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A Place to Call Ong'g Own/Homing Devices__Noel Smith

I imagined seeing the town through my mother’s memories: through her nostalgia, among rafts of sighs.
She lived sighing for Comala, for her retwrn; but she never returned. Now I am coming in her place.
I bring the eyes she saw these things with, because she gave me her eyes to see...

— Juan Rulfo, Pedro Paramo, 1953. (1)

At his mother’s dying request, the narrator of the great mid-20th century Mexican novel Pedro
Pdaramo travels to Comala, her natal village that she left before he was born. She asks him to find his father,
in other words, his ancestral home, his birthright. “Seeing with her eyes,” the eyes of her memory and desire,
he expects to see a glowing white town in the midst of a green plain dotted with cornfields. Instead he finds
a ghost town. He must not only see with her eyes but also learn to see with his own, in order to understand
the strange beauty that is Comala.

A quick Internet search for the term “homing devices” reveals thousands of mentions. A homing
device in U.S. military parlance is the mechanism in a guided missile that guides it towards its objective.
It is also an apparatus for location and monitoring of humans, “Implantable Homing Device,” U.S. Patent
4706689 — “small enough to be implanted in young children as well as adults.” (2) Homing devices are the
GPS systems that are installed in cars that pinpoint the driver’s location and give directions, and the chips
installed in many cell phones that allow the user to be tracked.

The exhibition Homing Devices considers the ways contemporary Latin American and Caribbean
artists connect with the idea of “home” in an environment of increasing globalization, mobility, exile and
migration in the Americas. Home is among other things a place of origin and residence, a unit formed by
family or other social structure, a country or continent, an ethnicity or language, “a place to call one’s own.”
While home can be the most intimate of places and ideas, it is also socially and politically conditioned. The
artists whose work is included in this exhibition come from many corners of our western hemisphere and
beyond, and have all shown their work on the international stage. The artists’ “homing devices” imaginatively
locate home and probe its conditions and qualities, including spiritual and emotional explorations, physical
investigations and constructions, and social analyses and political critiques.




New technologies and ease of travel seemingly have brought the Americas — North, South, Central
and the islands of the Caribbean — closer together, but great divides of culture, language, and history
remain. The geographic, umbrella term “Latin America and the Caribbean” presents a convenient yet
superficial description. The sprawling region of 41 countries — each with its diverse ethnic, historical and
cultural contexts — resists categorization and therefore defies neat curatorial packaging. Further difficulties
include problems of translation, not only of language but broader aspects of culture and identity. How can
audiences come to understand a local context very removed from their own and come to understand the
strange beauty of the unfamiliar?

Homing Devices offers viewers the opportunity to look through artists’ eyes and their own to access
various approaches and responses to the social and political tensions between the local and the global.

An indication of the widespread awareness of these tensions is the neologism “glocal” or
“glocalization.” Sociologist and globalization theorist Roland Robertson derives the term from the Japanese
business practice dochakuka, “referring to the selling, or making of products for particular markets.” He writes
that “ ‘glocalization’ means the simultaneity — the co-presence — of both universalizing and particularizing
tendencies.” (3) Among its various usages, it can refer to the practices of companies such as Yahoo! or
Craigslist, which offer worldwide portals yet adapt to local communities in different versions of their sites.
The non-profit Rome-based Glocal Forum, founded in 2001, sees the aim of glocalization as “Globalization
reformed, decentralized, with cities as the socio-political anchor,” with the intention to “recognize the
interests and cultural identities of those who were left out of global economic expansion.” (4)

Working in the terrain where development and culture intersect, anthropologist and cultural
theorist Néstor Garcia Canclini points out that culture is now a resource for generating economic growth.
However, he warns, cultural industry must be a service, as well as a business. “In favor of not only economic
considerations of cultural development, it must be said that culture and communications contribute to
community development, health education and wellness, defense of human rights and understanding of
other cultures. ... Too many of today’s conflicts can be explained in part by forgetting that economic
development is not only growth, low inflation and stability in trade balances, and that social development
includes that dimension belonging to culture, which is finding meaning in what we do.” (5)

In searching for “home” and its meanings, the artists in Homing Devices address many issues of great
importance to our society. These include identity, exile and migration, social inequality, violence, racial and ethnic
stereotyping, access to technology, individual and collective memory, religion and spiritual ideas, elitism, the
writing of history, surveillance and lack of freedom of speech, and our responses to our natural environment.

Even after thousands of years of exile, migration and missionary zeal, we take our gods with us
wherever we go. Miami resident Edouard Duval-Carrié’s exuberant resin sculptures Afzan and Two Gowis
and Aizan le Vent draw upon the popular artistic forms of his native Haiti. He addresses the exile of the gods
of voodoo, the popular religion of Haiti brought by West African slaves beginning in the 16* century. The
power of voodoo still has efficacy as part of the flight from poverty, corruption and violence that stream
from the Caribbean island to the shores of South Florida.




Kcho’s Objeto luminoso (Luminous Object), a solid core studded with oars, is useless as a practical
navigational device and instead serves as a focus of contemplation, an orbis maris (globe of the sea) leading
to spiritual reflection and meditation. Kcho, who grew up on the Isle of Juventud off south Cuba, has adopted
the vessel, or boat, as a metaphor for the condition of the island of Cuba and the desperate migrations of
the balseros, his countrymen who have attempted to cross the Straits of Florida to the United States in
precarious vessels.

The traditional Mexican ex-voto is a religious artifact, an offering of thanks for a miracle performed
or a prayer fulfilled. The donor commissions a folk artist to paint the story in image and text on a tin plate to
be placed in a sanctuary. Betsabeé Romero actualizes this popular art form by adopting the automobile and
its parts as a canvas for stories of Mexican migration to the United States. Gracias a la Virgen (Thanks Be to
the Virgin) and Gratitud desde mi trailer (I thank you from my trailer) speak of the trials and tribulations the
workers face on their long drives between north and south, and their heartfelt thanks upon arriving home
in Mexico again.

In Frutos estranhos (Strange Fruits series) Rosingela Renn6 finds existing photographs to make video
loops with digital animation and sound, and puts them in DVD players that have a sculptural presence.
The videos’ slow or nonexistent action, combined with a soundtrack, suggest movement, challenge the
viewer’s perception and require sustained attention. The innocence of the images — a girl hanging from a
tree (Girl), a boy in a waterfall (Cascade), and a girl snorkeling (Lagoon) — accompanied by gentle ambient
sound, create sensual, high-tech photographic albums that evoke childhood and the family home.

José Manuel Fors creates a tribute to the power of photography to preserve memory in Objetos
fotogrdficos (Photographic Objects), a wall installation that combines family snapshots with various types
of camera lenses. Fors works almost always in his home studio in Havana, creating works from objects he
lives with. While family memory is his specific subject, it is overlaid with the cultural memory of Cuba, and
tinged with a sense of collective nostalgia.

Jorge Macchi’s Buenos Aires Tour presents a poetic, entirely impractical tour of the Argentine
capital conducted through chance and surprise. Macchi shattered a pane of glass and placed it over a map
of the city; where the breaks occurred, he followed, collecting on his journey a series of objects. The map,
postcards, a letter from a suicide, stamps, and a missal are a few of the items included in this surrealist
inflected work that emphasizes chance experience over utility.

Marfa Fernanda Cardoso’s Garden of Insects contains intricate simulacra of leaves and branches
fashioned from dead insects. Dry, knotty, brown, wingless stick insects are twigs where fresh, green, gum leaf
katydids and dead leaf butterflies swarm and droop. They are not what they seem, having adapted themselves
through mimicry to the specific rainforest habitat of southeastern Australia near Sydney, where Cardoso has
lived since 1995. A native of Colombia, she creates work that addresses the immigrant’s capacity and need
to adapt and change to a new environment.

Havana based Abel Barroso continues to satirically mine the differences between the first and third
worlds, especially regarding the use and availability of technology, in Puente / Se acabé la guerra fria a gozar




Maria Fernanda Cardoso
(1963, Colombia; lives and works in Sydney, Australia)

Cardoso graduated from Yale University with a Masters degree in Sculpture and Installation in
1990, and she is well known for her unconventional use of materials and the use of animals as inspiration.
Cardoso exhibits widely in major museums and galleries in the US, Latin America and Europe. Recently
the Museum of Modern Art in New York commissioned her a major installation for their millennium
show, “Modern Starts,” which subsequently toured to the San Diego Museum of Contemporary Art, the
Museum of Modern Art in San Francisco, Miami Art Museum, and the Walker Art Center. Other recent
projects include shows at the New Museum of Contemporary Art in New York, PSI, the San Francisco
Exploratorium, the Centre Georges Pompidou in Paris, Fundacién La Caixa in Barcelona and the Centro
Reina Sofia in Madrid. In 2003, Cardoso was selected to represent Colombia at the Venice Biennale.

Maria Fernanda Cardoso, Garden of Insects, 2006
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