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Emily Roysden, The Fiers Untitled (#5),
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José Magas

de Carvalho, Video
Killed the Painting
Stars (Caravaggio) #9,
2007, still from a
cobor woeo, 3 minutes
50 seconds.

270 ARTFORUM

for her. Or is this, rather, an attempt to have one’s cake and eat it,
too—a gambit so common in contemporary art?
—Pablo Llorca

Translated from Spanish by Jane Brodie.

ANGRA DO HEROISMO, TERCEIRA ISLAND,
AZORES, PORTUGAL

José Macas de Carvalho
MUSEU DE ANGRA DO HEROISMO

One of the works that best defines the practice of the Portuguese artist
José Magis de Carvalho is To President (Drinking Version), 2005-
2008. This is a video that manipulates a well-known sequence from
the 1957 film The Prince and the Showgirl, set in 1911, in which the
character portrayed by Marilyn Monroe toasts then-president William
Howard Taft. Magis de Carvalho altered the clip in which Monroe
murmurs the phrase “To President Taft™ as she raises a glass of cham-
pagne; the action repeats itself endlessly as the subtitles replace Taft’s
name with those of contemporary political lcaders including George
W. Bush, Tony Blair, José Maria Aznar, and José Manuel Durdo Barroso.
All these figures, in fact, met in 2003 at the US air base in Lajes, on
Terceira Island in the Azores, to discuss the impending invasion of
Irag by US armed forces and their allies. The work exemplifies Car-
valho's broader aim: to critique mediated reality by playing with the
image’s sign value as a kind of language game.

This modus operandi was found in Magds de Carvalho’s latest exhi-
bition, *Video Killed the Painting Stars.” The title echoes a 1979 song
by the British group the Buggles, “Video Killed the Radio Star,” appro-
priately enough the first music video shown on MTV. If the replace-
ment of one medium by another is a familiar art-historical process,
Magids de Carvalho’s analysis
addresses a more specific phenom-
enon thar has recurred from the
Protestant Reformation through
the French Revolution to the dicta-
torships of the twentieth century:
iconoclasm. Here he exhibited
eleven videos made in 2007, nine
of them titled Video Killed the
Painting Stars followed by the
name of an artist, and showing
attacks on or rransformations of
reproductions of famous works by
artists from Caravaggio, Velazquez,
and Manet to Andy Warhol, Jeff
Wall, and Helmur Newton. Two
contrasting pieces are titled Iconofilia. One shows a forest being
invaded by heart-shaped balloons; the other, two women being photo-
graphed in Hong Kong.

Consider, for example, the triprych dedicated to paintings by
Veldzquer (Las Meninas, 1656=57), Manet (Un Bar aux Folies-
Bergere, 1881-82), and Wall (Picture for Women, 1979}, a sequence
in which each work explicitly refers to and deforms its predecessor:
All play with mirror reflections, the presence of the artist in relation to
the picture, and problems of composition and opticality. Through spe-
cial effects, Magis de Carvalho changes the structure of the historical
works by, respectively, focusing on a detail, correcting the perspective,
and inverting the position of characters. In other videos, like those
dedicated to Warhol and Newton, there is a real obliteration of the
image: In the first case, the artist pours water over a portrait of Marilyn

Monroe, causing her face to slowly fade away; in the second case, his
and someone else’s fingers spread a kind of lye over the mirror reflec-
tion of the photographer’s body as well as that of the photographed
nude model. But it is the video based on Caravaggio’s Medusa, 1597,
that best expresses the artist’s destructive impulse toward the image.
To the rhythm of electronic music, the painting is systematically muti-
lated: The heads of the snakes are nailed, the Medusa’s eyes are drilled,
and so on. This staging of ritualistic violence exponentially heightens the
mythological vision of the original work, but it also suggests the alle-
gorical potential of Magas de Carvalho’s project as a derisory interpre-
tation of Western pictorial heritage. This contradiction runs through all
the works in the exhibition and encapsulates Magis de Carvalho’s
politicized art, which engages the deconstruction of contemporary
ideologies of visual culture as no other Portuguese practice does.
—Miguel Amado
Translated from Portuguese by Clifford E. Landers.

BEIRUT

Walid Sadek

BEIRUT ART CENTER

Walid Sadek’s first solo exhibition, “Place at Last,” came relatively
late in the career of an artist and writer who has been active, if not
exactly prolific, for more than fifteen years. In the mid-1990s, Sadek
produced a number of fiercely influential and foundational works that
helped set the tone and agenda of Beirut’s then-fledgling contemporary
art scene. Many of those early pieces were text-based interventions—
posters, postcards, diminutive publications, a few delicate broad-
sheets—and most were conceived either for a series of public projects
initiated by arts organization Ashkal Alwan berween 1995 and 2000,
or for the annual Ayloul Festival, which ran from 1997 through 2001.
Their very form anticipated alternative channels of distribution.

Sadek’s first proper show, by contrast, fully depended on the cav-
ernous, postindustrial space of the Beirur Art Center, where he
arranged a collection of untitled works made (or modified) since 2004
into three categories: “Learning to See Less,” “Love Is Blind,” and
“Mourning in the Presence of the Corpse.” With the help of local
craftsmen, he created a muscular, notably architectural installation,
designing walls, doorways, and an angular partition that cut through
the space like a scar. But the work still asserted irself lightly, so lightly
that some wondered whether what was on view in the space—texts
printed on paper and silk-screened onto the walls, a faint pencil draw-
ing, a broken black circle painted scemingly in a single stroke on the
floor, a selection of wall labels that seemed to indicate a collection of
missing paintings—was in fact the work, or art at all. One could have
easily decided that, no, this was not art but rather an attempt to make
literary thought spatial. “Learning to See Less,” for example, included
a series of eleven aphoristic texts, each identified (or imagined) as
being on the back of a canvas depicting the story of Cimon and Pero,
the Roman Charity, in which Pero clandestinely breastfeeds her father,
Cimon, who has been sentenced to death by starvarion.

“Mourning in the Presence of the Corpse” featured a black circle on
the floor around a column adorned with a Plexiglas label reading warip
SADEK (B. 1966), KOZ0 OKAMOTO RESIDES IN GREATER BEIRUT,
2008-2009. Another label, affixed to a wall just outside the circle, read
KOZO OKAMOTO (B. 1947-D. 1972, 1985, 2000), TO HEAR A WEATHER-
VANE SAY YES, C. 2009. Okamoto was one of three members of the
Japanese Red Army (JRA) who perpetrated the Lod Airport Massacre
in 1972. Okamoto was tried in Israel and sentenced to life, but as
part of a prisoner swap with Palestinian factions, he was released
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