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Whatis a site? Is it material configurations that denarcate a
site? Is it color,snell or tenperature that demarcates a site? Is it the
contour of the land andthe sightlines it generates that denarcate a site?
Is it the chronol ogical scribblings of history upon its surfaces that
demarcate a site? O are thecriteria of this demarcation left entirely up
to the subjectivity of the viewerat the nonent of their ascertainment?
Therefore, is the senblance of criterionabandoned to the throws of
subj ectivity and the abstractions that ensue? Thi sdenmarcation of site from
viewer and its subjectivist qualities is anunsurprising product froma
centuries old project to separate mnd from body. Such binary, dualistic
thinking is so engrained in the American psyche that itseens alnost trite
or irrelevant to even considerate its ramifications — orbetter put, for
our task at hand — its reverberations.

Forher second solo project with La Mama Gal l ery, Adriana
Farm ga presents a rangeof nedia that articul ates these very
reverberations, and enphasizes theirrel evance. In ways mnuscule and wit
| arge, the works in “VERSUS" | ookunconfortably close at these dualistic
phenonena that engage the subjectivistsite, and construct seemingly
routine perceptions.

For Farm ga, all of the above nentioned quandaries find a nexus
poi nt in anunsuspecting |location: the Accord Rural Cenetery in Accord, New
York. Splittingher tinme between New York City and upstate New York,

Farm ga’s dail ysurroundings oscillate between the textural particularities
of the builtenvironment to the rural |andscape’s sylvan whole. The Accord
Cenetery, a plotdating back to the Revolutionary War, is a site starkly
enbl emati ¢ of how theseoscill ati ons nake thensel ves | egi ble on various
perceptual levels. Abstainingfroma literal verisimlitude of the
cenetery, Farmiga instead relies on thesubjectivist site of

interpretation. Pitted stone textures, engraved |letteringand i magery

snoot hed- over by centuries of the tonbstones’ subjection to theel enents,

| ayers of nmuted |ichens and gradations of nolded spots that clingstoically
to the tonbstones’ granular surface are all photographed within
anintimately magni fied range. What may appear to an unwi tting passerby
ascommonpl ace marki ngs that naturally come with the passage of tine, in
Far m ga’ sphot ogr aphs becone sites of their own nagnitude — resenbling
expandi ng cosnos,the terra firnma of Dante’s Inferno, or encrusted



| andscapes of Bruegel theElder. In the end they do not function like
phot ographi ¢ records, but rather asdrawi ngs that interpolate the space
bet ween the subjective m nd and that of theactual cenetery.

Usi ngt he phot ographi ¢ drawi ngs as waypoi nts, Farm ga then
transl ates eachphot ographi c pattern onto the hand-pai nted surface of
t hree-di nensi onal cubes. The cubes becone anal ogous to bl ocks of cold
marbl e, Cartesian | abyrinths oreven cubes of ice in a sumer cocktail. The
tonmbst ones’ mar ki ngs, havi nggestated in the Accord | andscape for nore than
two centuries, becone renderedas abstracted gal axi es, contours of
m croscopi ¢ transmutations, theinstantaneousness of a drip, and the
stillness of a forgotten cemetery. Thecubes oscill ate between painting and
scul pture; simultaneously the inmagesoscillate between photographs and
drawi ngs. Subsequently, it is the viewer thattriangulates this inbroglio,
oscillating his or her own thoughts fromthe gallerypresentation back to
the actual cenetery. As the title of the exhibitionsuggests, it is only
through the viewer’s engagenent with this perceptual kal ei doscope that the
nuances of the actual cenmetery can be conpared with thegallery
representations of it, and that either can be known to exist at all.They
exist, but only in opposition, with the viewer acting as the
conduct i vesynapse between them

Synapticsynergy of oppositional elenments is exenplified in a video work
titled Suite for Pong — a col | aborative projectFarm ga nade with her
confidant, close friend and cousin, the acclained actressVera Farni ga
Vera Farm ga, who is applauded in the filmindustry for heruncanny
capacity towards nuance — enploys her talents in Suite for Pong by
nuanci ng not hi ng noret han the gestures of her eyes, eyelids, brow and
cheeks. Wth a jovial nod tothe caricatured nmonol ogues of Bruce Nauman’s
det ached head in his videos “LipSync” and “Ant hro-Soci 0”, dueling video
nonitors here frame only the otherFarm ga’'s head and sit opposite from one
another on a folding table. Her facialgestures mne the audible ricochets
of a ping-pong ball in action. The twitchesand tics of Vera’'s norphing
expressi on becone hypnotic with every volley of theinvisible ball
creating prenonitory urges in the viewer hinmself. This parodi cexpression
is vaudevillian in spirit, but delicate and precise in its staging.As
Vera's eyes and brow enact the idiosyncratic |ife of a ping-pong bal
novi ngt hr ough space, the slightest of gestures reverberate out to conmand
the fulltable. The ball is displaced fromsight, but nade present through
the viewer’sfirmconcentration on the dueling heads and their convul sing
gestures.

Thi sact of conparative di splacenent is graphically displayed
in the suite of videostitled NYNY. Consisting of tennbnitors installed in
a horizon Iine across the gallery’'s back wall, NYNY is a series of rolling
credits thatone typically sees at the end of a feature film However, it
is only thecredits that play over and over, |ooped and blurred to
illegible puddl es ofwords. Often referred to as Anerica’s royalty, the
Hol | ywood i ndustry functionsnmuch |like a caste system — rel egati ng nmany
tal ented, hardworking souls tosinply a list of letters in the rolling
credits, who rarely recei veacknow edgenent beyond this. Those whose
diligence is normally sacrificed forheadliner names here becone the
specters of language. In an egalitarian manner,cel ebrities and grips alike
are dissolved into pure graphic design and bl ocksof text, where the ragged



text edges of the rolling credits becone the subjectmatter over that of
the listed subjects. They becone pure noving formin ascroll-like manner
i n which the whol e cannot be ascertained in a singleglance. Scrolling |ike
the 1924 fil m synphonies of Viking Eggeling or theRhythnus film studies of
Hans Richter, they are enrapt in visual mnusic. Theconparative nechanism —
the versus —acts as a catal yst between the personages of those |listed (and
the hierarchi cal baggage t hat acconpanies them) and that of a pure rhythmc
form

Asif through their linguistic silence, those that have | ong
been silenced energeas contending fornms in an ongoi ng parade of
opposi tional forces, be it thehierarchical and denocratic, the formal and
the didactic, the personal andgeographic, and that of the art historica
and ideol ogical. The preposition ofall the works in VERSUS posits
adual i stic structure to collapse their differences and behold the
nuancedparticul ariti es between.



