177 dienas skriesiem

Pardomas par 2011. gada Venécijas biennali

177 days of running

Reflections on the Venice Biennale 2011

Barbara Feslere / Barbara Fissler
Maksliniece / Artist

Preludija
Jo sareZgitaks viss klist, jo vairak priekSmeti grazas cits citam vir-
sl un nozimes top arvien grutak atsifréjamas, jo izteiktaka klist
nepiecieS$amiba pasam izstradat savu marsrutu un izraudzities caur-
caurém personisku sietu vétiSanai. Situacija, kad triikst gan drosibas un
skaidribas, gan iespéjas giit distancétu skatljumu, kliist nepiecieSami
sekot Ariadnes pavedienam, kas ka vienojosa jégas dzisla izvaditu mas
cauri labirinta maldinos$ajiem likumiem. Man vairakkart ir gadijies, ka
satriekta un savilpota iznaku no kadas biennales vai kartéjas documenta
un uzduros kadam makslas kritikim, kuratoram vai Zurnalistam, kas
komenté, bérdams ka no lozmetéja: “Sogad vaji... viduvéjibu festivals...
bezjedzigs materialu sablivéjums, kam trikst jebkadas kuratora idejas
vai vadlinijas...” - un tamlidzigi.

Par atbildi allaZ vispirms esmu nodomajusi: “Bet kapéc tu ne-
maini nodarbo$anos?”, “Varbut tev butu laiks iemacities skatities” vai
“Sanemies un lieto smadzenes”. Un tad es nodomaju, ka varétu méginat
izstradat panémienu, ka saskaitit un apréekinat visu makslinieku ie-
gulditas kopigas pilles, lai apstridétu sada tipa spriedumus, kuri vairak
atgadina aizspriedumus un kuriem biezZi vien trukst pamatojuma ista
un dzi]a pieredzg, ko guvis cilvéks, kurs patieSam piléjies saprast to,
kas atrodas vina acu prieksa. Pieméram, varétu visiem parstavétajiem
maksliniekiem jautat, cik daudz laika vini ir ieguldijusi izstaditaja
darba un cik gadu ir stradajusi ka makslinieki, pirms tikus$i uzaicinati
piedalities biennalé. Stundu / dienu / gadu desmitu vai pat gadsimtu
summa bitu vismaz kvantitativs raditajs, lai ari - es to atzistu - tas
veél nebuit nav kvalitates mérs. Pagaja diezgan ilgs laiks, 11dz sapratu,
ka $ada kritiku pozicija, iespéjams, izriet ne tik daudz no vinu mazspeé-
jas, cik no izdzivosanas refleksa.

Visa kopuma novertét tadu pasakumu ka biennale ar tas 83 mak-
sliniekiem (no kuriem 32 ir sievietes un 32 jaunaki - par 35 gadiem),
89 paviljoniem un 37 blakus norisém ir vienkarsi neiespé&jami, un cerét,
ka $ads vertéjums var izdoties, ir lielummanijas izpausme. Domaju, ka
vienigais panémiens, ka tikt gal3, ir precizi izraudzities témas, ten-
dences un pardomas, ko var izraisit atseviski kuratorisko koncep-
ciju aspekti, nevis noteikti darbi vai specifiski paviljoni. Ta es nolemu
iedzilinaties tris temu neaptveramaja daudzveidiba, un $is tris témas
ir: gaismas problematika, nacijas jédziens un mijiedarbibas princips.

Gaisma
Bices Kurigeres kiirétas izstades nosaukums ILLUMInazioni ari péc
otrd acu uzmetiena ir un paliek daudznozimigs, izplidis, nenoteikts
un sava zina pretrunigs. Ir nolasams, cik liela nozime gaismai bijusi
maksla jau kops pasSiem pirmsakumiem un jo seviski renesanses un
baroka laikmeta. Bet ne tikai: no vienas puses, nosaukums dod majienu
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Prelude
The more complicated matters become, the more things pile up and
meanings get difficult to decipher, the more it becomes necessary to
devise an itinerary of one’s own and to select a grid that is completely
personal. In a situation where certainty and clarity are lacking, where
there is no opportunity to gain a detached view, it becomes essen-
tial to follow Ariadne’s thread, which guides us like a red line through
the wanderings of the labyrinth. But it has happened to me numerous
times, that on coming out in an exhausted state from one of the biennials
or one of the documenta, to encounter an art critic, curator or journal-
ist firing comments like a machine gun: “It’s weak this year...a festival of
mediocrity...a heap of material without meaning and an absence of any
curatorial idea or guidelines whatsoever..” or things like that.

My immediate reaction has always been: “Why don’t you change
your job?”, and “It’s time you learnt how to look”, or even “Get your
brain involved and use it”. I've also thought then that you could seek to
develop some sort of measure for quantifying the combined efforts of
all the artists in order to contradict this type of judgment which sounds
more like prejudice, and which often has not, in fact, been based on
genuine experience that has been explored in depth by someone who
has sought to understand what is in front of them. You could, for in-
stance, ask all the artists present how much time they had invested in
the works on display, and for how many years they had worked as art-
ists prior to being invited to participate in the Biennale. The sum of
hours/days/decades, or indeed centuries, could almost be a quantita-
tive indicator, even if - admittedly - it is no longer a measure of quality.
It has taken some time to understand that this position of the critics is
probably - more than inability - to some extent a kind of survival reflex.
To review in totality a show such as the Biennale, with 83 artists (of which
32 are women and 32 under the age of 35), 89 pavilions and 37 collateral
events is simply impossible, and to pretend to be able to manage to do
this is a form of megalomania. [ think that the only way of getting out of
this is to make precise selections based on themes, trends or reflections
which may have been sparked off by particular aspects of the various
curatorial concepts, rather than specific works or pavilions. Therefore
among the boundless variety I decided to investigate three themes: the
problem of light, the notion of Nation and the principle of interaction.

Light
The title of the exhibition curated by Bice Curriger, ILLUMInazioni re-
mains ambiguous even after a second glance: vague, undefined, and in
certain aspects contradictory. You read of the important role that light
has played in art since the very beginning, and in a heightened manner
during the Renaissance and in the Baroque period. But not only: on one
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par apgaismibas laikmeta prata gaismas ideju [ita]u valoda lume -
gaisma, gaismeklis; secolo dei lumi vai illuminismo - apgaismibas laik-
mets - Tulk. piez.], proti, par racionalitates nozimigumu cilvéciskaja
izzina, bet, no otras puses, tas ir majiens par gaismu ka dieviska izpaus-
mi misticisma. Biennali patieSam ievada tris Tintoreto gleznas, un $is
makslinieks bija izcils eksperimentétajs, kas parstav pareju no rene-
sanses uz baroku. Venéciesu gleznotaja darbos gaisma spélé biitisku
lomu un, lai ari tas klatbatne ir minimala, ta rada arkartigi spécigus
kontrastus. Gaisma k]ast par dievisko klatbitni un, pateicoties tiram
zeltam, redzamo lietu valstiba attélo neredzamo.

Ar Tintoreto spékojas laikmetiga pozicija, kas savu radikalumu
novedusi lidz galéjibai: Bruno Jakoba (Bruno Jakob) darbos gleznotaja
Zests k]ust pavisam neredzams, jo tas ir izpildits ar Gideni. Tadéjadi
redzamais pariet savveida neredzama transcendencé un, iznemot pa-
$u makslinieku, neviens nekad nezinas, kas tur ticis uzgleznots. Ne
visiem biennales maksliniekiem rotala ar gaismu, rotala ar klatbatni
un prombiitni ir tikpat smalka. Amalija Pika (Amalia Pica), pieméram,
atveido vienu no optikas likumiem par balto gaismu. Bezkrasainas
(baltas) gaismas efektu Sai gadijuma dod divu papildkrasu - sarkanas
un zalas - sajauksanas.

Dzeimss Tarels (James Turrell) turpretl ir neapstridéts meistars
ipasa joma - “glezno$ana” ar gaismu telpa. Vina 2009.-2010. gada
instalacija Bridget’s Bardo - The Wolfsburg Project, kura izstadita
Arsenala, mainiga gaisma, kas itin ka parpémusi Tintoreto krasas,
parplidina telpu, kura pacelta virs zemes un kura var ieklit pa kap-
ném. Briniskigais un parsteidzoSais fenomens ir tas, ka krasainais
taisnstiiris uz sienas izskatas ka plakana gaismas projekcija, lai gan
patiesiba ta ir atvere, pa kuru iespé&jams iekl]it ar gaismu izkrasota
iekstelpa. Tadéjadi tiek radits savads telpisks juceklis, spéciga parpro-
tamiba starp divdimensionalitati un trisdimensionalitati, kas izraisa
issavienojumu smadzenu neironos un gandriz liek mums zaudét orien-
téSanas spéju telpa.

Atskiriba no Tarela neona piramida, ko veidojusi Mai Tu Peré
(Mai-Thu Perret), tada ir un paliek, lai ari autore ir iedvesmojusies
no SveicieSu makslinieces Emmas Kuncas (Emma Kunz), kura spéléja
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hand, the title alludes to the idea of the lamp of Enlightenment, that
is the role of rationality in human knowledge, and on the other, to its
opposite: light as a suggestion of divinity and mysticism. The Biennale
opens, in fact, with three paintings by Tintoretto, artist experimenter
par excellence, and who represents the transition from the Renais-
sance to the Baroque. In the works by the Venetian painter, light has
an essential role and notwithstanding its minimal presence, creates
the most powerful contrasts. Light becomes divine presence and by the
grace of pure gold brings the invisible into the realm of the visible.

In confrontation with Tintoretto we find a contemporary position
which pushes beyond in its radicalness: the works of Bruno Jakob,
where the painterly gesture becomes completely invisible, given that
it has been executed in water. Thus the visible passes into a sort of
transcendence of the invisible, and other than the artist, no-one will
ever know what has been depicted there. Not all of the artists of the
Biennale have executed the games with light, the play of its presence
or absence, quite so subtly. Amalia Pica, for example, reproduces the
phenomenon of the cumulative mixing of colour, where two bands of
complementary colours (here red and green) create white light where
they intersect.

James Turrell, on the other hand, is definitely the undisputed master
of “painting” with light in space. In his installation Bridget’s Bardo - The
Wolfsburg Project from 2009/2010, on show at the Arsenale, a changing
light which picks up the colours of the Tintoretto floods a room raised
above the ground, to which one gains access by means of a stairway.
The stupendous and stunning phenomenon is that the coloured rect-
angle on the wall appears as if it were a flat projection of light, however
itis actually an opening which leads to an internal space coloured by
light. Thus a strange form of spatial confusion is created, a potent am-
biguity between bi- and tridimensionality which makes the neurons
of the brain go into tilt and you lose practically all sense of orientation
in space.

Contrary to Turrell, the neon pyramid of Mai-Thu Perret stays the
way it is, even if it is reminiscent of the Swiss artist Emma Kunz who
played at being Demiurge (the “artisan” god in Aristotelian thought)

Amalija Pika. Venn diagrammas (starmesu gaisma). Instalacija. Prozektori, kustibu sensors, teksts /

Amalia Pica. Venn diagrams (under the spotlight). Installation. Spotlights, motion sensors, text
2011
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Gianni Colombo. Spazio elastico. Fluorescent elastic bands, Wood's lamps
400x400x400 cm. 1967-1968
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Demiurgu (Dievu “amatnieku” aristoteliskaja pasaules uzskata), izman-
tojot geometriskas formas. Par spiti vislabakajiem nodomiem, $i Zil-
binosa, stindzino$a un tiri tehnologiska gaisma nekad neizstaros itin
nekadu transcendentalu auru.

Fisli un Veisa (Fischli & Weiss) “Telpa Nr. 13” (2011) pilns méness
netiesi - ar atstaroto saules gaismu - apspid arhitektoniskas konstruk-
cijas arhetipiskas formas, kas izstaditas uz baltiem pjedestaliem: cau-
rules, stiiri un mala sienas. Tadéjadi abi SveicieSu makslinieki paliek
uzticigi savam visaptveroSajam pétijumam par cilvéces izteiksmes
formam, kas itin ka viltus ready-made iemanto makslas darba statusu.
Dabiski, gaismai ir svariga loma visos fotodarbos, pieméram, Luidzi
Girri (Luigi Ghirri) briniskigajos uznémumos “Kartona pasazas” (1972)
vai sérijas, kas Birdhead makslinieku Suna Tao (Song Tao) un Dzji Vejuja
(Ji Weiyu) izpildijuma portreté Sanhajas ikdienas dzivi.

Ursa FiSera (Urs Fischer) darba apgaismos$anas princips savukart
ir iztulkots trijas gigantiskas svecés, kas veidotas ka kabineta krésls,
makslinieka draugs Riidolfs Stingels un Dzambolonjas barokalas skulp-
tiiras “SabinieSu nolaupisana” rimeiks. Nevaram nedomat par 17. gad-
simta gleznu memento mori un vanitas, jo Sis tris sveces forma veidotas
skulptiiras izniks biennales beigas un pari paliks tikai bezveidigi atkal
sacietéjusa vaska pikudi.

Kinematografs vairak par jebkuru citu mediju ir tira gaisma, un
to vismazak balsta kads stingrs neséjs, tas spéj radit totalu ilaziju,
iesainojot miis neierobeZotas izdomas pasaulé. Ne velti ASV mak-
slinieka Kristjana Marklija (Christian Marcley) filma ieguva “Zelta
lauvu” ka labakais 2011. gada biennales darbs. Vina pilnigi genialais,
neaptveramais darbs ir 24 stundu gara montaZza no isiem citatiniem,
kas nemti no visdazadakajam kino véstures filmam, un visiem Siem
gabaliniem kopigs ir tas, ka tie runa par laiku vai ar1 vizualizé pulk-
steni. Tikai péc kada briZza skatitajs apjédz, ka laiks filma sakrit ar
realo laiku, un tas izraisa patiesu apjukumu, izsit no sliedém: piepesi
skatitajs un kopa ar vinu ari tagadnes realitate ka tada klist par filmas
dalu. Més itin ka tiekam teleportéti uz pagajusiem laikiem, un filmas
skatitaji vairak neka jebkad ne tikai identificéjas ar télotajiem, bet ar1
pilniba ieiet filmas atveidotaja telpa.

Magiska atmosféra savukart tiek radita Dzanni Kolombo (Gianni
Colombo) “Elastigaja telpa”, 1967. gada darba, kas bijis izstadits jau
1968. gada biennalé. Tumsa telpa ir nostieptas elastigas, fluorescéjosas
auklas, ko apspid ultravioleta gaisma. Saja telpa neviena linija nepaliek
nemainiga, trisdimensionala rezga koordinatas svarstas, un telpiska
uztvere tiek stipri traucéta.

Sis sesdesmito gadu konceptualais darbs miis noved tiesi pie Kris-
tapa Gelza darba Latvijas paviljona. Ari vins, 1962. gada dzimis kon-
ceptualais makslinieks, kop$ 2007. gada ir pievérsies loti Ipatnéjai
mediju un glezniecibas uztveres izpétei. No vienas puses, vina darbi
liek domat par cita Latvijas izcelsmes makslinieka - Marka Rotko -
colorfield painting, bet, no otras, saistas ar eksperimentiem ar gaismu
un tas iespaidu uz uztveri. Krasa, kas izstaro no gleznam, kuras gandriz
pilniba sedz telpas sienas, nav raksturigas akvarelglezniecibai un nav
raksturigas ari to neséjam - papiram (abi ir pilnigi balti). Uztverama
krasa nak no fluorescéjosas ultravioletas gaismas, kura, izSauta telp3,
spéj viltot arieni it visam, kas $aja telpa atrodas. Skatitaji un vinu ap-
rises tadéjadi klist par gleznas dalu un savstarpéji mijiedarbojas.
GelZa gleznieciba klist par all over un skatitaju ievista gaisma lidzigi,
ka zirneklis savos pavedienos ievij musu. Kluvis par ultravioleto staru
efekta upuri, skatitajs iestrégst glezna un klist par makslas darba
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by means of geometric forms. Despite the best of intentions, this blind-
ing, freezing and purely technological light does not emanate any tran-
scendental aura whatsoever. In Spazio Numero 13 by Fischli-Weiss
(2011), a full moon illuminates - indirectly, by the reflected light
of the sun - archetypical forms of architectural constructions placed
on white pedestals: clay tubes, corners and walls. The two Swiss art-
ists are so faithful in their 360 degree inquiry into the man-made forms
that, like fake readymades, these acquire the status of a work of art.
Naturally, light plays an important role in all the photographic works,
like the marvellous shots by Luigi Ghirri (Passaggi di cartone, 1972) or
the series depicting everyday life in Shanghai by the artists Birdhead
(Song Tao and Ji Weiyu). In the work by Urs Fischer, the principle of il-
lumination is instead transmuted into three gigantic candles: the chair
in his studio, his friend Rudolf Stingel and Il ratto delle Sabine, a remake
of a Baroque sculpture by Giambologna. It is impossible not to think
of the memento mori and the vanitas of paintings of the 17th century,
seeing that the three sculptures in the form of candles will have dis-
appeared by the end of the Biennale and all that will remain will be a
shapeless mountain of wax which has set hard again.

Cinema, which more than any other medium consists purely of
light and without any fixed supporting structure, is capable of recre-
ating a total illusion, surrounding us in a world of limitless fakery. It’s
not by chance that the film ‘The Clock’ by the American artist Christian
Marcley won the Leone d’oro prize as the best contribution to the Bi-
ennale of 2011. His endless work, a 24-hour montage made up of tiny
pieces quoted from various films in the history of cinema, all of which
have in common that they speak of time or display a clock, is a stroke of
genius. Only after some time you realise that the hour portrayed in the
film corresponds to real time and hence creates a factor of real percep-
tive displacement: so much so that the viewer, and with them the real-
ity of the present, begins to form part of the film. We find ourselves as if
tele-transported to bygone times; more than ever, the one who watches
not only identifies with whoever is performing, but enters completely
into the representative space of the film.

A magical atmosphere, conversely, is created in Spazio elastico
by Gianni Colombo, a work of 1967, already shown in the Biennale of
1968. Fluorescent elastic cords, lit up by ultraviolet light, are strung
outin a darkened room. Not one line remains fixed in the space, the co-
ordinates of the three dimensional grid wobble and as a result spatial
perception is severely disturbed. This conceptual work of the 1960s
brings us directly to the contribution of Kristaps Gelzis in the Latvian
Pavilion. Since 2007, he too, a conceptual artist class of 1962, has been
conducting a very special investigation into the medium and the per-
ception of painting. From one aspect his works make us think of the
‘colour field painting’ of fellow countryman Mark Rothko, from another
they link up with experiments with light and its effect on perception.
The colour emanating from the paintings that almost completely cover
the walls of the space is not the colour of the water painting, nor of its
backing, the paper (both completely white). The colour that can be per-
ceived comes from a phosphorescent ultraviolet light fired into space,
which has the capacity of falsifying the appearance of everything that
it finds there. The viewers and their outlines thus are caused to be part
of the painting and interact with the pictorial space. The paintings of
Gelzis manage to become ‘all over’ and envelop the viewer by means of
light, like a spider entraps the fly with its filaments. Victim of the decep-
tive effect of UV rays, the viewer remains locked inside the painting,
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Thomas Hirschhorn. Crystal of Resistance. View of Swiss exposition
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2011



Darjus Miksis. Vinpus balta priekskara. Skats no Lietuvas ekspozicijas /
Darius Miksys. Behind the White Curtain. View of Lithuanian exposition
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Vinpus balta priekskara. Skats no Lietuvas ekspozicijas /
Behind the White Curtain. View from the exposition of Lithuania
2011

dalibnieku. Jautajums par lietu istumu vai neistumu, jautajums par
uztveres iluzoriskumu vai, ka teica Dekarts, par to, vai pastav kads
nelabais gars, kas pievil miisu manas, joprojam paliek neatbildéts. Un
varbiit labi, ka ta. Jautajumi man patik labak par atbildém, vaicajumi -
labak par apgalvojumiem.

Nacija
Nosaukuma ILLUMInazioni viltus piedéeklis mudina mus pievérsties
citai témai: Bice Kurigere ir nolémusi “problematizét” tautas un valsts
tematiku (kas jau pati par sevi ir problematiska) un visiem maksli-
niekiem, kas parstavéti gan galvenaja izstadg, gan paviljonos, ir uzde-
vusi piecus jautajumus. levéroju, ka vairakums uzskata, ka makslinieku
kopiena nav Nacija. Bet uz jautajumu, cik naciju mit katra no viniem,
galvenokart tiek dotas divas atbildes: “]oti daudzas” vai “neviena”. At-
bildes uz jautajumu “kur tu jaties ka majas”, protams, ir loti dazadas:
“tur, kur esmu kopa ar saviem bérniem”, “Antarktida”, “pie jiras”, “vi-
sur”, “tur, kur ir silts”, “Roberta Valsera tekstos”, “tur, kur parnem at-
vieglojuma sajiita” utt., - tacu, atbildes parskirstot, neatradu nevienu,
kurs minétu savu zemi tiesi ka naciju, ka valsti.

Lai ari $ie jautajumi var Skist banali (ka dazs labs ir aizradijis),
atbildes ir zZimigas un apliecina paradibu, kas pédéjos gados izpauzas
arvien spilgtak. Nacijas jedziens zaudé nozimigumu “glokalaja” pa-
saulé, kura gan lokalais, gan globalais limenis k]ast svarigaki par na-
cionalo. Pirms daziem gadiem italu makslas kritiki vaca parakstus, lai
tiktu restaureéts Italijas paviljons biennalé (un, ka zinam, viniem tas
izdevas), un es pazistu ne vienu vien italu makslinieku, kas atteicas
$o aicinajumu parakstit, sakot, ka vajag likvidét visus nacionalos pa-
viljonus.

Pédeéjos gados ir bijis vérojams, ka kadu valsti parstav “arzemju”
makslinieki: pieméram, 2005. gada Zenéva dzivojosais italu maksli-
nieks DZanni Moti (Gianni Motti) parstavéja Sveici. Sigada biennalé
multikulturalisma aspekts biezi izpauzas, veidojot dazadas izcelsmes
makslinieku kopdarbus. Galvenaja izstadé kuratore Bice Kurigere ir iz-
veidojusi ta sauktos parapaviljonus un liigusi, lai ¢etri makslinieki tajos
piedava arhitektoniskas struktiiras, kas savukart varétu uznemt citus
maksliniekus. Ta Suns Duns (Song Dong) savu dzimto Pekinas maju ri-
meiku atver maksliniekiem Asjéram Mendisabalam (Asier Mendizabal),
Sipriénam Gaijaram (Cyprien Gaillard) un Ito Barradai (Yto Barrada).

and in the end participates in the work. The question of the truth or
falsity of things, the problem of delusion of perception or, as Descartes
said, whether there exists a wicked little devil who misleads our
senses, once again remains open. And perhaps it’s better that way. I
prefer questions to answers, interrogation to affirmation.

Nation
The false suffix to ILLUMInazioni leads us to confront another subject:
Bice Curriger chose to “problematise” the theme of ‘Nation’ (a term al-
ready problematic in itself) by means of five questions that she posed
to all the artists present, in the principal exhibition as well as in the
pavilions. I noticed that the majority maintained that the artistic com-
munity is not a Nation. And as regards the question of how many Na-
tions they had within themselves there were two main responses:
“many” or “none”. Answers to the question: “Where do you feel at home?”
were obviously very varied: “Where my children are”, “In the Antarctic”,
“By the sea”, “Wherever”, “In a warm place”, “In the writings of Robert
Walser”, “Where there is a sense of relief” etc., but leafing through them
I did not find a single person who specified their own country as their
Nation.

Even if the questions may seem a little banal (as someone had
noted), the responses on the other hand were significant and express a
growing phenomenon which has become increasingly evident over the
last few years. The notion of Nation is losing importance in a “glocal”
world, in which both the local and the global seem to take precedence
over the national. Years ago, Italian critics collected signatures in fa-
vour of reinstating an Italian Pavilion at the Biennale (and, as we know,
they succeeded) and I know of quite a few Italian artists who refused to
sign, saying that the national pavilions should all be abolished.

In recent years you could see, for instance, “foreign” artists repre-
senting a country: for example, in 2005 Gianni Motti, an Italian artist who
lives in Geneva, represented Switzerland. In its current form, the multi-
cultural aspect is often evident in the creation of collaborations be-
tween artists from various backgrounds. In the main exhibition, cur-
ator Bice Curriger has created the so-called “parapavilions”, in which
four artists had been requested to come up with architectonic struc-
tures which, in turn, would host other artists. In this way Song Dong
opened a remake of the Peking house he was born in to artists Asier
Mendizabal, Cyprien Gaillard and Yto Barrada. Monika Sosnowska con-
structed confined spaces in the shape of a star in which you could admire
the (extremely political) photographs of South African David Goldblatt
and a sound installation by the young Londoner Haroon Mirza. Hidden
behind the title Extroversion was an intervention by Franz West, who
had brought the kitchen of his house in Vienna to the Biennale, turned
it inside out and installed the original wallpaper and works by artist
friends that are usually hanging there. This intervention was the cata-
lyst for the Austrian artist being awarded the Leone d’Oro for lifetime
achievement.

The card of interactions between artists and persons of diverse
origin this year is played also in various national pavilions. For her
project L'inadeguato, the Spanish artist Dora Garcia has invited pre-
dominantly Italian artists and critics to take part in readings, to conduct
workshops or to organise debates on the subject of marginalisation, in a
programme which is to take place for the duration of the Biennale. The
events at the Spanish Pavilion, branded by Pier Paolo Coro as “the Ital-
ian Pavilion in exile” (see the accompanying interviews), may remind

studija 79/11 39



Monika Sosnovska (Monika Sosnowska) izbiivé Sauras telpas zvaigznes
forma, kur apbrinojamas politiski loti spécigas dienvidafrikana Deivida
Goldblata (David Goldblatt) fotografijas un jauna londonieSa Hariina
Mirzas (Haroon Mirza) skanu instalacija. Aiz nosaukuma Extroversion
slépjas Franca Vesta (Franz West) darbs: vin$ ir atvedis uz biennali
savu Vines maju virtuvi, apveérsis to acgarni, izklajis ar originalajam
tapetém un izkarinajis savu draugu makslinieku darbus, kas ari paras-
ti tur atrodas. Sis darbs kluva par ieganstu pieskirt $im austrie$u mak-
sliniekam “Zelta lauvu” par miiZa ieguldijumu.

DaZadas izcelsmes makslinieku un cilveku sadarbibas karts Sogad
tiek izspéléta ar1 vairakos nacionalajos paviljonos. Spanu maksliniece
Dora Garsija (Dora Garcia) savam projektam “Nepiemeérotais” saaici-
najusi galvenokart italu maksliniekus un makslas kritikus, kuri pro-
gramma, kas turpinasies visu biennales laiku, veiks priekslasijumus,
vadis meistardarbnicas un organizés diskusijas par marginalitates
tému. Norises Spanijas paviljona, ko Pjérs Paolo Koro (Pier Paolo Coro)
nodéveéjis par “Italijas paviljonu trimda” (sk. pievienotas intervijas)
kadam atgadinas interaktivas non-stop aktivitates “Projekts Orests”
1999. gada Haralda Zémana biennalé.

Ar1 Danijas paviljons ir atvérts citzemju klatbiitnei. Izstade “Ru-
naiir nozime"“ (Speech Matters) ar 18 maksliniekiem no 10 valstim péta,
kads ir makslas stavoklis saistiba ar varda un preses brivibu pasaulé: ta
ir labi izveidota izstade, kas parkapj valsts jédzienam, pievérsdamas
témai, kura var Skist novalkata, tacu patiesiba ir arkartigi skaudra uz
visas planétas.

Divi iepriekSminétie paviljoni ieceréto paveikusi visgudri un spéj
noturéties pa gabalu no ideologiskam, ilustrativam vai propagandis-
kam pozicijam, turpreti Tomass Hirshorns (Thomas Hirschhorn) Sveices
paviljona brizam riskanti tuvojas parak tieSa véstijuma briesmam. Lai
ar1 81 Parize dzivojos$a makslinieka plastiska valoda pédéjo gadu laika
ir attistijusies un loti dazadojusies, brizam vins iekrit ilustrativisma
lamatas. Sodien nepietiek likt aplikot cilvéciskas brutalitates ainas
Zurnala, uz ekraniem vai fotografijas, lai més sajustos emocionali ma-
zak atsves$inati no Siem Sokéjosajiem faktiem: més jau parlieku esam
“pieradusi” pie $ada tipa “skandalistiskiem” attéliem, kas mis sasniedz
ar nemitigu preses straumi, un attiecigi lielakoties esam $ai zina no-
trulinajusies un zaudéjusi jatigumu.

Savukart politisks darbs, kas varbiit spéj aizkustinat vairak, jo tam
piemit kaut kas brutali ists, ir atrodams Egiptes paviljona: “30 dienas
skrieSiem telpa“ (30 Days of Running in the Space), makslinieka Ahmeda
Basjuni (Ahmed Basiuny) projekts, kura redzam ne tikai vina virtualo
skréjienu tuksa telpa, bet ar filmas, kas vina dzives pédejas divas dienas
uznemtas Tahrira laukuma Kaira. Sis dokuments miis iesaista 2011. gada
revoliicija, kam beidzot izdevas gazt veco Hosn1 Mubaraka diktatorisko
rezimu. Tautas nemieru ainas satricina - jo seviski, kad uzzinam, ka 33
gadus vecais makslinieks samaksaja ar savu dzivibu. Nemiera pilnas
filmas mums stasta par nemitigi mainigu pasauli, kas atbrivojas no
vazam, atstaj aiz muguras jaunus mocek]us un rada jaunus praviesus.

Igaunijas paviljons ir uznémis pavisam cita rakstura politisko dar-
bu, tacu tas uzdod tos pasus jautajumus par socialo un politisko faktu
atveidoSanu. Lina Siba (Liina Siib) par atspériena punktu ir némusi
frazi A woman takes little space (“Sieviete aiznem maz vietas”), kas
atrasta kadas igaunu avizes raksta. Izmantojot virkni fotografiju un
videoinstalaciju, baltieSu maksliniece péta - un vinai netriikst humora
izjltas -, vai sieviete patieSam aiznem maz vietas. Més redzam sievie-
tes vinu (Saurajas) darba vietas, redzam video ar kadas mammas rosibu
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someone of the non-stop interactive activities of the Progetto Oreste at
the Biennale of Harald Szeemann in 1999. The Danish Pavilion, too, was
open to international participation. In the exhibition Speech Matters,
18 artists from 10 different countries examine the state of the art of
freedom of speech and the press in the world: a well-made show which
transcends the notion of country by considering themes which could
seem taken for granted, but are instead shown to be of relevance for
the whole planet.

If the two pavilions already mentioned stand out with intelligent
moves and manage to stay clear of ideological, illustrative or propagan-
distic positions, Thomas Hirschhorn in the Swiss Pavilion occasionally
approaches the danger of a message that is a bit too direct. Even if the
sculptural language of the artist, who is resident in Paris, has advanced
and greatly broadened over recent years, occasionally it falls into the
trap of illustration. It is not enough, these days, to leaf through maga-
zines and to see images of human brutality on the screen or in photos to
feel less emotionally distanced to these shocking facts: by now we are
almost too “used to” these types of “scandalous” images which we re-
ceive in a continuous flow from the press and in consequence we tend
to be hardened and desensitised towards them.

The political work which succeeds in being possibly the most
moving, because it has something of the brutal truth in it, is to be found
in the Egyptian Pavilion: 30 Days of Running in the Space, a project by
artist Ahmed Basiuny, in which we see other than his virtual trajectory
in an empty space, film footage of his last two days of life in Tahrir Square
in Cairo. This document makes us participants in the revolutions of
2011 which finally managed to overthrow the old dictatorial regime of
Hosni Mubarak. The images of the popular rebellion are startling, es-
pecially when you discover that the artist, 33 years of age, has paid
with his life. The eventful film segments speak to us of a world in midst
of change, freeing itself from chains and leaving behind it new martyrs
and creating new prophets.

The Estonian Pavilion was home to a political work of a completely
different kind, but which poses the same questions regarding the re-
presentation of social and political facts. Liina Siib takes as her starting
point the phrase A woman takes little space, found in a literary article
in an Estonian magazine. Through a series of photographs and video
installations, the Baltic artist explores - not without a sense of hu-
mour - whether women really take up little space. We see women in
their (restricted) place of work, a video of a mother at home, pictures of
prostitutes who have been interviewed about their relationship with
their own body, and finally there is reportage on two pastry-cooks
from Tallinn. Notwithstanding the precise research of materials and
the great idea of presenting private and intimate aspects of the fem-
inine world through mutations of the exposition space in a (fake)
apartment, there is no denying a superficial and demonstrative aspect
of this approach. It may be that it deals with a range of issues that have
already been reviewed and indulged in, but not only that, as the works
don’t manage to hide their formal weaknesses: the videos seem to have
been filmed amateurishly and the photographs are all frontal shots,
making one think of a family photo album.

Interaction
Interactive art, a strong contemporary trend which creates connec-
tions between the agents, and which puts into action multidirectional
reflections by means of exchange, moves further away from the idea of

majas, redzam prostitiitu portretéjumus (vinas ari tiek izvaicatas par
attiecibam ar savu kermeni) un visbeidzot reportazu par divam Tal-
linas konditorém. Par spiti riipigi savaktajiem materialiem un par spiti
labajai domai sieviSkas pasaules privato un intimo aspektu atspogulot,
tiesi parveidojot ekspozicijas telpu par (pseido)dzivokli, nevar noliegt
$1 panémiena virspusibu un demonstrativismu. Varbit nelaime ir
ta, ka 81 problematika ir redzéta jau neskaitamas reizes, tacu tas nav
vienigais trikkums, jo darbi nespéj pilniba apslépt savu formalo vaju-
mu: video izskatas ka amatieru filminas, un fotografijas ir un paliek
frontali uznémumi, kas atgadina gimenes albumu.

Mijiedarbiba
Miisu laikam tik raksturiga interaktiva maksla, kas rada saiknes starp
visiem iesaistitajiem un, izmantojot savstarpéju apmainu, iedarbina
vairakvirzienu pardomas, attalinas no domas par makslu ka objektu
vai fizisku priek$§metu. Sis makslas atzars iet talak par vienkarsu sa-
darbibu starp maksliniekiem, kas cits citu ieliidz (ka Bices Kurigeres
parapaviljonos). Sada maksla rada dinamisku sistému, ko veido nepare-
dzamas un nepartraukti mainigas situacijas, un tadéjadi ta klist par
spéli ar preciziem noteikumiem, par spéli, kura attistiba un iznakums
ieprieks nav uzminami.

Labs piemeérs ir Normas DZinas (Norma Jean) darbs “Kur$ bistas
brivas izpausmes“ (Who is afraid of free expression) izstades ILLUMI-
nazioni galvenaja paviljona. Maksliniece ar interaktivu instalaciju tiesi
tulko notikumus Tahrira laukuma Kaira. Publika tiek aicinata izteikties
nepastarpinati, radot savas formas, rakstot un ziméjot uz sienam Egiptes
karoga krasas ar plastilinu, kas atrodas telpas centra ka triskrasu - sar-
kans, balts, melns - kubs. Ta maksliniece rotaligi un viegli sp€j no jauna
radit $igada revoliiciju sakotn€jo aspektu: tauta ($ai gadijuma skatita-
ji) negaiditi nem likteni savas rokas un izpauz rado$o energiju, kas
pirms tam bijusi apspiesta un neredzama.

Ari Lietuvas paviljons ir izpelnijies Venécijas biennales Ziirijas
“Ipa$o atzinibu” par “spéju konceptuali eleganti un produktivi daudz-
nozimigi uztvert savas zemes makslas vésturi”, un ari tas rada gudru
mijiedarbibas rotalu starp dazadu makslinieku darbiem un publiku.
Makslinieka Darjus Miksa (Darius Miksys) projekta “Vinpus balta prieks-
kara” publiku aicina spélét kuratoros. Balta kataloga ir ieklauti 173 to
makslinieku darbi, kuri pédéjo divdesmit gadu laika ir saneémusi sti-
pendijas no Lietuvas valsts, un no $1 kataloga apmeklétajiem jaizvélas
darbi, ko vini vélétos izstadit. Darbinieki baltos cimdos dodas uz
arhivuy, kas atrodas aiz aizkariem, panem izraudzitos darbus un izstada
tos ekspozicijas telpa, kur darbi paliek, lidz nakamais apmeklétajs
pavél tos novakt. Tadéjadi Darjus MikSis uzsver kultiiras relativo un
gaistoSo raksturu un tai pasa laika rosina diskusiju par lomu, kuru spélé
kurators un valsts, kas nolemj, kura maksla var sanemt atbalstu un
kura ne. Ar $o darbu lietuvieSu makslinieks piedava diSaniska ready-
made kartéjo variantu - spéli, kura ikviena miisu kustiba padara miis
lidzatbildigus un liek Saubities par miisu parliecibu, kas ir un kas nav
(vertigs) makslas darbs.

2011. gada biennale ir spéjusi rosinat uz pardomam un uzdot bii-
tiskus jautajumus par piederibu, mijiedarbibu, sapratu, vértéSanas
kritérijiem un lémeéjvaru. Galu gala ikviens apmeklétajs varés brivi iz-
teikties un izlemt, ko parvest majas, bet ko pamestlagiinas pilséta. e

No italu valodas tulkojusi Dace Meiere

artas an object or a physical item. The branch of art goes beyond mere
collaboration between artists who invite one another to do so (as in the
parapavilions of Bice Curriger). It creates a dynamic system of unfore-
seeable situations in continual transformation, and hence turns into
a game with precise rules, of which the development or the outcome
cannot be predicted.

An example of this is the intervention Who is afraid of free expres-
sion by Norma Jean in the principal pavilion of the exhibition ILLUMI-
nazioni. By means of an interactive installation, the artist presents a
direct translation of the events from Tahrir Square in Cairo. The public
is invited to express themselves personally, by creating forms, writing
and drawing on walls with plasticine which lies at the centre of the
space in the form of a tricolour red, white and black cube, the colours
being those of the Egyptian flag. In this way the artist, in a light and play-
ful manner, has succeeded in recreating an integral aspect of this year’s
revolutions: the populace (here the viewers) who unexpectedly take
matters into their own hands and unleash a creative energy which pre-
viously had been oppressed and invisible.

The Lithuanian Pavilion also, was assigned a Special Mention from
the Venice Biennale jury for “its conceptually elegant, and productively
ambiguous framing of a nation’s art history” and created an intelligent
game on the interaction between the works by various artists and the
public. In the project Behind the White Curtain by artist Darius Miksys,
the publicis invited to play at being curator. Starting with a white cata-
logue, the visitors choose from 173 works by artists who have been re-
cipients of Lithuanian state grants over the last 20 years, those which
they would like to see on display. Assistants with white gloves then go
off to get the chosen works from a depository behind the marquee and
place them in the exposition space, and there they stay until the next
visitor gives instructions to remove them.

Darius Miksys in this way underlines the relative and transient as-
pect of culture, and at the same time brings into focus the role of state
curators who decide which art is worthy of enjoying support and which
is not. With this device, the Lithuanian artist offers the latest version of
the Duchamp readymade, in a game where each of our moves makes us
co-responsible and puts to the test our certainties of “..what is a (valid)
work of art and whatis not.”

The 2011 Biennale has succeeded in making us reflect and con-
sider fundamental questions about belonging, about interaction, about
what is right, about criteria of evaluation and decision-making power.
Thus, all in all, every visitor will be free to express themselves and to
decide what to bring home and what, on the other hand, relinquish to
the city on the lagoon.

Translated from Italian by Teréze Svilane
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VENECIJAS BIENNALES 54. STARPTAUTISKA MAKSLAS 1ZSTADE

Jirzi un Dominika Langu darbnica

Fotografija

Cehijas un Slovakijas ekspozicija /
Studio of Jiri and Dominik Lang

Photo

The exposition of Czech and Slovak

Republic

1988

Jirzi Langa darbnica
Fotografija /

Studio of Jiri Lang
Photo

2011

Pateiciba maksliniekam / Courtesy of the artist

Dzenifera Alora,
Giljermo Kalsadilja
Glorija

Skati no ASV ekspozicijas /

Jennifer Allora,
Guillermo Calzadilla
Gloria

Views of USA exposition

2011

Gada Amera / Ghada Amer
EgiptieSu maksliniece, Nujorka /
Egyptian artist, New York

Stefans Bancs / Stefan Banz
Makslinieks, Kullija / Artist, Cully

Dzovanni Bejs / Giovanni Bay

Makslinieks / Artist
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PIRMIE IESPAIDI PAR 2011. GADA VENECIJAS BIENNALI
FIRST IMPRESSIONS ON THE VENICE BIENNALE 2011

Gada Amera: Man visvairak patika amerikanu pavil-
jons. Biju |oti parsteigta, jo vini pirmo reizi patiesam atklati
kritizé pasi savu kultdru. Parasti vini runa par skaistumu vai
ko tamlidzigu, bet Soreiz tiek runats par Amerikas politiku,
un tas uz mani atstaja stipru iespaidu un darija laimigu.
Bices izstade man Skita arkartigi auksta, seviski ta dala, kas
atrodas Seit Darzos.

Stefans Bancs: Mani |oti parsteidza Tomasa Hirshor-
na darbs. Man tas ir viens no spilgtakajiem sis biennales
iespaidiem, un esmu parsteigts ari tapéc, ka tas nemaz ne-
izskatas ka Sveices darbs. Tam ir spécigs saturs, un tas ir ari
vizuali spécigs, patiesam |oti interesants, pat vairak neka
interesants, tas ir aizkustino$s. Man patika ari Austrijas
paviljons ar Markusu Sinvaldu, tas ir loti rams darbs, |oti
labi izstradats, raisa daudz pardomu un ir konceptuals. Un
tad izstadé /ILLUMInations man patika italu makslinieka
Luidzi Girri darbs — pavisam mazas, tacu |oti skaistas fo-
tografijas.

Dzovanni Bejs: Vél nekad neesmu redzéjis tik daudz
cilveku biennales atklasana. Japanas, Vacijas un Lielbrita-
nijas paviljonus neesmu redzéjis un ta ari neredzésu, jo
nevaru divas stundas stavét rinda. Bet citadi man |oti patika
Dzeimss Tarels Arsenala un Boltanskis Francijas paviljona.
Visparéjais iespaids nav nekas satriecoss. Turpreti Pjéra Paolo
Kalcolari izstade Ca’ Pesaro ir izcila, un ari Prada instalacija
ir |oti skaista.

Ghada Amer: What | liked the best was the American
Pavilion. | was very surprised that for the first time they
have openly criticized their own culture. It used to be about
beauty or whatever, but this time it is about American
politics and | was very impressed and happy to see that.
The exhibition of Bice | found extremely cold, especially
the one in Giardini.

Stefan Banz: I'm very surprised by the work of Tho-
mas Hirschhorn. For me it's one of the highlights of the
Biennale, and I'm also surprised because it really does not
look like a Swiss contribution. It has strong content and it
is strong visually, it's something really very interesting; it's
more than interesting - it's touching. | also liked the Aus-
trian Pavilion with Markus Schinwald: this is a very quiet
one, well realized, with lots of reflections, a conceptual
work. And then in ILLUMInations | liked the work by Italian
artist Luigi Ghiri: small, very beautiful photographs.

Giovanni Bay: | had never seen so many people at a
Biennale opening. | haven’t seen the pavilions of Japan,
Germany and Great Britain, and | won’t see them because
| can’t stand in line for two hours. Given that, | very much
liked James Turrell at the Arsenale and Boltanski at the
French Pavilion. My overriding impression is nothing ex-
ceptional. The exhibition by Pier Paolo Calzolari at Ca’ Pe-
saro, however, is most beautiful, as well as the installation
of Prada.

Kora fon Cecsvica /

Cora von Zezschwitz

Kanadie$u maksliniece, dizainere,
Parize /

Canadian artist and designer, Paris

Patriks Gosati / Patrick Gosatti
Kurators, Lokarno un Zenéva /
Curator, Locarno and Geneva

Y

Iréne Huga / Iréne Hug
SveicieSu maksliniece, Berline /
Swiss artist, Berlin

Sofi Isinjé / Sophie Usunier
Franéu maksliniece, Milana /
French artist, Milan

Franceska Marianna Konsonni /
Francesca Marianna Consonni
Kuratore, Gallarate / Curator,
Gallarate

LA BIENNALE DI VENEZIA 54™ INTERNATIONAL ART EXHIBITION

Kora fon Cecsvica: Es tikai Sorit atbraucu, un no ta,
ko jau redzéju, es loti augstu novértéju Melanijas Smitas
darbu Meksikas paviljona, jo vinas objets de curiosite ap-
tver telpu un tadéjadi atklaj veidu, ka maksliniece strada.
Ir redzams, kuri priekSmeti vinu iedvesmo, lai no apkarté-
jam lietam raditu kuriozitates. Domaju, ka 3is darbs patie-
sam ir labi paveikts, tas ir interesants veids, ka paradit
musdienu makslu.

Patriks Gosati: Mans visparéjais iespaids par pasu
biennali laikam ir pozitivs. ILLUMInations ir diezgan inte-
resanta, lai ari mazliet lineara un plakana. Pagaidam vél
neesmu redzéjis Starptautisko paviljonu Seit, Darzos, ta-
¢u Arsenals man patika.

Un, runajot par paviljoniem, vienmér jau ir highlights
un ir paviljoni, kam tikai izskrien cauri. Starp highlights
ir Austrija un Lielbritanija, kas, manuprat, ir patiesam ie-
spaidiga, paviljonu vairs nevar ne pazit.

Iréne Huga: Ir grati pateikt kaut ko visparigu. Visa
visuma maksla Skiet parak vaja vai samocita salidzinajuma
ar Venécijas pilsétu, kas allaz ir briniskiga un apburosa.
Es pratoju, vai maksla patiesam ir kjuvusi garlaiciga vai ma-
zak parsteidzosa vai ari es pati gadu gaita esmu vairak no-
trulinajusies.

Man radies |oti subjektivs iespaids, ka daudziem mak-
sliniekiem no jauna ir savs véstijums, tacu vini to iesaino
ierastd makslinieciskaja leksikona, no kura skatitajiem si
vésts atkal jaatsifré. Kapéc bavét tik darbietilpigu instala-
ciju ka britu paviljona? PriekS kam viens pret vienu rekon-
struét vecu turku maju, lai panaktu Sausmu istabai lidzigu
iespaidu — ar fotografiju, kurad Ataturks izskatas péc gra-
fa Drakulas? Kamér Bangladesas paviljona iespéjams ap-
meklét istu senu maju ar istu darbnicu un istiem makslas
darbiem.

Bet vairak par visiem man noteikti patika Cehijas pa-
viljons, jo tas bija loti savads. Tur skatitdjs ieiet tada ka
darza namina, kur jotama tada ka vecas makslas akadeé-
mijas smarza un redzami vecmodigi plaukti un skulptiras.
leskatoties vérigak, var atklat, pieméram, nepabeigtu skulp-
taru, kas balstas uz krukiem, tai ir ar plastikatu aptits kakls,
bet galva ir absolati nepiemérota paréjam kermenim. Cita
vieta savukart redzama sieviete, kas pagaldé meklé savu
suni, un, to darot, vinas rokas ir izspiedusas cauri galda
virsmai. Tas ir makslinieka téva skulptdras, kas sakombiné-
tas ar dazadiem elementiem. Sis |oti ironiskais darbs vis-
notal gudra veida par savu tému ir padarijis makslas mai-
nigo modi. Bet par polu paviljonu — kas ir |oti pretrunigs —
meés joprojam stridamies...

Sofi Isinjé: Mani |oti parsteidza Boltanskis, jo es biju
gaidijusi kaut ko pavisam citadu, sava veida déja vu, tacu
man |oti patika vina instalacija, kas ir humora pilna. Vél
man |oti patika Hana Hogerbruges darbs Danijas paviljona.
Hirshorns ar Sveices paviljonu ir |oti spécigs! Vins$ ir uzva-
r&jis ar savu politisko iesaistisanos.

Franceska Marianna Konsonni: Es parasti visu izcie-
Su, darbi burtiski galé nost manu jatigumu, tacu Sogad
es jutos normali, jo beidzot redzu maksliniekus, kas izvelk
arpuse visu 3o krizi — tada nozimé, ka vini mus atspogulo.
Vakar més apskatijam Andoru, |oti interesants paviljons.
Spanija beidzot ir tikusi ara no ta drausmiga monumenta,
kas ir dzimis jau péc krizes idejas, tacu tas ir ka derdzigs
aizsegs, lidzigi ka paderis, kas uzklats krevelem. Tomér
tagad més redzam ne tikai kreveles, bet ari sarétosanas
priekslikumus.

Cora von Zezschwitz: | just arrived this morning and
from what | have seen | really appreciated the work of
Melanie Smith at the Mexican Pavilion, because there were
certain objet de curiosité that englobe the artist as she
works, there are certain objects that are found objects and
certain objects that are made objects — curiosities. And |
think that it englobes the way how artists work, because
they work sometimes with things that inspire them and
they can make the meta objects of these things that sur-
round us. | thought that it was very nicely done, and that
it was an interesting way to show art nowadays.

Patrick Gosatti: The overall impression | have is posi-
tive, as regards the Biennale itself. ILLUMInations is quite
interesting, even if itis a bit linear and flat. | haven't yet
visited the International Pavilion here in the Giardini,
however | like the one in the Arsenale.

As regards the pavilions, there are always the high-
lights and then, on the other hand, the pavilions for
passing through. Austria and England are among the
highlights. | found Great Britain really impressive: you
couldn’t recognise the pavilion any more.

Iréne Hug: It's difficult to say something in general.
As a whole the art seems too feeble or tiring vis-a-vis the
city of Venice, forever marvellous and enchanting. | won-
der whether art really has become more boring or less sur-
prising, or whether | have become more jaded with the
passing of years.

One very subjective impression was that many art-
ists would seem to have a new message, but they wrap it
in customary artistic vocabulary from which the viewers
have to decipher the message all over again. Why build
a labour-intensive installation such as the one in the Brit-
ish Pavilion? Why re-construct, like for like, an old Turk-
ish house in order to obtain the effect of a chamber of
horrors, with a photo of Atatlrk that bears resemblance
to Count Dracula? While in the Bangladesh Pavilion you
can visit a genuine old house with a real workshop and
real works of art?

But the pavilion that | liked most of all by far was
the Czech one, because it was very odd. You went into a
kind of garden house; it smelt of an ancient art academy,
there were old-fashioned sculptures and shelves around.
On closer look you discover, for example, an unfinished
sculpture resting on crutches with the neck wrapped in
plastic and a head that is completely inadequate in relation
to the rest of the body. In another place there is a woman
searching for her dog under the table and, in order to do
this, skims across the flat surface of the table with her
arms. It's about sculptures of the artist’s father, mixed up
with different elements. This very ironic work highlights
in a very intelligent manner the changing fashions of art.
As far as the Polish Pavilion is concerned — extremely
controversial — we are still in discussion...

Sophie Usunier: | was extremely surprised by Boltan-
ski, because | had expected something else, a sort of déja
vu, but instead | liked his installation a lot, it was full of
humour. | also liked the work by Han Hoogerbrugge, his
animation in the Danish Pavilion. Hirschhorn, the Swiss
Pavilion, extremely powerful! He won because of his pol-
itical engagement.

Francesca Marianna Consonni: Usually | endure it all,
my senses get massacred by the works, however this year
| felt alright because | began to see artists dragging out
of all this crisis some meaning which they reflected upon.
Yesterday we visited Andorra, a very interesting pavilion.
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Dzefs Lovs / Geoff Lowe
AustralieSsu makslinieks, Parize /

Australian artist, Paris

Marko Meneguco /
Marco Meneguzzo

Makslas kritikis, kurators, Milana /
Art critic and curator, Milan

Dzankarlo Noréze /
Giancarlo Norese

Makslinieks, Novi Ligure /

Artist, Novi Ligure

Zigrida Pavelke /
Sigrid Pawelke

Kuratore, pétniece, pasniedzéja,
Parize /
Curator, researcher, teacher, Paris
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Pjérs Paolo Koro: Es ceru, ka si ir pédéja reize, kad
Itélijas paviljons atvéléts politikai. Tam vienreiz jabeidzas.
Mana uztveré skaistakais paviljons, ko redzéju, ir daniem,
vini uzvar arf Sogad. Vini ir izveidojusi darbu, kas runa par
makslas apgusanas daudzveidibu no dazadam pasaules
perspektivam, un tas ir |oti skaisti. Un Sis darbs patiesiba
ir vienigais, kas 3aja biennalé apgaismo. Loti skaists ir ari
spanu paviljons, jo var teikt, ka Sajas dienas tas ir Italijas
paviljons trimda. Arsenala ir |oti spécigs sakums ar Romana
Ondaka darbu, kas ir satriecoss, bet péc tam viss pamazam
izplén un kldst nekads.

Dzefs Lovs: Domaju, ka st ir sliktaka biennale, kadu es
jebkad esmu redzgjis, un daléji tas ir tapéc, ka nav iespéjams
sakoncentréties, jo visa ka ir parak daudz, ir neiesp&jami
izsekot lidzi visam, kas te notiek, bet vienlaikus ir |oti in-
teresanti, jo Skiet, ka ir partraukta makslas regulésana. Ta
rodas iespaids, ka blakusprojektu te ir vairdk neka oficialo,
un par to visu kopuma runat ir loti grati. Zindma méra arl
tas to padara interesantu.

lespéjams, vismulsinosaka dala ir Italijas paviljons,
kaut kas pilnigi arpratigs. Jau pirms diviem gadiem italu
paviljons likas arkartigi slikts, bet Sogad tas ir vienkarsi
neaprakstams, to skatoties, tu paliec ar pavértu muti. Nav
iespéjams saprast, ka tur ir varéjusi piedalities Dario Fo,
Bernardo Bertoludi vai citas $ada limena personibas.

§I,(iet, ka tradicionali biennale nodarbojas ar nezina-
mam lietam vai vismaz censas stradat ar nezinamo, tacu
$aja izstadé visvairak ir jau pazistama, un ta ir neizSkirama
masa, kas aizskalo prom visu paréjo. Savveida kaisliba uz
nezinasanu un tumsonibu, destrukcijas paveids.

Marko Meneguco: Fakts, ka Soreiz te ir daudz vairak
valstu neka pagajusaja reizé, pierada, ka laikmetiga mak-
sla patiesam ir kluvusi par sistému, ar kuras palidzibu tikt
starptautiski atzitiem. Més atrodamies Centralazijas pa-
viljona, un te ir parstavéti Centralazijas makslinieki, kurus
més pat neprotam atrast karté, tacu vini runa |oti lidziga
valoda, varbut vienigi mazliet naivaka neka ta, ko redzam,
pieméram, Palazzo Grassi. Tas ir |oti zimigi, tas nozimé,
ka pastav sava veida koing, tads ka dialekts, ko vairak vai
mazak lieto visi. Sis dialekts nerada atikiribas, tas apstip-
rina atbilstibu noteiktiem standartiem. Bet pastav risks
pielagoties modeliem, kas patiesiba ir hegemoni. Piemé-
ram minésu Centralazijas paviljonu: patiesiba vini visi
gribétu atrasties blakus éka — Palazzo Grassi. Un tapéc
zinama méra veido savus darbus péc $1 modeja. Tacu ta
jau nav biennales probléma, ta ir visas pasaules probléma,
globalizacijas sekas.

Dzankarlo Noréze: Mans iespaids ir tads, ka, ieradies
biennalé, es vienmér kaut ko palaizu garam.

Zigrida Pavelke: Més joprojam pétam biennali, 3o
pécpusdienu pabijam Meksikas paviljona — Melanija Smita,
arhitektaras dekonstrukcija. Batiba ta ir utopiska arhitek-
tdra dZunglos. Tas viss tika uzraséts septindesmitajos un
astondesmitajos gados un péc tam drosi vien pamests.
Tacu tas ir |oti gudrs projekts par to, ka redzét un domat
telpu, laiku un vidi.

Tapat biju loti laimiga, ka varéju piedalities konferen-
cés. Runaja cilvéktiesibu aktiviste no Indijas — Dr. Vandana
Siva. Nelaimiga karta $is izcilas personibas priekslasijumu
klaustjas maz cilveku. Apmeklgjam ari UNESCO atbalstito
romu paviljonu, un tas bija loti svarigi. Vini mudina uz
pardomam par to, cik dazados veidos var pievérsties mus-
dienu jautajumiem. Tiesi tas mani iespaidoja visvairak.

Spain at last has shed itself of the terrifying monument
that is the aftermath of the idea of crisis, but it is a re-
volting cover-up, like putting powder over the scabs. Now
instead we can see not only the scabs, but also the sug-
gestions of healing.

Pier Paolo Coro: | hope that this is the last time that
the Italian Pavilion is left to politics. This business must
stop. For me the most beautiful pavilion that | have seen
is the Danish one, this year too they are the winners. They
have made a work that speaks of the plurality in learning
about art from various world perspectives and this is ex-
tremely beautiful. It really is the one and only illuminating
thing at this Biennale. The Spanish Pavilion is also beau-
tiful, because you could say that these days the Italian Pa-
vilion is in exile. Then there is the most powerful depar-
ture at the Arsenale with the work by Roman Ondak, it is
extraordinary, but then little by little everything vanishes
to nothing.

Geoff Lowe: | think it's probably the worst Biennale
I've ever seen and it's partly because you can’t concentrate
on it. It's very overwhelming, very hard to keep up with
all the things that are going on, but also very interesting
because it's like the art is being deregulated. So it seems
that it is more about side projects than official projects
and it's very hard to tell one from the other. In some ways
this is interesting.

Probably the most disturbing of all is the Italian Pa-
vilion, where you've got this crazy thing. Two years ago
it already seemed really bad, whereas the one this year
is kind of unspeakable or one that leaves you speechless
at the end of it. It's impossible for us to understand how
Dario Fo or Bernardo Bertolucci — people like this — would
want to participate.

It seems that the Biennale is traditionally about the un-
known, or trying to work with the unknown: what they’ve
done in this exhibition is to take what is already known
into the space to flatten, to overtake, overwhelming eve-
rything else. It's a kind of passion for ignorance, a form of
destruction.

Marco Meneguzzo: The fact that there are more
countries than last time is a sign that effectively contempo-
rary art has become a system for getting validated through
international acceptance. Here we are in the Central Asian
Pavilion and the artists of Central Asia, about whom we
knew absolutely nothing, not even where to find them
on the map, yet they have a language that is very similar,
perhaps a bit more naive than that which we see at the
Palazzo Grassi, for instance. This is of great significance;
it indicates that there is a kind of koiné, a type of dialect
which involves everyone to some extent. This dialect does
not inspire differences, but rather approval. But there is a
risk of a homogenization that is based on models that in
reality are the dominant hegemonies. | always draw on the
example of the Central Asia Pavilion: in reality everyone
would like to be in the building next door, that is Palazzo
Grassi. And so in some way they make their works accord-
ing to that model. But this is not a problem of the Biennale,
it's a global problem, a consequence of globalization.

Giancarlo Norese: My impression is that | always
miss something when | go to the Biennale.

Sigrid Pawelke: We are still exploring the Biennale,
this afternoon we were at the Mexican Pavilion — Melanie

Markuss Sinvalds / Markus Schinwald
Orient. Video
2011

Pateiciba maksliniekam / Courtesy of the artist

Maiks Nelsons. Es, viltvardis. Instalacija. Skats no Lielbritanijas ekspozicijas /
Mike Nelson. /, Impostor. Installation. View of British exposition

2011

Pateiciba / Courtesy of British Council

Markuss Sinvalds. Skats no Austrijas ekspozicijas /
Markus Schinwald. View of Austrian exposition
2011

Maiks Nelsons. Es, viltvardis. Instalacija. Skats no Lielbritanijas ekspozicijas /
Mike Nelson. I, Impostor. Installation. View of British exposition
2011

Pateiciba / Courtesy of British Council

Melanija Smita. Sarkanais laukums neiespé&jami roza
Skats no Meksikas ekspozicijas /

Melanie Smith. Red Square Impossible Pink
View of Mexican exposition

2011

Melanija Smita, Rafaels Ortega. Acteku stadions /
Melanie Smith, Rafael Ortega. Aztec Stadium
Video. 2010

Pateiciba maksliniekiem un Peter Kilchmann Galerie / Courtesy of the artists and Peter Kilchmann Galerie
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Una Zémane / Una Szeemann
Maksliniece, Askona /
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Zaklina Riva: Sogad interesanti ir tas, ka ir |oti daudz
ko apskatit; parasti jau biennalé ir parak daudz ko redzét,
més esam pie ta pieradusi, un tapéc rodas situacijas, kad
ieejam paviljona, izmetam tur ltkumu un pavisam atri atro-
dam kaut ko jau pazistamu. Tadé| nemaz tik biezi negadas
brizi, kad gribas palikt kada telpa ilgak; vai varbat pati vide
nav izveidota ta, lai gribétos telpa palikt. Un, manuprat,
tiesi STTpatniba $aja biennalé varbat ir zaudéta.

Protams, te ir fantastiskas lietas, ko redzét: Polijas pa-
viljons, Vacijas paviljons ar patiesam interesantam atsau-
cém uz vésturi, uz Jozefu Boisu un Fluxus, un agrakam
lietam.

Un es nezinu, iepriek$ dazus gadus sava zina problé-
ma bija ta, ka makslas gadatirgi centas lidzinaties bien-
nalei, savukart tagad biennale censas izskatities ka makslas
gadatirgus. Ta ir |oti jociga parvértiba.

Doroteja Strausa: Sobrid més stavam Zeit, Sveices
paviljona, ko parstav Tomass Hirshorns. Man Tomasa pa-
viljons |oti patika. No citiem |oti jaukiem un interesantiem
paviljoniem, ko jau apskatiju, varu minét Francijas paviljo-
nu ar Kristianu Boltanski — |oti interesanti. Redzéju lielisku
somu makslinieka Vesas Pekas Ranniko videodarbu Somi-
jas paviljona. Ar Vacijas paviljons ir |oti interesants. Pro-
tams, ir sarezgiti masdienas veidot izstadi ar Kristofu Slin-
genzifu, tacu domaju, ka 3i ir unikala iespéja saprast vina
darbu.

Vavzinecs Tokarskis: Parasti es biennali uztveru
lidzigi ka Eirovizijas dziesmu konkursu, kas mana uztveré ir
loti politisks un kur dziesmas kalpo tikai ka aizbildinajums.
lepriek3éjos gados skita kaut kas neiedomajams ieraudzit,
ka tads makslinieks k& Laiems Giliks parstav Vaciju, bet
tagad skiet — tas ir k|uvis gluzi pienemami.

Una Zémane: Man 31 biennale 3kiet skaista un inte-
resanta, tacu man taja pietrukst kaislibas. Un, ja més runa-
jam par spilgtakajiem iespaidiem, tad man tas ir Sveices
paviljons ar Tomasu HirShornu, kas noteikti ir viens no la-
bakajiem, jo taja ieksa ir viss, tam piemit neiedomajams
spéks. Tagad atrodamies Austrijas paviljona, ko veidojis
Markuss Sinvalds, kur§ man vienmér ir paticis, un es atkal
priecajos, ka varu redzét o lielisko darbu. No Bices karé-
tas izstades darbiem man |oti patika Deivida Goldblata fo-
tografijas. lzcilas!

Materialu sagatavoja Zane Oborenko un Barbara Feslere
No italu valodas tulkojusi Dace Meiere

Smith, deconstruction of architecture. This is an almost
utopian architecture in the jungle, designed throughout
the 1970s and 80s and then eventually abandoned. But it's
a very cleverly done project about how to see and think of
space, time, and the environment.

Otherwise | have been very happy to assist at con-
ferences. There was a human rights activist from India, Dr
Vandana Shiva, speaking. Unfortunately not a lot of people
were present for such a major person. We also visited the
Roma Pavilion hosted by UNESCO, and that was very im-
portant because here they questioned how to address con-
temporary issues in different ways. That for me has been
the most striking part.

Jacqueline Riva: What's interesting this year is that
there is so much to see. There is usually too much to see in
the Biennale and we are used to that, so what we have cre-
ated is the situation where we can walk into a pavilion, you
walk in, you walk around and you recognize something,
you get it quickly. So there are not really a lot of situations
where you actually want to stay in the space, or maybe the
environment is not created in the way that keeps you in the
space. And | think that this is something that’'s been lost
perhaps in this Biennale.

Then, of course, there are fantastic things to see: the
Polish Pavilion, the German Pavilion with really interesting
references to history, to Joseph Beuys, and Fluxus, and pre-
vious things.

And | don’t know why in some ways there used to be
a problem for some years that the art fairs were trying to
be like biennales — now it's like the Biennale is trying to be
like an art fair. There is this funny kind of shift.

Dorothea Strauss: At the moment we are standing
here at the Pavilion of Switzerland, represented by Thomas
Hirschhorn. I like the pavilion of Thomas very much. Among
other nice and interesting pavilions that | saw was the
French Pavilion with Christian Boltanski — very interesting.
And | saw a great video piece by the Finnish artist Vesa-
Pekka Rannikko in the Finnish Pavilion. The German Pavil-
ion, too, is very interesting. Of course there is a complicated
background to making an exhibition with Christoph Schlin-
gensief now, but | think it's a great opportunity to under-
stand his work.

Wawrzyniec Tokarski: Normally | perceive the Bien-
nale as a Eurovision song contest, which for me is very pol-
itical, where song is only a pretext. If, in the past years,
to find artists like Liam Gillick representing Germany was
something extraordinary, then now it seems to have be-
come a normal occurrence.

Una Szeemann: | found it to be a beautiful and inter-
esting Biennale, however for me the passion was missing.
And if we are talking of highlights, for me the Swiss Pa-
vilion with Thomas Hirschhorn was absolutely among the
best because it had everything in there, it had an incred-
ible power. Now also we are in the Austrian Pavilion by
Markus Schinwald, whom I've always liked and | am once
again happy to see this beautiful work. Among the works
in the exhibition curated by Bice | liked very much the pho-
tos by David Goldblatt: they were exceptional!

Material prepared by Zane Oborenko and Barbara Fassler
Translated from lItalian by Teréze Svilane

Kristians Boltanskis. Liktena rats. Fragments no instalacijas “lespéja” Fransisku Tropa. Scenariji. Instalacija. Skats no Portugales ekspozicijas /
Skats no Francijas ekspozicijas / Francisco Tropa. Scenario. Installation. View of Portuguese exposition
Christian Boltanski. The Wheel of Fortune. Part of installation Chance 2011

View of French exposition

2011

Kristofs Slingenzifs. Baznica bailém no svesinieka sevi Aleksandrs Nikolajevs, Lika Panova. No kolazu sérijas “Jauko cilvéku pasaule “ /

Vacijas ekspozicijas makets / Alexander Nikolaev, Lika Panova. From the series of collage World of Kind People
Christoph Schlingensief. A Church of Fear of the Stranger in Me 2011

Model of the exposition of Germany

2011

Kristofs Slingenzifs. Baznica bailém no svedinieka sevi. Skats no Vacijas ekspozicijas /
Christoph Schlingensief. A Church of Fear of the Stranger in Me. View of German exposition
2011



