi. The Unfinished Banquet, 2002. Black and white

photograph and tile application with color selection on parts of the face.
7°,x6in. (20 x 15 cm.).

Rudiments for a Visit

Very close to the opening of the
mythical Sao Paulo Biennial, big
enough for all the attention of the
world, of the international circuits,
and the glamour of the art scene, the
biennial of this South American city
opened last April 17th. It is, however,
an unexpected situation that has been
arousing greater interest and more in-
vitations on the complex map of the
Ibero-American art scene, made up of
Latin American countries, Spain, Por-
tugal, and the portion of Hispanic art-
ists established in the United States.
And I am not referring to just any at-
tention, but rather to the attention that
begins to emerge when we intuit that
an event, in its early stage, possesses
the necessary ingredients to generate
an important focus of attention an_d
encounter. Of course, this optimistic
vision also stems from removing the
protocols and social accessories that
any biennial needs to justify itself be-
fore its own political conditions or t_o
legitimate itself locally before authori-
ties and Sponsors.

Priscila Monge. From the series The Artists Unveil Mystical Truths for Us.
. Art is a Question of Life and Death, 2001. Color photograph.

39,47 Y, in. (100 x 120 cm.).

In the third edition of the Ibero-
American Biennial, twenty-two artists
participated in the international rep-
resentations, five in the national rep-
resentation, and there were four
parallel shows. These latter exhibi-
tions bring together a retrospective
and magnificently well assembled
representation of Priscilla Monge, and
three representative works that allow
interesting itineraries through the par-
ticular universes of creators like
Liliana Porter, José Luis Cuevas, and
Ricardo Miglioris. As has been cus-
tomary, the selection of Peruvian art-
ists is the product of their participation
in the National Biennial of Lima, which
overlaps every two years with the
present show, and whose trademark
is to give prizes to the best works and
their creators.

Taken as a whole, we face a bien-
nial that seems to take one step be-
yond. With less spectacular, though
more careful and well-reasoned, mon-
tages than those of previous years, a
body of work stands out that stresses
or discusses—without intending to—

that political and social situation that
envelops both us and them, and sug-
gests an interesting debate on what
we could define as “transconcerns.”
Yes, that portion of personal concerns
that are on the same wave length as
those of the inhabitants of different
regions and areas, and which coincide
with becoming aware of a historical
moment where civilized spaces are
even more dangerous than those oc-
cupied by nature.

Considering the fact that the Ibero-
American Biennial of Lima has re-
fused to duplicate the biennial model
that frames everything through a cen-
tral theme, this introductory thread
emerges in the spontaneous dialogue
and the interaction of the works. It be-
comes tangible before photographs
like those of Ana Tiscornia, which al-
low us to see—or to guess—watch-
towers that inundate the memory of
past histm'y, what were possible con-
centration camps or besieged cities,
and which today are transformed into
voyeuristic cities of a present that
finds no spaces in order to be alone,
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Daniel Martinez. More Human Than Human
(Nothing is True, Everything is Allowed), 2000.
Selfportrait #9c. Fifth attempt to clone mental
disorders or how one philosophies with a hammer.
According to: Gustave Moreau. Prometeus, 1968;
David Chronenberg. Videodrome, 1982.

Color light jet print. 4 x 5in. (10,1 x 12,7 cm.).

in order to weave a personal memory
when dynamited by the intense noise
of communications, enormous con-
sumption, and the terror of the latest
news.

But the thread of Daedalus also tells
us that history is not composed exclu-
sively of noises. Spanish artist Enrique
Marty’s installation contradicts or
complements Tiscornia’s observation
since it is framed by the construction
of memory and traumas starting with
family intimacy. In a highly baroque

Ana Tiscornia. Similar Objects, 2001. Diptych.
Detail. 9/, x 12 %/, in. (23,7 x 32,5 cm.).

ith knickknacks and objects

oy artist seeks

of dom.estic reference, thethe o aumas
to ventilate unabashedly -
that the family figure gene'rates.- o
ever, the interesting thing 15 how

" is not limited to the
Marty’s strategy 15 no g
illustration of a problem, but ra "
how it suggests possible escapes.as i
confronts this concise image with a
video in which the mother herself is
represented and acts in4a relaxed g rOI;P
therapy, as indicated by curator Estrella
de Diego.

Between the figure of melancholy
and brutality, the itinerary contim.les
in the performance of artist Regina
Galindo, who traveled from Guate-
mala City with her eyes patched; and
she remained like that for six days in
order to return later to her point of ori-
gin without visual references of her
trip to the city of Lima. This perfor-
mance, carried out as an exercise of
high physical risk, where one of the
most important senses is castrated at
will, pushes the viewer to a reflection
on what José Saramago has called the
responsibility of seeing. In a period
saturated with images that scream at
us and turn us into spectators and
slaves—whether on account of its ex-
acerbated consumption or out of the
desire for silence—Galindo adopts an
attitude of withdrawal in order to un-
derscore the value of freedom to
choose what one wishes to see.

With the same intensity with which
Galindo refuses to recognize an urban
space, Rogelio Lépez Cuenca partici-
pates with the design of a cultural tour
for gullible tourists. Lima I[NN] Me-

moriam proposes a guided and Fese.
manticized visit to places locateq on
the map of the city where eventg have
taken place that were motivated by po-
litical violence, the market and its €co-
nomic rationality, cultural, racia], op
sexual repression, and the eliminatioy,
of spaces considered by the Powerfy
as ungovernable, in order to identify
a critical relationship with the urbay,
space and collective imagery that sup-
ports it.

For his part, Daniel Martinez pre.
sents us with a series of photographs
where the body is a prisoner of the
most vile lacerations. But, only after-
ward, between doubt and certainty, we
prefer to think that these wounds are
achievements of digital techniques
than what they really are: montages
achieved with all those special effects
that the film industry achieves with
makeup, fake blood, and props suit-
able for the occasion. Nevertheless,
beyond a simple delight in the perfec-
tion of the image, Martinez’s work con-
centrates on making even the best eyes
doubt, in order to lead the viewer to
question his own concept of reality. To
do this, the artist parts from a motto
that is as chilling as the bloody guts
that his montages show: “it is not that
we confuse photographs with reality,
it’s that we prefer them to reality”. This
is corroborated or complemented by a
simple and poetic voice through the
performance of Honduran artist Isa-
dora Pagz, titled Entremeses para la
esperanza (Interludes for hope), which
is based on a series of movements typi-
cal of dance and a video that invites

Enrique Marty. Father and Mother, 2001. Mixed media

{6 gk (paste, syntheti i ics, hai
Installation during a month at the home of the artist’s pa Y S o hdla IOHES M)

rents. Courtesy: Galeria Espacio Minimo, Madrid.




Liliana Porter. Dialogue with Penguin, 1999.Cibachrome.

34 1/3x26 1/3in. (87 x 67 cm.).

reflection on the daily space television
has come to occupy. Also, how televi-
sion today is able to unite on one single
plane dubious information with prod-
ucts of reality. And to the crude rhythm
of “channel surfing,” how this cyclops
establishes orders that drive our be-
haviors, routines, and social relation-
ships.

Subversion and Resistance
Strategies

In the city of Lima, hearing the
voices of lawsuits stemming from the
civil society is a daily event. In the
course of street demonstrations, these
voices become mixed up with the din
of traffic; they fall before war groups
and the shouting of street vendors. If
not so long ago we were distant eye-
witnesses to the powerful demonstra-
tions that clamored for the restitution
of the democratic process in the coun-
try, it is not difficult to consider a vein
in the local artistic production that
refers to and insists on the importance
of discussion and criticism on the po-
litical, economic, and social plane.
With direct allusions or discourses of
a poetic nature, some of the artists
who make up the Peruvian represen-
tation in the biennial insist on the
value of revising and subverting the
systems of power imposed by the ho-
rizon of the status quo, in a country
of contradictions, with streets invaded
by successive rural migrations and the
most refined spaces of aesthetic con-
templation.!

Thus does the work of Giuliana
Migliori stand out, which gathers a
series of components that attempt to

Luz Letts. Model Prototypes for Instaliation Dolls, 2002.

Mixed media installation. Variable dimensions.

structure a fictitious ad campaign. In
a display that organizes the reading
of a video with its respective audio,
an attractive logotype and the image
of a model of obvious Peruvian de-
scent, the central character is the per-
fume Eau de Sarita. Intentionally in
French, Eau de Sarita evokes the place
where the great perfume industry is
a banner. Migliori thus makes use of
its advertising gestures; she appropri-
ates a discourse based on the sensual
and hormonal in order to present a
perfume that arouses different (and
even confusing) expectations by sub-
stituting the codes of supposedly ac-
ceptable beauty with that of real
persons, with bodies that refer to a
particular sociocultural group. As a
sort of gag, Migliori proposes a
decolonized vision based on a humor
that defies the prejudices and prac-
tices of segregation. Luz Letts, as a
contrast to the indirect commentary
on the subliminal strategy, shows off
a ferocious humor in order to evalu-
ate the electoral systems through a
slot machine that chooses, through a
wide array of selection possibilities
and chance occurrence, presidential
candidate dolls. Like a readymade,
the machine is introduced into the
artistic space in order to insist on the
automatism and manipulation of the
people, of their representative hopes
and requests.

Just as Migliori and Letts speak of a
specific spatial and temporal context,
Fernando Bryce finds an indispens-
able piece of information in Peruvian
history through the revision of a se-
ries of reproductions of known works

of art that were accumulated in the
1950s for the Museo de Arte de San
Marcos by an elite group as part of a
cultural project. This same piece of
information makes tangible the aim of
civilizing the masses with what were
then pieces of Western art considered
universal. In the simple operation of
exhibiting the entire group and re-
dressing it with academic interest,
Bryce questions precisely the judg-
ments that were applied along with
the eagerness for cultural desire in the
past and present.

Engineers of Our Own Foolishness

It has been said that one of the as-
pects that attracts the most attention
in the biennial is how the works ex-

José Luis Cuevas. The Apprentice, 1996.
Etching and aquatint. 12/60.
21'1,x15,in. (53,9 x 39,5 cm.).
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Francis Alys. faith Moves Mountains, 2002. Intervention and video-installation. Detail.

hibited in the different parts of the city
come to dialogue with the public and
symbolic space, to reflect tensions of
political, social, economic, and geo-
graphical order, and, in some cases,
to take on truly poetic and interest-
ing metaphorical resonances. And
that is where a work like that of
Francis Ali's comes into play. Titled La
fe mueve montaiias (Faith moves moun-
tains), this action of an epic nature,
whose images recall somewhat the
human wave in the Aztec stadium,
was able to convoke 500 people in or-
der to form a line with the aim of
moving a dune measuring 400 meters
in diameter, located outside the city.
The participants, like an immense
comb, moved forward, pushing and
removing the upper layer of sand
with shovels. The goal was to displace
the mound from its original position
through infinitesimal steps. There are

Regina Galindo. Untitled, 2002. Performance
during 4 consecutive days.

no better words than those of Cuauh-
temoc Medina, the theoretician behind
this action of apparent uselessness, for
explaining this maximum effort as
something that contemplates the mini-
mum result, and as an application of
the Latin American non-develop-
mentalist principle: an extension of the
logic of failure, programmatic dilapi-
dation, resistance, entropy, and eco-
nomic erosion.

In the harmony of exhibiting the
effects of the scant productivity, the
work of Costa Rican artist Joaquin
Rodriguez del Paso discourses be-
tween the fetishization of the dollar
and the fragile economies. Although
he ran the risk of seeming overly di-
dactic, the artist carried out an action
in the public square where passersby
were invited to participate in draw-
ing a dollar bill. In exchange for their
effort and work, the volunteers re-
ceived the dollar that was used as a
model. Later, Rodriguez del Paso’s

proposal was to sell the

drawings at a higher price
than the one assigned,
thus provoking a reflection
on the dollarized econo-
mies of Latin America.
Insum, itis worth point-
ing out that the Ibero-
American Biennial of
Lima, during its few years
in existence, has gathered
artists with diverse ang

interesting proposals. But it is still in
that stage of germination where we
generally consider the following
equation to be true: enthusiasm and
good intentions equals chance to
evade homelessness to which we are
often subjected. However, it is impor-
tant to remain alert. For such exces-
sive enthusiasm at times ignores the
task of continuously revising the in-
ternal parameters, which reduces the
taking of risks. Therefore, the call of
the totemic but fragile figure of the
Concorde affects the importance of
maintaining the self-critical ability
and a responsible curiosity which
help, first and foremost, to inspire sig-
nificant dialogues, to evaluate the en-
riching effects of the work of art on
the viewers and the local production,
to support the discourses, the pres-
ence of their creators, and the ex-
changes that may come as a result.

NOTE

1. Cited by G. Buntix, “Los signos mesianicos. Fardos

;“”\i,’a"ios Y resurrecciones miticas en la ‘Republica
€ YeImar peruana’ (1980-1992)," in Arte y violencia

/XV(H quoqufo Internacional de Historia del Arte
(Mexico City: UNAM, 1995).
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A Retrospective
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June 27 - August 2, 2002

Galeria Ramis Barquet

41 East 57th Street New York, NY 10022 Tel (212) 644-9090 Fax (212) 702-9538
E-mail mail@ ramisharquet.com





{"type":"Document","isBackSide":false,"languages":["en-us"],"usedOnDeviceOCR":false}




{"type":"Document","isBackSide":false,"languages":["en-us"],"usedOnDeviceOCR":false}




{"type":"Document","isBackSide":false,"languages":["en-us"],"usedOnDeviceOCR":false}




{"type":"Document","isBackSide":false,"languages":["en-us"],"usedOnDeviceOCR":false}




{"type":"Document","isBackSide":false,"languages":["en-us"],"usedOnDeviceOCR":false}




{"type":"Document","isBackSide":false,"languages":["en-us"],"usedOnDeviceOCR":false}




{"type":"Document","isBackSide":false,"languages":["en-us"],"usedOnDeviceOCR":false}




{"type":"Document","isBackSide":false,"languages":["en-us"],"usedOnDeviceOCR":false}



