O Snmribdons, TMAP [Bam #7) (detad),
2008, tamad kght ot print, 30« 244"

tve rep-

draws
¥4 L0

righly
of mild

[ bedl
parts
res such
plants

o have
taded

dumps of weeds and grasses, Two trees at
the top of the piece send cascades of roon
into side-by-side maps of the city, The ooe
om the beft charts the meandering path of
Mission Creek, a stream that ean frecly
through the sparsely popalated terran of
the cighteenth and early nincteenth cen-
tunes. The oak tree's rooes flow seamlesaly
inta this stream, suggesting an undisturbed
natural cycle. By cortrast, in the map on
the right, the cucalyptus's roots becomse
part of 2 gnd of strects. A ghostlike version
of the creck is repeated behind this gnd,
like pentimenti on maps of the ancent
world that reveal the sites of oace-thrving
but long-vanshed empires.

Whe replete with deftly rendered des-
orative detal, Mession Creek sags a lietle
under the weight of all the different ways
it secks 10 comvey the simghe message that
mature has been Irreparably Alteeed. Saw
Franaisco Ry 1800/San Franasco Bay 1000
essentially tells the same stary, but does
50 is & way that feels subder and moee
open-ended, allowisg viewers to reach
their own conclusions.

~Maris Porges

LOS ANGELES

DEAN SAMESHIMA
PERES PROJECTS

Fagdom's Betsy Ross, Gilbert Baker, a
*self-descnbed ‘flansng queen’ by age
three,” desagned the rainbow flag i 1978,
bt due to techmical problems {an mmal

~color design could not be commer-
aally fabricated bevause hoa pink was at
that time unavadible for muss pendiscrion)
it wasn't unfurled until & year Lites, in

honoe of Harvey Milk and in peaceful
protest of the light sentencing of his avas-
sin, Twinkse-eater Dan White. | usually
retch whenever | sce a rainbow snyrhng,
but Dean Sarseshima’s use of rambow
peide here trigpered glee: Tearing at the
semes of Baker's handmacde prototype,
Sameshema allows the sign of craft to
remain oaly in the rambow tinting of his
images scanned from underground 19404
and ‘6o physcal-calture-tumed-sugary-
pom chapbooks ke Butch thar, picturing
*young men at play” as nude or pouch-clad
cowboys, gymaasts, wrestlers, footballess,
and artists, sexed the postal system.

Sameshima’s usually monochromane
rinting 't capeicions: His sources” imsple
color separation and newspaper-like stock
kept most of the “adults only™ matesial
affordable to both budget quoens and
homy, guestioning teens. In the blue-
tooed dptych YMAP (Art), 1005, 3 well-
hung and well-Jeied brunet shows off both
Bas froat and rear assets, relacng 00 2 ready
bed while a second figure uses a makeshify
Warhol-mects-Kienholz “camera®™ (made,
in part, of a “Toymato Soup® can and
perry-beadt tin flash) 1o “rake® pictures. Tha
device could only shoot phantasmatically,
while the mostly anonymous photogra:
phers were left strving to realize with
actwl cameras and willng beefcake equiv-
aents m the workd, Samesbema asks of it is
a1 all possible in an age of anything poes
to rik somethang similarly cccentnic and
intersse for the sake of desire.

With this exuberant boyfest, Sameshema
acknowledges that, ever since Mike Kelley
put two stuffed ansmals on a dinky afghan
with a boom box droning theory in his
1991 “Dialogue” senes, theory has often
looked down-home and ceaft has become
a sign of sell-comscioutness, By unfushing
rambows as sheer agnafication of the per-
sanal (re: ceaft) and by Viageavnting the
often too-latent sexual energy of repho-
tography, Samethima skarts the potential
ienpasse of theoty to struggle with the
personal. The voung men at play become
a study not in nostalgia (how could they,
when from Aberarombie & Fitch to Fraday
Naght Lighes [2004] “jock™ 15 the dominam
aesthenic of all masculiniey?) but rather in
mourmsng foc an identity now {7) kaput.

In Bays In My Bedrooms, 1995-, the
man-crazy second part of the show,
Sammeshema inverted (aand perverted?) his
negotanon of gay history by sorting out
his private desires froe the world's vast
bombardment of cute “types.” His dream
s slim<hipped, Furo, Hedh Simane-for-
Diorish, but obscssson extends it messdy
1o ndude Luke Wilson, cerrain surfers,
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teens with baby fat, a young Rainer Wemer
Fassbinder, and supermodel bvan de Pineda,
black-and-white photocopies of whom
Sameshima has taped into delicate wall-
paper-like “screens.” This fierce archiving
echoes, fractures, and diverges from the
rainbow rhapsody, Relentless, its cruising
is endless, all-consuming, and beyond nor-
mative relstionality,

The apotheosis occurs with Boys In
My Bedroom, 8z, 2004, a dizzymg, two-
hour compilation of every ghimpse of tele-
vised hotness that's caught Sameshima's
eye, edited down to the guys alone. No
onc and nothing else matters, not Oprah,
not narrative, pethaps not even *Dean.”
From spicy arrestees on COPS 1o Tom
Cruise, the low-tech binge of singled-out
talking heads and show-offs overwhelms,
producng simultancous exhilaration and
unease. Love isn't the only drug anyone
should be thinking of while ogling this
sublime. Nearby, Self Portrait, 1005, com-
prised of nine Polaroid stlls grabbed from
Fassbinder's Fox and His Friends (197),
ends with ends with a bortle of Valium
and a dead Fox.

=Brrece Hainley

DAVID HOCKNEY
LA LOUVER
David Hockney's colorful persona has long
served as a fodl for the quiet understatement
of his pictonal output. Throughout the
19603, these two clements—the artist and
his ocuvre—were consstently misaligned,
On his emergence, Hockney the artise
embuodied the optimism that grpped the
United Kingdom in the postwar years as
rationing gave way 1o what Lawrence
Alloway called an “acsthetics of plenty.”
Regustered in every detadd of his carefully
plotted social pose was a kind of content
that forcefully mitigated the glacial ennis
that permeated so many of his paintings,
espeaially those he would make after mov-
g to Los Angeles in 1964

In recent years, the terms of that equa:
non have been subtly skewed—if not
inverted—and nowhere more so than in
this latest dutch of watercolors executed m
the Yorkshire countryside between 2003
and 2004. As with his last bravura tum at
LA Louver, “Looking at Landscape/Being
in Landscape™ in 1998, these new pictures
show Hockney retuming to the land of his
birth and finding there some affinities with
his second home in the Amencan West—
maost potably in their shared panoramic
skylines, A work bke East Yorkdrire, Spmng
Landscape, 2004, for example, cames
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distnet traces of the arvi
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