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VALIE EXPORT ir visur - vina runa ar mums, valdzina mis ar savu
dzilo acu skatienu, izved suna saité piesietu, Cetrrapus nometusos
virieti pastaiga pa ielam, ar atkailinatam genitalijam un nevaldamu
matu érkuli séz uz krésla un draud mums ar kalasnikovu, deklamé
dzeju ar rokam un izaicina mus uz virtualu galda tenisa spéli. VALIE
EXPORT ir pseidonims, konstrukcija un etikete - ta liek noprast no-
spiedums ar So nosaukumu. Ar to tiek apziméti visi makslinieces do-
kumenti, tadéjadi (ironiska karta) ar spiedogu apstiprinot to deri-
gumu nakamibai. VALIE EXPORT ir 1940. gada Linca dzimusas Val-
traudas Léneres (Waltraud Lehner) makslinieciskais alter ego, vinas
“Es” spogulattéls.

Bregencas makslas nama (Kunsthaus Bregenz) izstadé ar nozimi-
go nosaukumu “Arhivs” ir ietverta visa austriesu konceptualas mak-
slinieces dailrade - izkartota kubveida ekas Zumthor trijos stavos.
Nebeidzamas ledusaukstas kapnes ved uz pirmo telpu, kura pirmo-
reiz ir publiski pieejams viss VALIE EXPORT arhivs. Vairak neka
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VALIE EXPORT is everywhere: she speaks to us, she captivates us
with her intensive gaze, she takes a man moving on four legs for a
walk through the streets on a leash, she sits with her naked genitals
and wild hair on a chair and threatens us with a Kalashnikov, she per-
forms a poem with her hands and she challenges us to a virtual Ping-
Pong match. “VALIE EXPORT” is a pseudonym, a construction, a label:
that’s understandable through the stamp with her circled name that
brands all the artist’s documents, to give them - ironically - a valid-
ity seal for posterity. “VALIE EXPORT” is the artistic alter ego, the
mirrored “I” of Waltraud Lehner, who first saw the light of day in
1940 in Linz.

The show at Kunsthaus Bregenz with the meaningful title Ar-
chive expands the whole artistic creation of the Austrian conceptual
artist over the three square-shaped floors in the Zumthor-Cube. The
never-ending ice-cold concrete stairs lead us to the space, where the
archive of the artist has been opened for the first time to the pub-
lic. In more than fifty white display cabinets one can marvel at the
incredibly productive work of the Linzer artist, since their genesis,
in a huge mass of conceptional papers, sketches and photographs.
The observers dive into a sort of “full-immersion”, into the mental
universe of one of the undoubtedly most important conceptual and
performance artists of the 20th century, to participate in the produc-
tion process, to have a look into the construction of a never-ending
thought- and visual translation system.

On the second floor, the exhibition passes over to photo series
and a space-filling installation, while on the last floor we are totally
overwhelmed by the mass of video and film installations, in such a
way that we become incapable of deciding in which direction to look
first. The pieces of art on the second and third floor are visibly re-
alisations of the conceptional ideas displayed in the showcases on
the first floor, a fact which provokes a question about the possibil-
ity of deeper investigation: the red thread must be found again and
again, which means the artworks have to be connected mentally in
a laborious way with their corresponding concepts, seen before on
the other level. The decision to classify the spaces corresponding to
the categories of the documents they contain can be interpreted that
priority was given to the aesthetics instead of sustaining the under-
standing process of contents and concepts. Of course, it looks “clean-
er” if all the white showcases are set out on the same floor and all the
film projections on the other. But they could have thought to show
every topic and each piece of art from the beginning of its generating
process, through sketches and texts, until its realisation, one next
to the other: in that way, the public would have been accompanied

piecdesmit baltas vitrinas redzams un apbrinojams neticami
razigais Lincas makslinieces darbs daudzu konceptualu uzmetumu,
skicu un fotografiju veida. Tas dod iespéju skatitajiem ienirt par
vienu no svarigakajam 20. gadsimta konceptualas un performancu
makslas parstavem uzskatitas makslinieces prata visuma. Tas lauj
ari piedalities vinas jaunrades procesa un giit parskatu par to, ka
pastavigi attistas vinas domasana un vizualas realizacijas sistéma.

[zstades otraja stava izstadita fotografiju sérija un telpu aizpil-
da instalacija, savukart pedéja stava apmeklétajs pilniba nonak ne-
skaitamu video un filmu instalaciju vara - vins$ vairs nevar izskirties,
kura virziena likoties vispirms. Makslas darbi otraja un tresaja stava
acimredzot ir pirma stava vitrinas izvietoto koncepciju realizacija,
un Sis fakts rada jautdjumu par turpmako iedzilinasanos - sarkanais
pavediens ir jaatrod arvien no jauna, un tas nozimé, ka piepiloties
javeido gariga saikne starp Siem darbiem un to atbilstigajam koncep-
cijam, kas redzétas pirmaja stava. Lémumu klasificét tris telpas atbil-
stigi tajas izstadito dokumentu kategorijam var skaidrot t3, ka sa-
tura un koncepcijas izpratnes procesa prieksroka dota estétikai.
Visu balto vitrinu novietosana viena telpa un visu filmu projekciju -
otra, protams, izskatas “tirak”. No otras puses, katru tému un katru
makslas darbu varétu paradit, lidztekus ietverot gan ta radiSanas
procesu, gan skices un tekstus, gan IstenoSanu, tadéjadi palidzot ap-
meklétajiem izprast attiecigo tému vai makslas darbu. Labi pazistama
dilemma, pretnostatot estétiku un didaktiku, ka arT skaistumu un
izpratni, $aja gadijuma drosi vien beidzas ar izSkirSanos par labu
telpas estétikai, nevis satura skaidribai. Tadél VALIE EXPORT arhiva
dargumus, kas apmeklétajiem pieejami pirmoreiz, iespéjams, nevar
pilniba izpétit un makslas darbu interpretéSana drizak tiek ap-
grutinata.

Jo ilgaku laiku apmeklétajs izstadé pavada, atklajot sarezgitus
jautajumus, ko maksliniece péta jau piecdesmit gadus, jo skaidrak
var apjaust, ka pseidonima radis$ana ir vinas makslinieciskas stra-
tégijas nepiecieSams aspekts. VALIE EXPORT vairs nenozimé tikai
individu Valtraudu Léneri, bet gan universalu sievieti, vina iemieso
sievieSu dzimumu ka tadu. Makslinieces kermenis kliist par meta-
foru visu sievieSu iek§€jam un aréjam stavoklim, varas nepietie-
kamibai un socialajam statusam. Integréjot savu kermeni makslas
darba vide, VALIE EXPORT partulko politiskos mehanismus un dzi-
mumspecifisko status quo jégpilnos, vienkarsos un skaidros attélos.
Ar $adu “attiritu” télojumu starpniecibu maksliniece vérsas pret pa-
stavos$ajam paradibam, vienlaikus izvairoties krist $auru ideologiju
valgos vai saglabat nemainigu garigo attieksmi. Gluzi pretéji. Sali-
dzinajuma ar citiem aktivistiem VALIE EXPORT lielakais nopelns ne-
apSaubami ir vinas neizmérojama izsmalcinata humora izjita un
pasironija, tadel, lai gan darbos skarti visai nopietni temati, tiem pie-
mit geniala nepiespiestiba.

Pasaules slavu ieguvusaja 1969. gada performancé “Akcijas bik-
ses: Genitala panika” (Aktionshose: Genitalpanik; performanci 2005. ga-
da Gugenheima muzeja Nujorka atkartoja Marina Abramovica) mak-
sliniece ietérpas ipasi parveidotas biksés, kuras tiesi starp kajam bija
izgriezts aptuveni desmit centimetru liels apal$ caurums, tadéjadi
publiski atsedzot vulvu. Turklat maksliniece bija brunojusies un ro-
taligi darbojas ar kalanikovu. Sis darbs neparprotami parada sa-
biedriba pastavoSu sievietes reducéSanu lidz seksualam objek-
tam, no vienas puses, un vinas potencialo bistamibu un noslieci uz
pasaizsardzibu, no otras puses. [zmantojot izgriezumu biksés ka rami,
maksliniece tieSi norada uz vienigo interesanto sievietes dalu, kam

in the process of decodification towards a possible interpretation
of the meaning. Aesthetics versus didactics, beauty versus under-
standing, a well-known dilemma which here probably has been de-
cided in favour of the aesthetics of space and to the detriment of
clarification of contents. The effect could be that the rich treasure of
EXPORT’s archive, put on view to the public for the first time, cannot
really be explored to its maximum, and that a deeper access to the
interpretation of the artworks may have been made more difficult
rather than easier.

The longer one goes through the exhibition and gets confronted
with the complex questions the artist has been investigating for al-
most fifty years, the clearer and clearer it becomes that the creation
of a pseudonym is an indispensable aspect of her artistic strategy.
“VALIE EXPORT” doesn’t denote the individual Waltraud Lehner any-
more, but the universal species “woman”; she turns into the personi-
fication of the female gender as such. The body of the artist becomes
ametaphor for the internal and external condition of all women, their
lack of power, their social position. Setting her body in scene, VALIE
EXPORT translates political mechanisms and the gender-specific
status quo into strongly eloquent, simple and clear images. Through
these purified representations the artist questions dominant mat-
ters, without ever putting on blinkers such as ideologies, or fixed and
inflexible mental attitudes. On the contrary. The huge merit of VALIE
EXPORT compared to other fellow campaigners is, without any doubt,
her enormous ability for subtle humour and self-irony: that's why
her works maintain a genius easiness, even though they treat quite
heavy topics.

In the world famous performance Aktionshose: Genitalpanik
(‘Action Pants: Genital Panic’) from 1969 (which was performed again
by Marina Abramovic at the New York Guggenheim in 2005), the art-
ist presents herself wearing specially elaborated jeans, from which
she has cut out a round hole of about ten centimeters just between
the legs, at the crotch where the vulva is exhibited in great evi-
dence. The artist is armed with a Kalashnikov that she is tampering
with. This action indicates in a quite immediate way the social reduc-
tion of women to being sexual objects, and on the other hand their
potential dangerousness and disposition to self-defence: the only
part that is of interest and must be functional are the genitals, which
the artist exhibits very directly, “framed” by the cut out pants. That
means, on the other hand, that all the other qualities such as intel-
ligence, cultural level or professional abilities don’t have any social
relevance, or rather they only play a role among the male part of so-
ciety.

In the performance Aus der Mappe der Hundigkeiten (‘From the
Portfolio of Doggedness’), 1968, VALIE EXPORT takes the artist and
media theorist Peter Weibel - on all fours and tied to a leash - for a
walk through the streets of Vienna. With this spectacular interven-
tion in the public space, the artist underlines in a very efficient way
her idea of men: they are similar to dogs, obsessed by animal in-
stincts, barking and beating creatures, whose cultural interests are
not very distant from the physical needs of the quadruped.

In the same year, the Tapp und Tastkino (‘Touch Cinema’) was
produced, in which Miss EXPORT buckles to her upper body a box
with two openings, through which men are allowed to touch her
breasts for half a minute. For the artist, “The woman is a central
matter of the film. But the film must get out of the cinema, to be
brought to the people. That’s better than the usual products of
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jafunkciong, proti, genitalijam. Tadéjadi tiek véstits, ka visas paréjas
ipasibas - inteligence, kultiiras limenis vai profesionalas spéjas - nav
sociali derigas vai tam ir nozime tikai virieSu sabiedriba.

1968. gada performanceé “No sunibas celakartes” (Aus der Mappe
der Hundigkeiten) VALIE EXPORT ved saité piesietu, Cetrrapus no-
metuSos makslinieku un mediju teorétiki Peteru Veibelu (Peter Wei-
bel) pastaiga pa Vines ielam. Ar So krasno iejaukSanos publiskaja
telpa maksliniece |oti efektivi parada savu redzéjumu par virieSiem,
proti - vini lidzinas suniem, dzivnieku instinktu parnemtiem radi-
jumiem, kuri rej un koz un kuru interese par kultiiru daudz neatski-
ras no Cetrkajainu fiziskajam vajadzibam.

Taja pasa gada veidotaja darba “Pieskarienkino” (Tapp und Tast-
kino) VALIE EXPORT kermena augsdalai piestiprina kasti ar divam
atverém, kuras virieSiem tiek Jauts iebazt rokas un pusminiti pie-
skarties vinas kratim. Maksliniecesprat, “sievietei filma ir galvena
loma, tacu filmai ir japamet kinoteatris, ta javed pie cilvékiem. Ta
ir labaka par parastu komerciala kino produktu. Komercialas fil-
mas piedava surogatus, bet més piedavajam kaut ko istu.”* Tapat ka
“Genitalas panikas” gadijuma, sabiedribas iekares objekts tiek iz-
stadits publiskai apskatei, un tadéjadi tiek ironiski uzsveérta sievietes
reducésana lidz objektam, lai panaktu pilnigi pretéju situaciju. Kad
virieSiem publiski japarada savas sléptas fantazijas, pat ja tas ir
“sabiedriba akceptétas”, vini reagé, kaunigi smejoties un izradot
zinamu kautrigumu.

Fotografiju sérija “Kermenkonfiguracijas” (Bodyconfigurations),
kuras veido$ana tiek turpinata kops pagajusa gadsimta 70. gadiem,
maksliniece integré savu kermeni publiskaja telpa, pielagojot to
vajadzigajai formai. Atsevisku fotografiju nosaukumi ir Joti daudzno-
zimigi - “leklauSanas”, “levietoSanas”, “lekartoSanas”, “Pielagosanas”
(Einkreisung, Einfiigung, Einordnung, Einpassung). Sieviete iekartojas
pastavosaja kartiba, pielagojas sabiedribas noteikumiem un nor-
mam, paklausigi ieklaujas sava loma un pat nedoma pretoties.

1973. gada performance “Hiperbulija” (Hyperbulie), kas Bregen-
cas makslas nama izstadé aplikojama melnbalta videodarba, mak-
sliniece kaila rapo un lozna Surpu turpu starp diviem elektrovadiem,
ar seju un kermeni arvien atduroties pret elektrisko ganu un sanemot
elektrosoka triecienus. §ajé darba sieviete salidzinata ar govim,
kas ieslodzitas un par katru bég$anas méginajumu tiek soditas ar
elektroSoku. Lidzigi ka “Genitalaja panika” un “Pieskarienkino”, sie-
vietes loma tiek reducéta, uzskatot vinu par bitni, kam japilda re-
produktivas funkcijas.

Sapes ir biezs temats VALIE EXPORT veiktaja izpété, un tam ir
svariga loma iekS$€ja un aréja prata stavokla atainosSana. Sapes rada
ne tikai aréjas situacijas sabiedriba, tas ar1 daléji mit pasa cilveka,
vina butiba, un tas noved pie pazemojuma dazados veidos. Passa-
kroplosanas ka reakcija uz aréju vardarbibu. Par “nonaksanu pasam
pie sevis” maksliniece norada, ka “grieztam briicém kermeni vairs
nav saistibas ar mirstigumu, tas atklaj miisu pasu biitibu, misu ¢aulas
ieksejo apvalku, miis pasus”?.

Viena no $ada zina simboliskam fotografijam ir “Més esam pasu
gustekni” (Wir sind Gefangene unserer Selbst), kura maksliniece redza-
ma aiz melnu stienu rezga. Apspiesti cilvéki pasi veido apspiestibas
reZimu un parnem ta varas mehanismus. So paradibu atspogulo ari
darbs “Kermena zime” (Body Sign, 1970), kura VALIE EXPORT uz
augsstilba tiek ietetovéts zekturis, kas ir sievietém uzspiestas sek-
sualas pievilcibas un skaistuma simbols. No otras puses, cilvéce ir
ka “enu bokseris” (bokseris, kas cinas ar iedomatu pretinieku). Tas
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commercial film. The commercial films offer surrogates, we offer
something real.”* Similarly as in Genitalpanik, the object of social de-
sire is exhibited publicly and so the reduction of the female to an object
is ironically underlined, in order to obtain the opposite of the situa-
tion. Men react with shame-filled laughter and demonstrate a certain
shyness, exhibiting publicly their secret - even if “socially accepted” -
fantasies.

In the photo series Body Configurations, which the artist has
continued since the 1970s, she integrates her own body into the con-
text of public space by adapting it to the given forms. The titles of the
single photographs are quite meaningful: “Encirclement”, “Insertion”,
“Fitting In” (Einkreisung, Einfiigung, Einordnung, Einpassung). The
woman wraps inserts herself into the existing order, adjusts herself
to the laws and norms of society, fits streamlinedly into her role,
without any resistance, ever.

In the body performance Hyperbulie (1973), from which the ex-
hibition in Bregenz shows a black and white video, the artist crawls
naked between two electrically charged wires, forward and back-
ward, bumping regularly with the face and the body into the electric
fence, being beaten at every touch with an electric shock. This time,
women are compared with cows, imprisoned and punished at each
attempt to escape by an electric shock. Evidently females are, simi-
larly as in Genitalpanik or Touch-Cinema, brutally reduced to their
function of reproduction.

Pain is a recurring subject in EXPORT’s investigations and plays
an important role in the representation of internal and external
states of mind. However, hurt is not only generated by external social
situations, but in part integrated within our selves, in our being, and
can bring us to forms of mortification. Self-mutilation as a reaction
to external violence. About the “coming-to-one’s-self” of the experi-
ence of pain, the artist explains: “The cuts in the skin aren’t mortal
anymore, but are openings to the intimate, to the innermost skin of
the vessels, to ourselves.”

One in this direction emblematic photograph is We are prisoners
of our own selves (‘Wir sind Gefangene unserer Selbst’), where we
see the artist behind some black bars. Oppressed people are - after
that - a part of the system of oppression and internalize the mecha-
nisms of power into themselves. Another example which demon-
strates the same kind of functioning is Body Sign Action (1970),
where VALIE EXPORT tattoos a garter into her thigh: a symbol of
the dictate for females - to be sexy and beautiful. On the other hand,
males are seen as shadow boxers, as Splitscreen-Solipsismus dem-
onstrates so well: on the wall beside the corner, the artist mounts a
mirror which redoubles the picture of the boxer on the other side.
That means the boxer is fighting against himself, against his own
mirror image, in reality against a mirage.

In later years, VALIE EXPORT’s creation has evolved more and
more in the direction of weighty existential topics, and where vio-
lence against one’s own body reflects the extrinsic violence of power.
In the film ...Remote...Remote... from 1973, EXPORT scrapes at her
fingers with a cutter and then immerses her bloody hands in a milk
bath. Often, the effect of power is represented by the duplication
of the picture (...Remote...Remote...) or by false mirroring, and with
this, the artist divides the world in two parts: one of actors and the
other of victims. In the feature Invisible Adversaries (‘Der unsicht-
bare Gegner’) from the year 1976, the main protagonist believes
in the existence of the Hyksos, aliens that occupy the human brain

Skati no VALIE EXPORT izstades Archive. Bregencas makslas nams /
Views from the VALIE EXPORT’s exhibition Archive. Kunsthaus Bregenz
2011

(46-49) Foto / Photo: Markus Tretter
Foto no publicitates materialiem /
Publicity photos



Skats no VALIE EXPORT darbnicas. Makslinieces arhivs /
View from VALIE EXPORT’s studio. The archive of the artist
2011

Foto / Photo: Rudolf Sagmeister
Foto no publicitates materialiem /
Publicity photos

labi atainots darba Splitscreen-Solipsismus - maksliniece telpas stiiri
pie sienas piestiprina spoguli, kas parada uz blakus sienas redzamo
boksera telu spogulattéla, tadéjadi bokseris cinas pats ar sevi, ar savu
spogulattélu, faktiski ar mirazu.

Veélakajos gados VALIE EXPORT dailradé arvien vairak paradas
smagi, eksistenciali temati, varas istenotu aréju vardarbibu atspo-
gulojot ka vardarbibu pret savu kermeni. 1973. gada filma “...Talu...
Talu..” (...Remote...Remote...) vina ar nazi savaino pirkstus un ie-
gremdeé asinainas rokas piena vanna. Varas iedarbiba tiek paradita,
dubultojot attélu (“...Talu...Talu...”) vai manigu spogulattélu, un tade-
jadi maksliniece sadala pasauli divas dalas - aktieros un upuros.
1976. gada darba “Neredzamais pretinieks” (Der unsichtbare Gegner)
galvenais varonis tic, ka pastav Hyksos - citplanétiesi, kas parnem
cilvéku smadzenes un manipulé ar cilvéci. Sadas manipulé$anas
sekas ir atpazistamas divainas paradibas, pieméram, Anna kraso
lupas tikai spogulattéla, savukart “ista” aktrise likojas pavisam cita
virziena, biidama pazudusi pasas domas un klidama par pasas iner-
tuma guistekni. Maksliniece ar vizualu pareju palidzibu izce] ari pa-
saules dubultosanos jeb pat tas sabrukumu. Melnbaltas fotografijas
ieraugami isti sievieSu kermeni (t. i., krasas), citas fotografijas re-
dzamas parveidotas renesanses meistaru Pjéro della Franceskas,
Boticelli un MikelandzZelo gleznas, un abas versijas tiek projicétas
viena virs otras. Sieviete ka Madonna, idealizéta nevainibas aina. To-
meér realitate ir citada. Misu kermeni tiek spidzinati un ievainoti,
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and manipulate mankind from there. The effect of this manipulation
is made visible by strange things happening, such as, for instance,
Anna applying her lipstick only in the reflection of the mirror, while
the “real” actress points her gaze in a completely different direction,
lost in her thoughts, a prisoner in her total inertness. The doubling
of the world or rather its falling apart is pointed out, too, by visual
transitions. Real - coloured - female bodies lie on black and white
photographs; Renaissance paintings (Piero della Francesca, Botti-
celli, Michelangelo) are reinterpreted in photography and the two
versions projected one over the other. Woman as Madonna, an ide-
alised picture of virginity. But the reality is different. Our bodies are
tortured and injured, our mind tormented and ridden by fears. Anna
dreams - physically in her bed, with skates on her feet - that she’s
walking through the city - still wearing skates - in a regular, loud
rhythm, step after step. At a certain point, she will cut her thigh with
the blades in an unbearably long-lasting scene, and finally we see her
skates from a very near point of view, turning pirouettes in eternal
circles and carving blood red roundabouts in the white ice.

“The power of the impotent is the silence” (“Die Macht der Ohn-
machtigen ist das Schweigen”), a voice offscreen exclaims in Invisible
Adversaries, but VALIE EXPORT won'’t be silent, even if she doesn’t
talk much. Her language is the picture, she speaks with memorable
depictions of powerful situations, which describe - as a metaphor -
existing facts to denounce.

miusu prati tiek mociti un ir bailu makti. Anna atrodas gulta ar sli-
dam kajas un sapno, ka vina iet pa pilsétu - ar slidam kajas, soli pa
solim klaudzinot solus noteikta, skala ritma. Peksni vina sagrieZ
augsstilbu ar slidu asmeniem. Tas tiek radits necieSami ilgi, un galu
gala skatitajs tuvplana redz vinas slidas, kas griezas nebeidzamas
aplveida piruetés, uz balta ledus veidojot asinssarkanus aplus.

Balss darba “Neredzamais pretinieks” vésta, ka “bezspécigo vara
ir klusésana” (Die Macht der Ohnmdchtigen ist das Schweigen), tacu
VALIE EXPORT nevar klusét, pat bidama mazruniga. Vinas valoda ir
attéls un to ievérojamo situaciju neaizmirstams atainojums, kuras
metaforiski atspogulojas sabiedriba nosodamas attiecibas.

Realitate ir vismaz divéjada, tacu, lai misu pasaulé Kklatu par
sievieti, nepietiek ar fantazijam, manigiem spogulattéliem, parejam,
pielago$anos un “eénu boksu”. Miisu uztvere ir daudzveidigaka siste-
ma - misu kermeni ir trisdimensionali un spéj “redzét” visos virzie-
nos, proti: prieksa, aizmugure, augsup un lejup. Darba “Papildinosas
nobides” (Adjungierte Dislokationen) - laika no 1970. lidz 1979. ga-
dam tapusaja instalacija ar trim filmu projekcijam - konceptuala mak-
sliniece parvietojas sabiedriskas vietas ar divam filmésanas kame-
ram (pa vienai uz védera un muguras), kustinot kermena augsdalu
turp un atpakal. Tris projekcijas lauj skatitajam vérot vienu un to
paSu kustibu tris variantos un no trim skatpunktiem vienlaicigi -
pirma ataino VALIE EXPORT parvietojamies ar divam kermenim pie-
stiprinatam kameram, bet divas zemak novietotas mazaka méroga
projekcijas rada ar kameram filméto materialu. ParsteidzoSakais
ir tas, ka $is tris projekcijas ir pilnigi atskirigas un skiet nesaistitas
gan attieciba uz estétiku, gan ieraugamajiem objektiem. Skiet, ka tas
ir nobiditas laika un telpa un kopa veido izteiktu vizualu pretrunu.
AustrieSu maksliniece parliecinosi parada, ka, ja vien ir acu pari vé-
roSanai vai - vél labak - kameras filmésanai, pastav nevis viena, bet
neskaitamas realitates.

VALIE EXPORT aicina mis macities, ka rikoties daudzo realitasu
gadijuma, neizskauzot visas pretrunas. 1994. gada instalacija “Sa-
skares attélu fragmenti” (Fragmente der Bilder einer Beriihrung), kas
aiznem visu otro stavu izstadé Bregencas makslas nama, ieslégtas
elektriskas lampas tiek cikliski iegremdétas stikla glazés ar pienu,
tdeni un e]lu un vilktas ara no tam ka urbjtornis. Elektroenergija
nonak tiesa saskare ar trim cilvéka izdzivosanai svarigakajiem skid-
rumiem, un ka par brinumu divi niknakie ienaidnieki - elektroener-
gija un skidrums - sadzivo viens ar otru bez griitibam.

Agrinajos VALIE EXPORT darbos atklata un kontrastiem bagata
veida tika atainotas socialas atskiribas un uzsvérta to esamiba,
tomer velak vina, Skiet, kopuma kluvusi samiernieciskaka. No otras
puses, kaut gan pretrunigas dalas iemacijusas lidzaspastavet un
dazadie elementi - mijiedarboties, Valtrauda Lénere nav zaudéjusi
ne kripatas no uztverigas uzmanibas, precizas novérosanas spé&jam
un saspringta radikalisma. Tagad vina tikai glezno, izvairoties lietot
melnos un baltos tonus, toties arvien vairak izmantojot peléko tonu
paleti. Un ta ir labi.

No anglu valodas tulkojis Janis Anins

1 Cit. no: Peter Hajek: von Film zu Film. Kurier, 1968, 12. Nov.
2 Dokumentacija par Austrijas daltbu 1980. gada Venécijas biennalé.

Reality is double, at least, but worlds of fantasy, false mirroring,
transitions, adaptations and shadow-boxing aren’t enough to under-
stand the world around us. Our perception must be thought of as a
multiple system: our body is tridimensional and able to “see” in all
directions: in front, behind, upwards and downwards. In Adjungierte
Dislokationen (‘Adjoined Dislocations’), an installation with three
film projections produced between 1970 and 1979, the conceptual
artist moves with two film cameras (one on the belly, the other on the
back) through the public space, moving her top forwards and back-
wards. During the triple projection, observers see the same move-
ment at the same time in three different versions and points of view:
the first picture shows VALIE EXPORT walking around with the two
cameras attached to her body and beside it, in a smaller size, are
projected the two results of the two cameras she carried with her.
The stupefying effect of this installation is that the three pictures are
totally different and don’t seem to have anything in common, neither
the aesthetics nor the subjects they present to be seen. They seem
dislocated in time and space, and in this way create a strong visual
contradiction. The Austrian artist demonstrates here, in a convincing
way, that there is not one reality, but countless realities, as many as
there are pairs of eyes able to see - or better - cameras to be pointed!

VALIE EXPORT invites us to learn how to deal with our multiple
reality, without necessarily eradicating all the contradictions. In her
room-filling installation Fragmente der Bilder einer Bertihrung (‘Frag-
ments of pictures of contact,1994), which occupies the whole second
floor in the exhibition in Bregenz, burning electric lamps are im-
mersed in glass bottles containing milk, water or oil, reminiscent of
the rhythm of a derrick, moving regularly up and down. Electric power
comes here in direct contact with three of the most essential liquids
for human survival: surprisingly, the two spider enemies - electric
power and liquids - seem to function together without any prob-
lem.

While in the earlier works the social differences have been evi-
denced in their most naked and strongest contrasts, and have been -
by doing so - heavily underlined, VALIE EXPORT over time seems
to have gradually become more conciliatory. But even if the contra-
dictory parts have learnt to coexist, and the different elements have
learnt to interact, Waltraut Lehner hasn’t lost anything of her acute
attention, precise observation and tense radicality. She just paints
now, except in black and white, more and more also with the whole
range of gray tones. And that’s okay like this.

1 From: Peter Hajek. von Film zu Film, ‘Kurier’, 12 November 1968
2 Documentation on Austria’s participation in the Venice Biennale, 1980
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