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DARDO / ;Como cambié su
trabajo en los ultimos anos?
Caio Reisewitz / Cambio en el
sentido de que ahora se puede
observar con méas atencién la
fuerte modificacion de la natura-
leza en Brasil y lo que busco es
construir imagenes que busquen
representar mi ilusion

D / ;Piensa que el arte debe
tener mas en cuenta aspectos
relativos a la sostenibilidad?

CR / El arte debe tener aspectos
de emocion y la fantasia y la
sostenibilidad pueden ser parte
de esa representacion.
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Agua que cai

La obra de Caio Reisewitz supone una mirada continua sobre el olvido
que el medio natural sufre por parte del ser humano y sobre las reper-
cusiones que nuestras acciones tienen sobre el medio ambiente. Sus
fotografias de gran formato recuerdan a aquellos paisajes del roman-
ticismo aleman en los que la figura humana aparecia perdida en un
entorno natural dominante y avasallador, y sirven para reproducir una
experiencia de la mirada que se permite el tiempo de |a reflexion antes
de la captura. El motivo es elegido concienzudamente por el artista
que no se apresura en su aprehension. La iluminacion, la colacion de
la camara, la bisqueda de la perfecta perspectiva, son claves para

la consecucién de un efecto final de la imagen que casi siempre nos
transmite una sensacion de soledad y silencio del medio natural ante el
ser humano.

Justo en estos momentos en los que aun es reciente la tragedia de

las inundaciones en Brasil, que han supuesto la muerte de personas y
la destruccion de lugares de asentamiento, aproximarse a la obra de
Caio Reisewitz es acercarse a la obra de un ojo que en estos momentos
ha de aparecerse casi acusador. Su trabajo ha estado siempre relacio-
nado con una visién y apreciacion de la naturaleza que se aparece al
espectador como un organismo vivo y poderoso que esta casi siempre
en silencio, olvidado del hombre y que en ocasiones muestra su lado
mas terrible; su protesta ante la accién del ser humano sobre su piel

A inicios de 2010 en el verano austral, toda la region nordeste, sudeste
y sur de Brasil fue castigada por fuertes e intensas lluvias, que no se
recordaban desde hacia al menos veinticinco anos. Esto llevé a una
situacion de accidentes y riesgos de inundacion para los asentamien-
tos humanos de estas zonas, como una anticipacion del desastre que
llegaria a principios de este 2011. Con motivo de estas inundaciones,
Caio Reisewitz se desplazéd en esa ocasion a uno de los paisajes mas
impresionantes de la fronteras entre Brasil y Argentina, las Cataratas
de Iguazu. Alli tomd una serie de fotografias que ahora se encuentran
en la exposicion y que muestran los cambios provocados en el paisaje
debidos a la caida de estas lluvias excepcionales. En las imagenes se
aprecia la aparicion esporadica de nuevos saltos de agua en lugares en
los que normalmente solo hay vegetacion. Otras de las fotos no repro-
ducen lo extrano de la situacién sino simplemente la excepcionalidad
del paisaje de la zona. Esta exposicién de Caio Reisewitz es la primera
del artista en Espana desde la colaboracién entre la Fundacion Pedro
Barrié de la Maza y la Fundacién RAC en 2010, muestra por la que fue
nominado al Prix Pictect, considerado como el principal premio del

mundo de fotografia y sostenibilidad. / [[{3sl.X«(«[e])




Aobra de Caio Reisewitz supoe

um olhar continuo sobre o esque-
gmento de que o meio natural
galvo por parte do ser humano
gsobre as repercussoes que as
H0ssas acgoes tém sobre 0 meio
ambiente. As suas fotografias de
grande formato lembram aquelas
paisagens do romantismo alemao
nas quais a figura humana apare
ga perdida num ambiente natural
4
para reproduzir uma experiéncia

ante e avassalador, e servem

do olhar que se permite o tempo
da reflexdo antes da captagao. O
motivo é eleito escrupulosamente
pelo artista que nao se apressa na
g2 apreensdo. A iluminagao, a
golocagdo da camara, a procura da
perspectiva perfeita, sdo aspectos
thave para a consecugio de um
¢eito final da imagem que quase
sempre nos transmite uma sen
wcao de solidao e siléncio do meio
patural ante o ser humano.
Precisamente nesta altura em

que ainda é recente a tragédia

das inundacoes no Brasil, que
provocaram a morte de pessoas e
adestruicdo de lugares povoados,
uma aproximagao a obra de Caio
Reisewitz € uma aproximagio
4obra de um olho que nestes
momentos se hid-de revelar quase
acusador. O seu trabalho esteve
sempre relacionado com uma

} visdo e apreciagao da natureza que
aparece ao espectador como um
organismo vivo e poderoso que
estd quase sempre em siléncio,

gsquecido pelo homem e que

de vez em quando mostra o seu

lado mais terrivel; 0 seu protesto
perante a acg¢ao do ser humano so
bre a sua pele. Em inicios de 2010,
no Verido austral, toda a regiao
nordeste, sudeste e sul do Brasil
foi castigada por fortes e intensas
chuvas, como nio havia memoria
desde ha pelo menos vinte e cinco
anos. Isto levou a uma situagdo de
acidentes e riscos de inundagio
para as aglomeragoes humanas
destas zonas, Como uma antecipa-
gao do desastre que chegaria no
inicio deste ano de 2011. Por causa
destas inundagoes, Caio Reisewitz

deslocou-se nessa ocasiao a uma

das paisagens mais impressionan
tes da fronteira entre o Brasil e a
Argentina, as Cataratas de Iguazu.
Ali tirou uma série de fotografias
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provocadas na paisagem devido
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boragao entre a Fundagao Pedro
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DARDO / Como ¢é que o seu ra-
balho mudou nos dltimos anos?
Caio Reisewitz / Mudou no
sentido em que agora se pode
observar com mais atengao a
forte modificagao da natureza no
Brasil € o que procuro € construir
imagens que tentem representar a
minha esperanca.

D / Pensa que a arte deve ter
mais em conta aspectos relativos
a sustentabilidade?

CR / A arte deve ter aspectos de
emogao e a fantasia ¢ a sustenta
bilidade podem ser parte dessa

representagao.
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Caio Reisewitz
INTERMATIONAL CENTER OF PHOTOGRAPHY

I'he works in this survey of Caio Reisewites photography, organized
Iy Chiristopher Phillips, could be grouped into three categories: those
that focused on the Brazil-based avtists narive country, on what he calls

1ws “places of power™: those thar focused on rhar nanon’s rain foreses.,
which have their own peculiar power; and rhose that focused on China,
where he atrends to people more than to places. In Brazil, Resewite
sets up a contrast herween old and venerable places of power, as in
A P.mh', 2008, which portrays the Ssomt Frangis of Assist churech in the
city of Quro Preto, and new, sleeck by masbern places of power, such as
the building in Ministério das Refacoes Fderiores Palicio do Itamaraty)
(Ministry of External Re
us the entire |.‘L'I|IItI'_‘,, of the chureh, where lisivenly Fi;_-urr:a fill the space

ations [Teoaraty Malace|), 2005, He shows
¥

nll a |'1L|;_u' mural. ,111([ [|'|4_- L-:'r1|\l v lall oo gl ||_||_]|,'|:L u'hq_'r:,‘ noh Ires

dare disturb s sleek geomerric ol Tn bonh cases, the archirecture

overwhelms, suggesting humanite e pevianently rrapped in it liked a
son ol levenmee: Poswer in colomial Brazil

caged animal. Yer there isa
seemingly a mare welcoming, Lo e anchiecrurally speaking, than
POWET 1N 116
and seam

Tad

-rn Brazil, where it masks iself in abs
bstraction 1s the new palarial sacred
arr, and modern buildings are the colonial palaces of today.
Reisewitz’s ram-tarest phorographs—Ilike the architectural photo-
graphs, the prints are usually m;

ranonymity

ess inditference. Pure

ihcently large, with some small ones

n af these ecosystems
| in them. Though a
few images depicr ecological destruction—he shows us a field of

interspersed—supposedly deal with the exploitati
by human beings, bur humans don't fare too we

stumps, with some trees still smoldering—generally Reisewitz presents
sy are a symbol of the integrity and
wholesomeness that humans lack. In the photographer's depictions of
emnants of the Marta Arlintica (Atlantic Forest), which once cov-

the forests intact, suggesting that ol

the

¢ered Brazil's cast coast, the foliage is a lush, glistening green; it evokes
Iife-giving ferrility. Reisewirz seems ro deplore human presence: See,
for instance, faragua VI, 2009, with its patherically isolated human
figures in a junglelike clearing. (The work also leaves one wondering
whether the photographer is aware of research suggesting just how
m‘\'TE':E\'.II the forest primeval is: Pre-Columbian societies, it scems,

managed the ram forest intensively, planting trees among those that

grew Imflll'-i"} and using vanous ennichment technigues to creare vast
tracts of the !..Ilﬂnlls.h_\ productive sotl known as terra preta.) Perhaps
Carmtapera, 2012, is emblematic: A dazzling red flower—the vivid hue
unexpected amid the usual green—appears on a brown branch above
I\Ti}_’.ll[l} «.'|1'~I1'I!il?g warter, the ii_t:hl' plll'i'r}'ing the blossom o a Fu‘_u'cnh'
substance. For Reisewits, nature is the new cathedral,

In China rhings change. The China phorographs, maost here from
2010, are all small collag

s composed of small figures and small houses.

Caio Reisawitz,

Casa Canoas. 2013,
Coprint on Dha:
T0 A w 90As,

In one, mountains set behind a vast stretch of farmland appear as
substanceless ghosts, a primordial paradise lost ro modern needs. More
pointedly and surreally, i the collage Yangshon 11, 2010, a giant hand
wirh red fingernails seems to descend upon a crowd who worshipfully
face it while standing in a garbage dump. We see their backs—thev are
faceless—as they are hypnotically held in the hand’s grip. We've moved
from the wasteland of burned-our nature 1o the wasteland of ryrannical
society, and the pessimism that’s implicit in Reisewirz’s glorious nature
photographs

s become assertively mamifest.
Daonald Kuspit
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In an Ironic Lens, a Latin Myth
Evaporates

‘Urbes Mutantes’ at the International Center of Photography

By HOLLAND COTTER JUNE 19, 2014

A Latin American spring is about to turn into a Latin American summer in New
York City art museums. Purely, it seems, by chance, a record number of
institutions have recently opened significant shows of work from South America
and the Caribbean. The International Center of Photography, as usual one step
ahead of the curve, has two.

The larger, “Urbes Mutantes: Latin American Photography 1944-2013,” is a
roomy survey of some 200 small, mostly black-and-white pictures that fit, with
trimming and squeezing, into the genre of “street photography.” The second is a
solo devoted to a single artist, the contemporary Brazilian photographer Caio
Reisewitz, whose big color images of tropical rain forests offer a lush antidote to
urban grit, Manhattan’s included.

“Urbes Mutantes” — “Mutant Cities” — comes with potential liabilities. Street
photography, roughly defined as documentary-style pictures of ordinary city life,
has had, by now, a long and somewhat shopworn history. It gains interest here,
though, because nothing about life in the eight countries represented —
Argentina, Brazil, Chile, Colombia, Cuba, Mexico, Peru and Venezuela — seems
ordinary at all, at least as seen through artists’ eyes.



The survey format can be a chore to navigate unless sharpened with a
narrative or propelled by a concrete theme. Neither is in evidence here, yet the
exhibition, sorted out under loose labels, works. Looseness, in this case, feels
like strategy.

It encourages you to drift, take in pictures slowly, one by one, as separate events
rather than parts of a scripted flow. And it accommodates images that not only
move beyond genre — there’s some decidedly nonstreet photography here —
but also beyond stereotypes customarily called on to package art as “Latin
American.” Those stereotypes are here, but so is a whole lot else.

A section devoted entirely to images of city walls gives a sense of the variety.
One of the earlier photographers here, Héctor Garcia (1923-2012), seems to
have been inspired by the revolutionary fervor of the Mexican mural painting
tradition in his photographs of striking workers. But so, in a very different way,
and for entirely unsentimental reasons, is one of the youngest participants, Maya
Goded, in 2005.

Roberto Fantozzi finds the components of serene still life — a hat hanging
from a nail, a toothbrush left on a shelf — on a shadowed wall in Cuzco, Peru, in
1979. In a 1963 photograph by Daniel Gonzalez, who was at the time a member
of an avant-garde Venezuelan group called the Techo de la Ballena, or the
Whale’s Roof, a punched-through outdoor wall is a proscenium framing a drama:
a second wall scrawled with passionate emblems (an impaled heart) and violent
words (“Our hate will be implacable, and war will be carried out until death”), and,
in a distance, the skyscrapers of a newly wealthy Caracas standing like targets in
a gun sight.

To the Swiss-born photographer Barbara Brandli the wall, in her adopted city,
Caracas, was a chaos of advertising copy and directional signage. To the
Colombian photojournalist Fernell Franco (1942-2006), it was an abstract span of
blistered plaster, but also a relic of a beloved city, Cali, then under demolition.
And to an activist-artist like Eduardo Villanes, a wall was a political platform.

In 1992, in his home city, Lima, Peru, a military death squad abducted,
tortured and murdered nine university students and a professor and buried the
bodies; two years later, the remains were exhumed and delivered to their families
in cartons for cans of evaporated milk. Shortly thereafter, Mr. Villanes plastered



the word “Evaporados” — evaporated — in huge letters on a highly visible stretch
of a Lima freeway and photographed his handiwork.

As different as they are, all the pictures in this section share one notable
feature: They are practically empty of street life. The human figure, the standard
vehicle for stories and emotions, not to mention cultural clichés, is missing.
Possibly this reflects balances in the source from which the show is drawn.
Everything comes from a single private collection, owned by Leticia and Stanislas
Poniatowski.

More likely, the choice is deliberate. The playing down of the human
presence here, and in another section devoted to architecture, is in line with the
clear aim of the exhibition’s organizers — Alexis Fabry, curator of the Poniatowski
collection, and Maria Wills, a curator at the Museo de Arte del Banco de la
Republica in Bogota, where “Urbes Mutantes” originated — to break with an
ethnographic view of Latin America as poor, backward and regressively religious
that is fixed in North American minds.

And when figures do appear — they dominate much of the rest of show —
they come in hard-to-pin-down varieties: politicians, pool players, office workers,
lovers, prostitutes, prisoners, students, athletes, peasants, soldiers,
revolutionaries, children. There’s a sprinkling of V.I.P.s. Frida Kahlo shows up,
courtesy of Lola Alvarez Bravo. So does Fidel Castro, though secondhand (on
the cover of a book). But the most alluring celebrities are those that
photographers help create: the Chilean cross-dresser named Evelyn in Paz
Errazuriz’s portraits; Armando Cristeto's Mexican bodybuilders; the tenderly
kissing couple shot by Roberto Fontana in a psychiatric hospital.

Images of poverty and violence are here, too, many and moving. Indigenous
peoples, at the bottom of the economic heap, look stranded and lost in cities,
judging by the too few pictures of them. By contrast, documents of the political
terrors of the 20th century are everywhere. In a 1986 picture by the Chilean
photographer Claudio Pérez, an exhausted anti-Pinochet protester leans his
head on the arm of a riot policeman who’s pulling him into van to an unknown
fate. Thirteen years earlier, Christian Montecino (1946-73) had documented just
such arrests before being kidnapped and killed.



These events and visual records are the meat of a continent’s history, though
that history has other facets, too. It's there in Paolo Gasparini’s shots of shop
windows, as packed with period information as Warhol’s time capsules; in Luis
Molina-Pantin‘s photos of narcotectural mansions built by Colombian drug lords;
in Milagros de la Torre’s hand-tinted “racially improved” versions of Cuzco street
portraits; and in Alexander Apostdl’'s 1994 self-portrait as a skinny, wedge-
headed Latin American punk backed into a corner and ready to pounce.

Mr. Apodstol has newer work of a very different kind, in “Beyond the
Supersquare” at the Bronx Museum of the Arts, a fascinating meditation on the
complex relationship between Latin American design and Modernism. And that
connection also turns up in the International Center of Photography’s Caio
Reisewitz show, organized by Christopher Phillips.

Mr. Reisewitz’s pictures, with their visions of dense subtropical growth and
extravagant colonial church interiors, seem to project exactly the exoticized Latin-
Americanness that the large show tries to avoid. Yet his images of fecund
wilderness are not what they seem. In reality, the jungle he photographs is a last
stand of Atlantic rain forest under continuing siege. In one picture of just-cleared
land, smoke is rising from the earth; in another, an exposed patch of the area’s
famously fertile orange soil looks fire red.

The forest itself is only about 100 miles from S&o Paulo, which,
architecturally, with its Oscar Niemeyer designs, is a Modernist city par
excellence. You see it rising, blinding white, in the distance, and its edges are
spreading, the way European culture and religion spread unstoppably over the
centuries in the so-called New World. He gives the invasiveness visual form in
digital collages that splice together country and town. In them, police with shields
march the forest floor; the slums of Rio de Janeiro hang from trees. Eden is
diseased.

Yet in one 2010 photograph, the energy is different, calm. It's a
straightforward shot of the Casa das Canoas, the house that Niemeyer built for
himself in the hills of Rio. He walled it almost entirely in glass and surrounded it
with high bushes and trees. He wanted to have the effect of vegetation entering
the rooms, and that’s the illusion captured in Mr. Reisewitz’s picture.



It's a picture of a perpetually mutating house. Indoors becoming outdoors.
Culture becoming nature. Old becoming truly new. Hope — maybe hope against
hope — is the takeaway from this lovely picture and show, as it is from the rich,
unspectacular, evenhanded survey. To the “Latin America” our museums have
long given us, we say goodbye.

“‘Urbes Mutantes: Latin American Photography 1944-2013” and “Caio Reisewitz” run
through Sept. 7 at the International Center of Photography, 1133 Avenue of the
Americas, at 43rd Street; 212-857-0000, icp.org.

A version of this review appears in print on June 20, 2014, on page C21 of the New York edition with
the headline: In an Ironic Lens, a Latin Myth Evaporates.

© 2016 The New York Times Company
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Boituva, 2008

All photographs
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