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RISINAJUMI, ATBILDES UN PATIESIBA AR AMURA SITIENIEM

7. Berlines biennale

Barbara Feslere / Barbara Fassler
Maksliniece / Artist

Uzaicinot Arturu Zmijevski (Artur Zmijewski) kiirét slaveno Berlines
biennali, péc 2006. gada pieredzes ar Mauricio Katelanu Sis pie-
nakums atkal ir ticis maksliniekam. Zmijevski un Katelanu vieno
ne tikai tas, ka vini abi ir “makslas razotaji”: vini abi popularitati
ir iemantojusi ar darbiem vai akcijam, kas nereti tikusi uztverti
ka vislielakas provokacijas. Pietiek atceréties kaut vai Katelana
pakartos bérnus, iepreti Milanas birzai uzstadito paslieto vidéjo
pirkstu vai pavestu Jani Pavilu Il, kam trapijis meteorits. Tacu
atskiriba no Padujas makslinieka, kas dze| ar savu spozo ironiju,
vina polu alter ego, Skiet, dzivi uztver no nopietnas, tragiskas
un smagas puses un ir iedomajies, ka vina pienakums ir likt sev
plecos visu pasauli — gluzi ka atlantam — un izglabt to, pasam
limstot zem nepacelama smaguma. Patieam, Zmijevska darbi
Skiet atrodamies gaismas gadu attaluma no tadas makslas, kas
veikli strada ar humoru un savu kritiku spéj formulét ar vieglumu,
raidot atvértus vai daudznozimigus véstijumus, kuri skatitajus
spéj rosinat uz neatkarigdm domam. Zmijevska 2004. gada
videodarbs “80064”, kura vins parliecina bijuso koncentracijas
nometnes ieslodzito uz delma “rekonstruét” numuru, atjaunojot
jau izbalojuso tetovéjumu, mis atstaj ar pavértu muti sava tiesa
un brutala véstijuma dé|: més nekad nedrikstam aizmirst cilvéces
véstures neiedomajamakos noziegumus. Tapéc atlikusas pédas
un Zimes nepiecieSams regulari rekonstruét, ja tas pamazam sak
zaudét krasu.

Neilgi pirms 7. Berlines biennales (Berlin Biennale 7/ BB7)
vina 1999. gada videodarbs Berek (tulkojuma “kerenes” jeb
“sunisi”) tika aizvakts no kolektivas izstades Martin-Gropius-Bau
Berliné péc tam, kad nikni bija protestgjis ebreju kopienas vaditajs.
Videofilma, kas uznemta gazes kamera, kaili cilvéki ker cits citu,
spéléjot suniSos. Muzeja vadiba So visai drastisko cenzdras aktu
nepamatoja pietiekami detalizéti, un dazados viet€jos laikrak-
stos atskanéja kritiskas balsis, ka muzejam varbut nebija skaidrs,
“ar ko Soreiz ir dariSana”: proti, ar nakamo Berlines biennales
kuratoru. Lidzigi ka gadijuma ar Katelana pakartajiem bérniem,
kas tika aizvakti péc publiskas polemikas un protestu vétras,
kuras rezultata makslinieks dienu dienam bija redzams laikrak-
stu pirmajas lappusés, arT Arturs Zmijevskis péc §is negribétas
reklamas kampanas vairs nav svesinieks, ko nepazist ar makslu
nesaistita Vacijas galvaspilsétas publika. Labaka uznak3ana uz
skatuves nemaz nebltu iedomajama: skandala reklama patiesam
vareni piepGta vina buras. Arturs Zmijevskis — kurs ka makslinieks
piedalijas 2002. gada Manifesta Frankfurte, 2007. gada docu-
menta un ka Polijas nacionalais parstavis 2005. gada Venécijas
biennalé —tagad jau ir sevi apliecinajis ari visplaakajai publikai.

Uzmacas jautajums, ka gan makslinieks, kurs pats sevi definé
ka “introvertu ar autiskam nosliecém”, tiek gala ar kuratora pub-
lisko lomu, kas neizbégami nozimé nemitigu atrasanos preses un
sabiedriska viedokla starme$u gaisma. Kada intervija Zmijevskis
atzist, ka vinam nebdt nav iebildumu atrasties uzmanibas
centrd, turklat vins nenoliedz faktu, ka vina rokas ir liela vara.
Saja gadijuma misu interesi sevidki vajadzétu piesaistit runam
par varu, jo visa BB7 ir ieceréta ka pasakums, kas ir “politisks”,
tendéts uz iejauksanos un, galvenais, tiek krasi pretstatits ie-
rastajam “makslas tirgum” ar ta struktlram un komercialajam
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The honour of curating the famous Berlin Biennale, after the
2006 experience with Maurizio Cattelan, has once again gone to
an artist — Artur Zmijewski. The fact that they are both “produc-
ers of art” is not the only thing Zmijewski and Cattelan have in
common: both of them have achieved popularity with works or
actions which quite often have been perceived as extreme prov-
ocations. We need only refer back to Cattelan’s hanged children,
or the extended middle finger set up opposite the Milan Bourse,
or Pope John Paul Il struck by a meteorite. But as opposed to the
Paduan artist, who stings with his brilliant irony, his Polish alter
ego, it seems, perceives life from a serious, tragic and ponder-
ous angle, imagining that it’s his duty to carry the whole world
on his shoulders — just like Atlantis — and to save it, collapsing
under its unsustainable weight. Truly, Zmijewski’s works seem to
be light years away from the kind of art which operates with an
easy humour and is able to formulate its criticism with a certain
lightness, projecting open or polysemic messages, and capable
of promoting independent thinking in its viewers. Zmijewski’s
video work 80064 (2004), in which he persuades a former con-
centration camp prisoner to “reconstruct” the number on his
upper arm, renewing the already faded tattoo, leaves us mouths
open with its direct and brutal message: we must never forget
the most unimaginable crimes in the history of mankind. That’s
why it’s necessary to reconstruct the remaining footprints and
signs regularly, if they gradually begin to lose their colour.

Not long before the Berlin Biennale 7 (BB7), Zmijewski’s vid-
eo work Berek (1999), which translates as “chasey” or “tag”, was
removed from the Martin-Gropius-Bau collective exhibition in
Berlin, after an angry protest by the leader of the Jewish commu-
nity. In the video, filmed in a gas chamber, naked people chase
each other, playing tag. The museum’s management did not jus-
tify this rather drastic act of censorship in sufficient detail, and
voices of criticism could be heard in various local newspapers
that perhaps the museum didn’t understand “with whom they
were dealing here”: namely, the curator of the next Berlin Bien-
nale. As in the incident with Cattelan’s hanged children, which
after public controversy and a storm of protest were removed,
resulting in the artist appearing day after day on the front pages
of newspapers, Artur Zmijewski, too, after this unwanted adver-
tising campaign was no longer unknown to those members of
the public in Germany’s capital city who weren’t associated with
art. A better entrance onto the stage would be hard to imagine:
the blow-up of scandal really filled his sails. Zmijewski — who as
an artist participated in the Manifesta 4 (2002) in Frankfurt, in
the documenta 12 (2007), and as Poland’s national representa-
tive in the Venice Biennale (2005) — has now presented himself
to a wider audience as well.

Which raises the question: how does an artist who defines
himself as an “introvert with autistic tendencies” manage the
public role of curator, which inescapably means being constantly
in the spotlight of the press and public opinion? Zmijewski admits
in an interview that he doesn’t have any objections to being the
centre of attention, moreover he doesn’t deny that he holds a
great deal of power in his hands. In this case, our interest should

hierarhijam. Man kiet, ka Zmijevskis censas izmantot divas
stratégiskas viltibas, lai izvairitos no $is pretrunas, kas visada
zina ir nenovérsama. No vienas puses, vins ap sevi ir sapulcgjis
kuratoru komandu - vina lidzkuratore ir Joanna Varsa (Joanna
Warsza), un ainu papildina grupa Voina; no otras puses, pie
biennales vaditaja pienakumu pildisanas vins kéras, raidot visiem
gribétajiem domatu open call, un rezultata pieteicas vairak neka
5000 cilvéku. Sie materiali tiks publicéti artwiki.org. digitalaja
makslas bibliotéka, kura nepastav nekada atlase un kura tiks
atvérta lidz ar BB7 atklasanu.*

Diemzél, lasot publikacijas un intervijas, nek|dst skaidrs, ka
kuratoru komanda nodomajusi rikoties ar materialiem vai ka ta
ieceréjusi veikt realistisku darbu atlasi. Uzmacas ari jautajums,
vai patieSam, atcelot izvéles un kvalitates kritérijus, ir iespé&jams
“izvairtties” no ta, ka savu varu skaidri izrada ikviens cilveks, kas
ienem salidzinamu stavokli institlicija, kura katras Sadas izstades
sariko$anai izlieto divus miljonus eiro. Man gribétos sacit, ka nau-
da un institucionalais spéks piepesi nek|ist nevainigi tikai tapéc,
ka més runajam par témam un darbibam, kuras iecerétas ka
“politiski angazétas” un tadas, kas kalpo sabiedribas kopumam.
Nav teikts, ka maksla patieSam — itin ka péc burvju majiena —
iemanto spéju k|t demokratiskaka un ka $ada paveida plasa
diapazona atvértiba nerada risku nomaldities populistisku vidu-
véjibu razojumu un darbibu neizskiramaja masa.

Publikacija No Fear, kas, gatavojoties izstadei, iznaca pirms
kada laika un ir uzskatama par nodomu katalogu, Zmijevskis
skaidro, ka nevélas rikoties ar makslas objektiem, kuri atrasti,
celojot apkart zemeslodei, un ka vina noliks esot “bit par mo-
deratoru starp dazadiem politiskajiem redzespunktiem”, kas
materializéjas “maksliniecisku darbibu” forma. Tacu Sis apgalvo-
jums, kas pats par sevi ir vairak neka sapratigs, atstaj neticamibas
pécgarsu, kad uzzinam, ka poJu makslinieks |oti skaidri nostajas
viena noteikta politiskas panoramas pusé. Zmijevskis vairakkart
apliecinajis savu kreisumu, un tatad rodas jautajums, vai gan
vinam un vina komandai patie$am ir iespéjams pietiekami
distancéties, lai piedavatu lidzsvarotu visdazadako politisko
poziciju ainu (uz ko vini pretendé). Visvairak mums atklaj un
uz pardomam mudina fakts, ka VarSavas makslinieks kreiso
angazétibu uzliko nevis ka kritisku attieksmi, bet gan ka aktivu
realitates “piesavinasanos”.

Seit makslai tiek saskatitas |oti precizas funkcijas: tai “jabat
pragmatiskai un iedarbigai un jakalpo sabiedribai”. Tatad makslai
jaatsakas no karaliska dekoratora stavokla, jak|lst aktivai un
jadodas uz “konkrétu mérki parmainu procesa, liekot lieta poli-
tisko un religisko agitaciju”. Bet, no otras puses, jau bez jebkadiem
aplinku vardiem izlasams, ka makslas uzdevums ir “manipulét”
ar sabiedribu un ka esot apnicis mazdien samierinaties tikai ar
jautajumu uzdoSanu, proti — tagad ir nepiecieSamas atbildes un
risinajumi. Intervija Zurnalam Spike poJu makslinieks pazino:
“Meés stradajam ar amuriem, nevis ar bumbam vai granatam.”
Manipulét un dauzit ar amuru — tadas ir $is makslas stratégijas,
kas, Skiet, neatstaj ipasi daudz iespéju ST viennozimiga véstijuma
interpretacijam.

Intervija zurnalam Exberliner Zmijevskis iet vél talak un saka:
“Neredzu, ka pasaulé vél bitu vajadzigi jautajumi; un, ja uz masu
formulétajiem jautajumiem ir atbilde, es esmu apmierinats.”
Un, kad Zurnaliste Rute Sneidere vinam jauta, kur sava darba
Berek (taja, kur gazes kamera kaili cilveki spélé sunisos) vins
saskata kadu atbildi, vins pazino, ka nekad neesot apgalvojis,
ka Sim darbam vajadzétu dot atbildes... Un patieSam sava
makslinieciskaja darbiba BB7 kurators virzas uz prieksu, veido-
jot eksperimentalus izkartojumus, kuros — es teiktu, tiem par
laimi — pats nekontrol€ to, kas notiks talak. Tatad batiba to uz-
stadijums ir atvérts un, lai arT autors sagatavo konkrétu situaciju,
tomér neaprobezojas ar noslégtu un vienzilbigu atbilzu dosanu.
Citiem vardiem sakot, varam novérot pamatigu nesakritibu starp

be particularly piqued by discussions about
power, as the entire BB7 is intended as a “po-
litical” event, leaning towards interference,
with the main objective of being a radical
contrast to the established “art market” with
its structures and commercial hierarchies. It
seems to me that Zmijewski is attempting to
use two strategic tricks to avoid this contra-
diction, which in many ways is inevitable. On
the one hand, he has gathered around him a
team of curators — Joanna Warsza as his co-
curator, with the remainder made up by the

Voina group; on the other hand, he started 7. Berlines biennales grafiska zime /
out on his duties as curator of the biennale by 7th Berlin Biennale logo

making an “open call” to all those interested,
with more than 5,000 people signing up as
a result. These materials will be published
in the artwiki.org digital art library, without
any selection process at all, and this will be
opened to the public at the same time as the
BB7, but will continue to operate afterwards
as well.

Unfortunately, from reading publications
and interviews it’s not clear how —if we don’t

include this use on the net — the curatorial Arturs Zmijevskis / Artur Zmijewski
team is intending to deal with the materialsl Foto no publicitdtes materialiem / Publicity photo

or how it hopes to undertake a realistic selec-

tion, taking into account the physical space

which it has at its disposal. The question also

arises, whether with the removal of choice

and quality criteria it is truly possible to “evade” the fact that
any person who takes a comparable position in an institution
that spends two million euro in organizing each exhibition, such
as this, will clearly show his power. I'd like to say that money
and institutional power don’t suddenly become harmless just
because we’re talking about themes and activities intended to
be “politically engaged”, and which are to serve the whole of
society. It’s not a given that art — as if a magic wand had been
waved - really gains the capacity to become more democratic,
and that this type of broad range openness doesn’t run the risk
of losing its way in an indistinguishable mass of productions and
activities by populist mediocrities.

In the publication No Fear, which in preparation for the exhi-
bition came out a while ago and can be considered as a catalogue
of intent, Zmijewski explains that he doesn’t want to deal with
art objects which have been found whilst travelling the globe,
and that his plan is “to be a moderator between various political
viewpoints”, which materialize in the form of “artistic activity”.
But this declaration, which in itself is more than sensible, leaves
an aftertaste of disbelief when we find out that the Polish artist
very clearly takes a position on one definite side of the political
spectrum. Zmijewski has confirmed his leftism many times, and
therefore the question arises whether he and his team will really
be able to distance themselves sufficiently, so as to offer a bal-
anced overview encompassing the most varied political positions
(which they are claiming to do). The fact that the Warsaw artist
sees his engagement with the left not as a critical mindset but
rather as an active “appropriation” of reality is most revealing to
us, and prompts us to reflect.

Very precise functions for art are laid down here: we can
read that it “has to be pragmatic and effective and must serve
society”. Therefore, art has to give up its position as regal deco-
rator, it has to become active and must go towards “a specific
goal in the process of transformation, using political and religious
agitation”. But, on the other hand, without mincing words, it is
stated that the challenge for art is to “manipulate” society and
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makslinieciskajam un verbalajam izpausmém. Kameér pirmas
mums tomeér atstaj intrepretacijas iespéjas, otras uzspiez veidu,
ka bdtu saprotami véstijumi. Uz jautajumu, ko konkréti vins
doma, runajot par makslu ar atbildém, Zmijevskis nosauc tikai
vienu pieméru: Marina Napruskina, baltkrievu maksliniece, kas
rada politiskus komiksus. VEl viens piemérs makslai, kas piedava
risingjumus, ka varam secinat no dazadiem mums pieejamajiem
materialiem, ir grupa Voina, kura uzaicinata piedalities biennales
kdresana. Sanktpéterburgas kolektivs, kura nosaukums nozime
“kars”, patiesiba organizé politiskas akcijas (kuru dé| ta locekli
regulari nok]ust cietuma) un apgalvo, ka nelietojot naudu un
nemaksajot Tri. Zmijevskis vinus uzaicinaja ne tik daudz, lai vini
patieSam piedalitos Berlines biennales veidosana, bet drizak lai
izrautu vinus no Krievijas valsts ketnam. Turklat dazadas Eiropas
institGicijas, starp kurdm minams ari Sveices institiits Roma, no-
tiek virkne solidaritates pasakumu, lai atbalstitu Romas okupéto
Teatro Valle, Romas Libera Universita Metropolitana (LUM),
Vizualas pétniecibas institlitu Valsts universitaté “Kijevas Mohilas
akademija” (NaUKMA), ka arT Occupy kustibu visa pasaulé.

No makslas dedzigi tiek pieprasitas atbildes, ta¢u para-
doksala karta tas, ko sniedz pasi kuratori, ir visai trlicigas, tapéc
meés paliekam karajamies gaisa...

BB7 notiek gandriz vienlaikus ar Kaseles dOCUMENTA (13).
Skiet nepiecie$ami salidzinat abus notikumus koncepciju liment,
un patie$am atklajas, ka Artura Zmijevska un Karolinas Hristo-
vas-BakardZijevas (Carolyn Christov-Bakargiev) izteikumi burtiski
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that it is tired of forever reconciling itself with merely raising
questions, that is: answers and solutions are now required. In an
interview with Spike magazine, the Polish artist announces: “We
work with hammers, not with bombs or grenades.” To manipu-
late and bang with a hammer — these, therefore, are the strate-
gies of art which, so it seems, do not leave very many options
open in the interpretation of this unequivocal missive.

In an interview with Exberliner magazine, Zmijewski goes
even further and says: “I don’t see that the world still requires
questions, and if there is an answer to the questions we have for-
mulated, I'm satisfied.” And when journalist Ruth Schneider asks
him where in his work Berek (the one where naked people are
playing “tag” in the gas chamber) he sees some sort of answer,
the artist informs that he’d never claimed that this work should
provide any answers... And truly, in his artistic activities the BB7
curator is moving ahead, creating experimental arrangements
in which —I'd say, lucky for them — he himself is not controlling
what will occur later. So basically the setting is open, and, even
though the author prepares a concrete situation, he doesn’t re-
strict himself to providing closed and monosyllabic responses. In
other words, we can observe a serious discrepancy between the
artistic and verbal expressions. While the first ones still leave us
with possibilities for interpretation, the others impose the way
in which we should understand the message. To the question of
what he is specifically thinking about when talking about “art
with answers”, Zmijewski gives just the one example: Marina
Naprushkina, a Belarusian artist, who creates political comics.
Another example of art which provides answers, as we can
deduce from the various materials available to us, is the Voina
group which has been invited to participate in the curation of
the biennale. The St. Petersburg collective, whose name means
“war”, in actual fact organizes political actions (due to which
its members regularly end up in gaol), and says that it doesn’t
use money and doesn’t pay rent. Zmijewski invited them not so
much so that they’d really participate in the organization of the
Berlin Biennale, but rather to pull them out of the claws of the
Russian government. In addition, a range of solidarity events is
taking place in various European institutions, among them the
Swiss Institute in Rome, in support of the occupied Teatro Valle
in Rome, Rome’s Libera Universita Metropolitana (LUM), the
Visual Culture Research Centre of the National University of Kyiv-
Mohyla Academy (NaUKMA), as well as the Occupy movement
throughout the world.

Answers are being fervently sought from art, but paradoxi-
cally those that the curators themselves offer are quite thin on
the ground, and so we are left hanging in the air...

BB7 is taking place almost concurrently with the Kassel dOC-
UMENTA (13). It seems that both events should be compared
at the conceptual level, and it turns out that the statements by
Artur Zmijewski and Carolyn Christov-Bakargiev are literally in
discord. While specific action is demanded of the artists in Berlin,
in Kassel it’s the exact opposite —the discussion is about indirect
activities in place of direct purposes. The event taking place in
the German capital, as we saw, demands the finding of answers
and a stop to the bombarding of the planet with useless ques-
tions, almost as an ultimatum, whereas in the north of Hessen
the discussion is unequivocally about a “differentiation strategy”,
which is in contrast to “finding answers”, and, while the hope is to
change the world with focused, performative interference in Ber-
lin, in Kassel preference is given to reflections about the world.
Summarising it all, we could say that BB7 demands art that is
strictly subjected to serving society, whereas d13 offers a process
of reflection as interplay in a dynamic network of various compe-
tencies, searching for new knowledge, because Christov-Bakar-
giev “likes things that she doesn’t understand”. Consequently, in
the same year and in the same country (a mere 300 km away),

disoné. Kamér Berliné no maksliniekiem tiek pieprasitas konkrétas
darbibas, Kaselé — taisni pretéji — tiek runats par netiesam
darbibam tiesu noliku vieta. Vacijas galvaspilséta notiekosais
pasakumes, ka redzéjam, gluZi ultimativi pieprasa atrast atbildes
un parstat bombardét planétu ar veltigiem jautajumiem, turpreti
Hesenes zieme)os neparprotami tiek runats par “atskirsanas
stratégiju”, kas sevi pretstata “atbilZu atrasanai”, un, kamer
Berliné cer parveidot pasauli ar mérktiecigu, performativu
iejauksanos, Kaselé tiek dota prieksroka refleksijai par pasauli. To
apkopojot, més varétu teikt, ka BB7 pieprasa makslu, kas ir stin-
gri pakjauta sabiedribas kalpibai, turpreti d13 piedava pardomu
procesu ka mijiedarbibu dinamiska dazadu kompetencu tikla,
mekl€jot jaunas zinibas, jo Hristovai-Bakardzijevai “patik lietas,
ko vina nesaprot”. Tatad stingru un galigu principu apliecinataja
sofistiska pozicija tai pasa gada un tai pasa valsti (nieka 300 km
attaluma) saduras ar sokratisko “es zinu, ka nezinu” attieksmi.

Zmijevskis iet vél talak un Tagesspiegel 2012. gada 18. jan-
vara numura pasludina, ka “makslinieki daudz vieglak spéj pateikt
patiesibu”. Sis izsauciens mums skaidri parada, ka BB7 kurators
ir parliecinats, pirmkart, par to, ka patiesiba pastav un, otrkart,
ka eksisté kads, kuram i patiesiba ir zinama; un tas ir ne tikai
filosofiski, bet — es teiktu —arf politiski visai delikats apgalvojums.
GluZi spontani prata nak Padomju Savienibas Komunistiskas
partijas un padomju valdibas preses organs, ko tiesi ta ari sauca
Pravda (“Patiesiba”), un man skiet, ka nozime ir pietiekami skaid-
ra: pastav viena “patiesiba”, un Sis patiesibas glabataja ir valdiba,
kas nepielauj itin nevienu domu, kura atskirtos no partijas linijas.
Si, protams, nav ista vieta, kur atgadinat, cik daudzu cilvéku navi
ir izraisijusi $ada politiska attieksme (ne tikai Stalina valdiSanas
laika), bet Sis noteikti varétu bt piemérots gadijums, lai tiktu
skaidriba par daziem terminiem, kas vél Sodien tiek lietoti pilnigi
atrauti no nesenas Eiropas véstures. Ta dialoga ar lidzkuratori
Joannu Vardu biennales majaslapa Zmijevskis raksturo Berlini ka
ideologiski pasivu un tuksu pilsétu, kura neviens neuznemoties
atbildibu. Sis apgalvojums izklausas t3, it ka ideologiju neesamiba
batu sinonims “tukSumam” un “bezatbildibai”, it ka ideologijas
biltu obligati nepiecieSamas idealai sabiedribai un it ka tas
cilvékiem garantétu solidaru lidzaspastavésanu. Saja sakara gri-
bas jautat, ko vispar Zmijevska kungs saprot ar vardu “ideologija”.
Varbt vins ar to saprot dogmu, doktrinu vai macibu, ka norada
mana sinonimu vardnica?

Un ka isti ir ar vardu “risinajums” (Lésung)? lkviens, kam ir
kaut minimalas véstures zinasanas, neizbégami dzird to sabal-
sojamies ar “galigo risinajumu” (Endl6sung), un ta ir asociacija,
kurai, manuprat, nav vajadzigi talaki paskaidrojumi.

Ceturtais termins, par ko man skiet svarigi tikt skaidriba,
ir “socialistiskais realisms”. PoJu kurators iestajas par vizualas
valodas universalizéSanu un “socialistisko realismu” definé ka
valodu, kas “netaisnigi izraidita trimda”, lai gan vins pats atzist,
ka ta ir “estétiska paradigma, kura radusies politisku spaidu
apstakjos”.

Nobeiguma uzdrosinasos teikt, ka, parlikojot visus pieeja-
mos materialus — interneta vietnes, intervijas, video tieSsaistes
un nodomu protokolus —, ir Joti griti saprast, kas mus sagaidis
Auguststrase, kad 27. aprili durvis vérs 7. Berlines biennale. Varbt
meés redzésim socialistiska redlisma atdzim$anu pédeja gad-
simta vintage veidola vai varbt piepesi ieklGsim “nepak|avigo”
politiskajas izdaribas un dazadu objektu ienemsanas akcijas,
kas, nomaskétas par makslas darbiem, parnems sava vara Berlin
Mitte ielas?

Katra zina Arturs Zmijevskis ir publiski pazinojis, ka nav
ieintereséts, lai vinu vél kadu reizi izraudzitos par kadas izstades
kuratoru...

No itaJu valodas tulkojusi Dace Meiere
* Raksts tapa pirms BB7 atklasanas —2012. gada 17. aprili.

the sophistic position of a proponent of strict 75
and final principles collides with a Socratic “I
know that | don’t know” attitude.

Zmijewski goes even further, and in the
18 January, 2012, edition of Tagesspiegel an-
nounces that “artists find it much easier to
tell the truth”. This announcement clearly
shows us that the BB7 curator is convinced,
firstly, about the fact that truth exists, and
secondly, that someone exists to whom this Haleds DZarars

truth is known; and that is not only philo- Palestinas valsts pastmarka /

sophically, but - I'd say — also politically quite Khaled Jarrar

a delicate assertion. Quite spontaneously
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th e Soviet Union Communist Pa rty an d So- Foto no publicitates materidliem / Publicity photos

viet government press organ which was also
called Pravda (‘Truth’) comes to mind, and it
seems to me that the meaning is sufficiently
clear: only one “truth” exists, and the custo-
dian of this truth is the government, which
doesn’t permit any other thought which
would differ from the party line. Obviously
this isn’t the place for a reminder of how
many people’s deaths were caused by this
kind of political attitude (not only during Sta- Joanna Rajkovska

lin’s rule), but definitely it could be a suitable Dzimis Berliné. Filmas kadrs /

occasion to get clarification on some terms Joanna Rajkowska

which are still being used today, in complete
isolation from recent European history.
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Thus in Zm IJ ewski’s dia IOgUe with co-curator Pateiciba méksliniecei un Endrd Diksonam /

Courtesy of the artist and Andrew Dixon

Joanna Warsza on the biennale’s website, he

characterizes Berlin as an ideologically pas-

sive and empty city, in which nobody takes on responsibility.
This assertion sounds as if the non-existence of ideology is a
synonym for “emptiness” and “lack of responsibility”, as if ide-
ologies were a mandatory requirement for an ideal society, and
as if this would guarantee for the populace a concordant co-
existence. With respect to this, one wants to enquire as to what
Mr. Zmijewski understands by the word “ideology”. Perhaps he
understands this to mean dogma, doctrine or teaching, as indi-
cated by my thesaurus?

And what about the word “solution” (Lésung)? Anyone who
has even the most minimal knowledge of history will unavoid-
ably hear its resonance with “final solution” (Endlésung), and
that is an association which, to my mind, needs no further clari-
fication.

The fourth term which I think important to clarify is “social-
ist realism”. The Polish curator stands up for the universalization
of visual language and defines “socialist realism” as a language
which has been “unjustly cast into exile”, even though he him-
self admits that it is an “aesthetic paradigm which came about
under politically coercive conditions”.

In conclusion | dare to say that, having perused all of the
available materials — internet sites, interviews, on-line videos and
protocols of intent —it’s very difficult to understand what will
await us at Auguststrasse when the 7t" Berlin Biennale opens its
doors on 27 April. Perhaps we’ll see the rebirth of socialist real-
ism in last century vintage form, or perhaps we’ll suddenly get
caught up in political activities of “the insubordinates”, and in
actions where various objects get occupied, and where, dis-
guised as art works, the streets of Berlin Mitte are taken over?

At any rate, Artur Zmijewski has publicly announced that
he is not interested in being selected as the curator of any ex-
hibition ever again...

Translator into English: Uldis Briins
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