to pleasure as the only way out for a generation of ‘68 whose
only principle, over and above class struggle or the produc-
tion economy, has been relegated to that other economy of
pleasure that says to the subject: Enjoy!

And this jouissance thus becomes, all at once, the only way
to stay in touch with reality. There is no ideology, no matter
how authoritarian this might be, that is not pierced by this
pleasure.

This reminds me of when Deleuze and Guattari used a
structural difference to distinguish between the left and the
right, where right-wing aims being deemed paranoid and
revolutionary aims being deemed schizophrenic. So are we
once again left to choose, pettily, between paranoia and
schizophrenia? We already said it earlier, the answer is both
simple and contradictory: Refuse to choose!

All this concerning the state of culture. Or maybe it is just
our state of anxiety.

When the sun goes Supernova, are we to abandon metaphys-
ics, or should we all throw ourselves, at long last, into the
arms of showbiz?
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José Alvaro Perdices

Nosotros & Tu. Educational Closet.../ 47 Names

José Alvaro Perdices’ Howling Walls

We & You. Educational Closet .../ 47 Names is a dissonantly
challenging 3-part installation by Spanish-born, LA-based
artist José Alvaro Perdices. It's set out like this: one wall
is hung salon- or retablo-style with fourteen C-print photo-
graphs, each framed in black and for the most part scaled at
human-size or larger (one more photograph spills over to an
adjacent wall). The facing wall serves as a projection screen
for Perdices' 16 mm film 47 Names, a 13 minute parade of
elementary schools kids, each shouting out their names two
or three times on the artist's prompt, as they stand in front of
a fixed camera in the school yard. While outside this room,
near the title at the entrance to the exhibition, is a single large
photograph of a group of screaming children drawn from the
same class, arranged in a circle.

Perdices’ current work is hinged with a remarkable series
of darkly lustrous photographs taken in the dim bowels of
LA’s, gay bars and spas in Los Angeles, New York and Ma-
drid between 1996 and 1997. (1) These images, each titled
after the dive where it was taken (Crow Bar, Cruising Bar,
Strong Center, The Zone ...) and supplied with a documenting
numb}gr (Doc. # 19, etc.), offer a textured field of inflected
blackness touched by an occasional smudge of white as the
camera registers the mild flare of a cigarette, a fringe of faint
illumination around a door or a distant low-watt light bulb.
The photographs bear occluded witness to private, furtive,
perhaps anonymous, sexual encounters in the subterranean
backrooms of an underground scene.

Yet they do so by precipitating only the most minimal kind
of particularity and without positing any form of social or
erotic declaration. Bodies, movement and decor are all held,
then, in a kind of obscure suspension which subjects then,
quite utterly, to a quality from which they naturally shrink:
the emanation of light. We are compelled by these pictures
of not-quite-darkness precisely because their compulsively
arbitrated registration of light makes everything in them--
events, silence, noise, desire, release--simultaneously hinted
and conjectural, yet passively vivid.

We & You turns this noirist logic fully inside out. Staged for
the most part in the playgrounds and classrooms of the
LA district school system, its subject matter is as brazenly
public and as that of the bar series is closeted and covert.
Against the cave-like black of the earlier work, We & You
is transacted in the glaring light of daytime Los Angeles, a
place that seems to saturate even shadows with unremitting
illumination. The protagonists now are mostly children, not
adults; their activities are largely scripted rather than found,
imaged clearly and close-up, rather than filtered out or ef-
faced; and the ritual that they perform, one by one, one after
the other, is the deceptively simple act of naming themselves
out loud ... Jesuuuus, RobERtOO, Marisol ... as opposed to
the obfuscations of identity that lie at the core of Perdices’
black photos.



