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Kada saruna pa skaipu Masimiliano DZoni (Massimiliano Gioni,
dz. 1973) stasta par savu izstadi “Enciklopédiska pils” (Il Palazzo
enciclopedico) Venécijas biennales 55. starptautiskaja makslas
izstadé. Tai pirmo grudienu devis Marino Auriti projekts, kas -
lai ari patentéts - izradijas neiespéjams un izputéja: italu izcel-
smes amerikanu mehanikis un autodidakts bija ieceréjis buveét
torni, kur uzkrat visas cilvéces zinasanas. Lidzigi Noas Skirstam,
kas glabj visas zinibas no izzuSanas un aizmirstibas, DZoni izstade
péta iztéles auglus, kas zinaSanas savieno ar attéliem, un dodas uz
nezinamam zemém, kur mit autodidakti, amatieri, “autsaideri” un
vinu fantastiska, fantasmagoriska, iracionala dailrade. Més ejam
pavandities pa globalizétas pasaules Wunderkammer jeb retumu
kolekciju, kas spéj satricinat eirocentrisko, racionalo geografiju, aiz-
sniedzoties l1dz Samanu teritorijam, kuras jau robeZzojas ar nepratu.
Ikviens méginajums stastit par pasauli ka veselumu klist murgains
un ir lemts tadai pasai neveiksmei ka enciklopédiska pils; biitiba
jateic, ka ikviena biennale ari ir $ads méginajums un ikviens bien-
nales kurators vaiga sviedros ve] savu akmeni augSup kalna...

Barbara Feslere: Labdien, prieks jiis skatit vaiga, un liels pal-
dies, ka piekritat intervijai. Jasak ar atzinibas vardiem par jiasu
lielo darbu, ko esat uzsacis...

Masimiliano DZoni: Paldies! Vai nepariesim uz “tu”?

B.F.: Labprat. Gribétu konceptuali parunat par tavu biennales

In a Skype conversation with Massimiliano Gioni (born in 1973),
he tells me about his exhibition The Encyclopedic Palace at the Ven-
ice Biennale 55th International Art Exhibition. The initial impe-
tus for it was provided by Marino Auriti’s project which - though
patented - turned out to be impossible and came to nothing: the
American mechanic and autodidact of Italian descent had hoped
to construct a tower for storing all of humanity’s knowledge. Like
Noah’s Ark, meant to save all knowledge from disappearing and
being forgotten, Gioni’s biennale investigates the fruits of the
imagination that combine knowledge with images, and departs for
unknown lands where autodidacts, amateurs and outsiders live
with their fantastic, phantasmagorical, irrational creative works.
We're going to rummage through the globalized world’s Wunder-
kammer or collection of curios, which can shake up Eurocentric, ratio-
nal geography, reaching as far as the territories of the shamans which
already border on the irrational. Any attempt to talk about the world
as a whole becomes nightmarish and is destined for the same failure
as the Encyclopedic Palace; basically it should be said that every bi-
ennale is this kind of attempt and each biennale’s curator, covered in
perspiration, rolls his stone up the mountain...

Barbara Fassler: Good day, I'm happy meet you face to face
and thank you for agreeing to the interview. I have to start with
some words of appreciation for the huge job that you've start-
ed..

Massimiliano Gioni: Thank you! Can we speak informally?

B.E.: Gladly. I'd like to speak conceptually about your bien-
nale project, especially the relationship between art and knowl-
edge which touches on an important question in philosophical
history, namely, the role of the senses and the mind in the cogni-
tive process, a question on which the empiricists and rationalists
are divided. But recently a growing interest can also be noticed
about this in the art field, for example, Bice Curiger’s 2011 Bien-
nale with the title ILLUMInazioni' cited enlightenment, and as
part of Carolyn Christov-Bakargiev's dOCUMENTA (13), situations
were created in which art overlapped with knowledge, at the
centre of which was an extremely tight space called the brain and
packed with various significant objects and works. The brain is
also portrayed in your biennale logo... This theme seems very
current to me, and I'd like to understand how you look at all of
this, and how your “knowledge theory” operates.

M.G.: (Laughing) Actually I don’t think that we can talk about
my “knowledge theory”, | am more interested in the opportunity of
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projektu, it ipasi attiecibam starp makslu un zinasanam, kas
skar bitisku filozofijas véstures jautajumu, proti, jiitu un prata
lomu izzinas procesa, jautajumu, kura empiriku un racionalis-
tu domas dalas. Bet ari makslas laucina pedéja laika manama
aizvien lielaka interese par Siem jautajumiem, pieméram, Bices
Kurigeres 2011. gada biennale ar nosaukumu “ILUMInacijas”
(ILLUMInazioni') citéja apgaismibu, bet Karolinas Kristovas-
Bakardzijevas dOCUMENTA (13) tika raditas situacijas, kuras
maksla parklajas ar zinatni un kuru centra bija arkartigi bliva,
dazadiem nozimigiem priek$Smetiem un darbiem piepildita
telpa, kas tika nosaukta par “smadzeném”. Ari tavas biennales
logo ir attélotas smadzenes... S1 téma man $kiet loti aktuila,
un es gribétu saprast, ka tu uz to visu skaties, ka darbojas tava
“zinasanu teorija”.

M.Dz.: (smiedams) Patiesiba nedomaju, ka varétu runat par
manu “zinaSanu teoriju”, drizak mani interesé iespéja paliikoties
uz maksliniekiem un vinu darbiem ka panémienu, kas ved tuvak
zinaSanam. Vienkarsak sakot, gribéju panakt, lai $1 izstade atspogu-
lotu dazadas aktualas problémas. No vienas puses, lai redzam alkas
péc zinaSanam, bet tiesi bridi, kad tas klist gandriz par murgu vai
paranoju un parveérsas par savveida nepratu. Visu zinat gribési, lidz-
svaru zaudési. No otras puses, vards “iztéle” (immaginazione), pie-
meéram, uzrada cieSu etimologisku saikni starp zinasanam un attélu
(immagine), proti, doma ir tada, ka miisu prats veidojas un darbo-
jas attélu rezima. Viena no izstades pamatnostadném ir tada, ka
izzina ir bilzaina, attéli palidz mums iztéloties neredzamo, kon-
ceptualizét abstrakcijas. Attéli un iztéle kalpo izzinai un Jauj mums
izzinat to, kas radas neiespéjams vai atrodas arpus izzinama robe-
zam. Seit japiebilst, ka izstide daudzéjada zina ir saistita ari ar
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taking a look at artists and their works as a method which brings
us closer to knowledge. To put it more simply, I wanted this exhibi-
tion to reflect a variety of real problems. On the one hand, so that
we can see the desire for knowledge, but at the exact moment when
it becomes almost a nightmare or paranoia and turns into a kind of
madness. If you want to know everything, you'll lose your balance.
On the other hand, the word immaginazione [imagination], for ex-
ample, shows a close etymological connection between knowledge
and imagine [image], namely, the idea is that our minds develop and
operate in an image mode. One of the exhibition’s basic premises is
that cognition is in pictures, images help us to imagine what we can’t
see, to conceptualize the abstract. Images and imagination serve cog-
nition and allow us to find out about what appears impossible or is
located outside the borders of the cognizable. Here I should add that
in many respects the exhibition is also connected with the surrealist
tradition and the concept of the fantastic. Thirdly, one more aspect is
connected with how we view these searches - we try to take in the
widest possible field of vision, trying to keep in view not just artists
and writers, but also marginal figures, the so-called amateurs, au-
todidacts or outsiders. I'd like to make us think about the definition
of art, which risks being too narrow if it only applies to professional
artists and excludes other episodic points of view.

B.E.: Auriti’s Encyclopedic Palace reminds one a little of an at-
las, and of course, also an encyclopaedia, Malraux’s “imaginary
museum’, Richter’s “Atlantis”, but, if we take some older examples,
also the Tower of Babel and Tatlin’s tower which was dedicated
to the Communist Third International. In brief, many different
attempts to collect humanity’s knowledge together in some way
can be found in history. Diderot maintains that the purpose of
the encyclopaedia is to collect knowledge in one place and to
pass it on to the next generation, as “we should not die without
having rendered a service to the human race in the future years
to come”.

M.G.: First of all we have to take a step back, because, in quot-
ing Diderot, it is important to emphasize that the exhibition is called
The Encyclopedic Palace. However, in its own way, it contains noth-
ing of an encyclopaedia of enlightenment, nor does the title of Bice
Curiger’s exhibition you mentioned, either. It is more an exhibition
where attempts at cognition can be viewed in baroque, mediaeval
versions, namely, as encyclopaedias in which facts, legends and
myths are wound together and the concept of knowledge is more
along the path of association which actually is also the contemporary
experience of knowledge: the exhibition not so much shows how it
is possible to properly systematize knowledge, but rather - the kinds
of means, and the kinds of channels we use to communicate. In my
view, the exhibition speaks about certain irrational motifs, not about
something like a new enlightenment, so to speak.

B.E.: Should we look for harsh criticism of the current crisis,
especially in relation to Italy, in The Encyclopedic Palace?

M.G.: When working on an exhibition of this scale, I always try to
find arguments which will take us a little further than immediate, di-
rectly accessible reality. I like it when references to contemporaneity
can also be read “against the light”, but I still hope that the arguments
posed in this exhibition will rise, even a little, above this reality and
will unravel the knots in which our artists and the average person
have been caught up more than once. It’s clear that an exhibition
about knowledge and knowledge through images is very real - at

sirrealisma tradiciju un fantastiska ideju. Treskart, vél viens as-
pekts ir saistits ar to, ka més apliikojam Sos mekléjumus, - més
cenSamies aptvert iespéjami plasaku redzeslauku, paturét acis ne
vien maksliniekus un rakstniekus, bet arl marginalas figiiras, t. s.
amatierus autodidaktus jeb autsaiderus. Es gribétu likt mums
aizdomaties par makslas definiciju, kas riské bit parak Saura, ja
ta attiecas tikai uz profesionaliem maksliniekiem, izslédzot cita
skatljuma epizodes.

B.E.: Auriti “Enciklopédiska pils” nedaudz atgadina atlantu,
protams, ari enciklopédiju, Malro “ledomu muzeju”, Rihtera “At-
lantu”, bet, ja nemam senakus piemeérus, ari Babeles torni un
Tatlina torni, kas veltits Komunistiskajai (III) Internacionalei.
Isi sakot, vésturé atrodami daudzi un dazadi méginajumi kaut
kada veida sakopot cilvéces zinaSanas. Didro apgalvo, ka enciklo-
pédijas uzdevums esot savakt vienkopus zinasanas un nodot tas
nakamajam paaudzém, jo “més nedrikstam nomirt, ja neesam
krietni papiiléjusies cilvéces laba”.

M.DzZ.: Vispirms jasper solis atpakal, jo, citéjot Didro, ir svarigi
uzsvert, ka izstade saucas “Enciklopédiska pils”, tomeér sava zina
taja nav itin neka no apgaismibas enciklopédijas, ari tevis piemi-
néta Bices Kurigeres izstades nosaukuma. Drizak ta ir izstade, kur
apliikojami izzinas méginajumi barokalakas, viduslaicigakas ver-
sijas, proti, ka enciklopédijas, kuras fakti, legendas un miti savijas
kopa un zinasanu jédziens drizak iet pa asociaciju celu, kas biitiba
ir arl masdienu zinaSanu pieredze: izstade ne tik daudz rada, ka zi-
nasanas iespéjams pamatigi sistematizét, bet drizak - ar kadiem
lidzekliem, pa kadiem kanaliem més sazinamies. Mana skatijuma
izstade runa par zinamiem iracionaliem motiviem, nevis par tadu
ka jaunapgaismibu, ta sacit.

B.E.: Vai “Enciklopédiskaja pili” vajadzétu saskatit skarbu
pasreizéjas krizes kritiku, it ipasi saistiba ar Italiju?

M.Dz.: Kad nodarbojos ar $ada méroga izstadém, vienmér mé-
ginu atrast argumentus, kas vestu miis nedaudz talak par tulitéju,
tiesi pieejamu aktualitati. Man patik, ka “pret gaismu” ir nolasamas
ari atsauces uz mislaicibu, tomér ceru, ka Sajas izstadés paustie
argumenti kaut nedaudz pacelsies pari Sai aktualitatei un Sketinas
samezglojumus, kuros ne reizi vien ir sapinusies ka makslinieki,
ta parasti mirstigie. Ir skaidrs, ka izstade par zinasanam un zinasa-
nam caur attéliem ir Joti aktuala - vismaz man ta liekas -, jo ta
rada apstaklus, kados més visi dzivojam. Més dzivojam t. s. attélu
un zinasanu sabiedriba, kur informacija, ekonomika un vara ir aiz-
vien cieSakam saitém sietas. Refleksija par autodidaktu un amatieru
lomu izstade pievérSas arl ieklauSanas un izslégSanas kritérijiem.
Kam ir tiesibas izstadities, kam ne? Un, ja tu jaut3, vai izstade kon-
kréti atsaucas uz Italijas tautsaimniecibas stavokli, es sliecos atbil-
dét noraidosi, pat ja taja apskatami darbi, kas pieskaras dazam ar
to saistitam problémam, pieméram, Marko Paolini (Marco Paolini)
performances, kuras vésta par izziidoSam profesijam. Vai Rosellas
Biskoti (Rossella Biscotti) darbs, kura strada ar cietumniecém,
ladzot tam izstastit savus sapnus. Tatad ir darbi, kas parklajas ar
aktualitati, tomeér ceru, ka ne viens pret vienu, bet pa diagonali.

B.F.: Tad varbit $eit ir vérojams izmisigs méginajums dari-
nat Noas Skirstu cilvéces zinaSanam?

M.DzZ.: Noas 3Kkirsts ka téls ir kalpojis mums par iedvesmas
avotuy, jo es biju iedomajies Arsenalu ka vietu, kur tiek biveéti kugi,
un ari vietu, kur ir dzimusi doma par brinumaino. 16. gadsimta uz
kolonizacijas raditas geografiskas ekspansijas fona rodas doma par

least I think so - because it shows the conditions in which we all live.
We live in a so-called image and knowledge society, where informa-
tion, economics and power are ever more tightly bound together. In
the reflection about the role of autodidacts and amateurs, the exhi-
bition also focuses on the criteria for inclusion and exclusion. Who
has the right to exhibit, and who doesn’t? And, if you ask whether
the exhibition specifically refers to the state of Italy’s economy, I'm
inclined towards a negative answer, even if one can see works in it
that touch on some related problems, for example, Marco Paolini’s
performances which portend of disappearing professions, or Ros-
sella Biscotti’s work where she works with female prisoners, asking
them to talk about their dreams. So there are works which overlap
with reality, however, I hope that it’s not face-to-face, but across the
diagonal.

B.F.: Then perhaps a desperate attempt to manufacture a
Noah'’s Ark for the knowledge of humanity can be seen here?

M.G.: Noah’s Ark as an image has served us as a source of in-
spiration, as I'd imagined the Arsenale as a place where ships are
made and also as a place where the idea of the miraculous was born.
The idea of the miraculous and fantastic, connected with Venice,
and the Arsenale in particular, which was once called the La fab-
brica delle meraviglie (Factory of Miracles), occurred in the 16th cen-
tury against the background of the geographic expansion fostered
by colonization. This era of miracles returned in the 20th century
with Borges and all of this fantastic and phantasmagorical tradition,
which I thought would be interesting to investigate.

B.F.: You once maintained that you place personal cosmology
and cognitive nightmares in opposition to an all-encompassing
dream about universal knowledge which “tries in vain to fashion
an image of the world that will capture its infinite variety and
richness”. Are irrational, nightmarish and crazy images able to
lead us out of the world’s impasses, muddled by an overload of
information? Art, therefore, has a utopian, social or educational
objective? If so, then what sort?

M.G.: This irrational aspect that you mention, which [ wanted
to see and on which more than one of the exhibited works focuses,
becomes revealed in an individual’s interaction with this sea of in-
formation, mare magnum. Even in the most nightmarish instances,
situations arise where the individual arrives in the midst of a flow
of images - there are examples from which we can learn about how
this sea of information can be navigated. I say this, while looking at
you and my computer at the same time. Maybe the space needed by
digital society makes us empathize with the collector, imagining him
sorting his Wunderkammer, where he places all the objects around
him, on the one hand harbouring illusions that he is the master and
decision-maker, but, on the other; historically living in an era where
the centre is disappearing. The idea about the Wunderkammer’s mi-
raculous, heterogeneous nature arises at the moment when a check-
mate has been declared on Eurocentric geography and history. I hope
that in some of these works you'll be able to see this desperate at-
tempt to manufacture an ark, and also an individual’s need to find
themselves at the centre of an ever wider, more confused and less
comprehensible world.

B.F.: What are the functions of art, then?

M.G.: Without number, aren’t they? I think that two points will
crystallize out of this exhibition. One is art as the expression of our
internal image externally, exteriorization. At the base of this is an
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brinumaino un fantastisko, kas ir saistita ari ar Venéciju un ipasi Ar-
senalu, kuru savulaik pat sauca par “Brinumu fabriku” (La fabbrica
delle meraviglie). Sis brinumu laikmets atgrieZas 20. gadsimta ar
Borhesu un visu $o fantastikas un fantasmagorijas tradiciju, ko man
likas interesanti papétit.

B.F.: Reiz tu apgalvoji, ka visaptvero$am sapnim par uni-
versalam zinasanam, kas “velti aicinatu méginat uzbuveét tadas
pasaules attélu, kura savienotos ir dazadiba, ir bagatiba”, tu pre-
tim liec personigo kosmologiju un izzinas murgus. Vai iracio-
nali, murgaini un traki téli sp€j izvest miis ara no informacijas
parbagatiba saputrotas pasaules strupceliem? Makslai tatad ir
utopisks, socials vai audzinoss merkis? Ja ta, tad kads?

M.DZ.: Sis tevis pieminétais iracionalais aspekts, ko es gribéju
saskatit un kam pievérsas ne viens vien izstaditais darbs, atklajas
individa saskarsmeé ar So informacijas jiuru, mare magnum. Ari vis-
murgainakajos gadijumos rodas situacijas, kad individs nonak attél-
plismas viduci, - ir piemeéri, no kuriem varam macities, ka $1 infor-
macijas jira ir kugojama. Es to saku, apliikodams tevi un vienlaikus
arl savu datoru. Ciparu sabiedribai nepiecieSamais telpiskums var-
bit mums liek iejusties kolekcionara ada, iedomaties vinu kartojam
savu Wunderkammer, kad vins izliek sev visapkart priekSmetus, no
vienas puses, lolodams iltzijas, ka vin$ ir saimnieks un noteicéjs,
bet, no otras, vésturiski dzivo laikmeta, kad centrs ziid. Doma par
Wunderkammer brinumaino, neviendabigo iedabu rodas bridi, kad
eirocentriskajai geografijai un vésturei tiek pieteikts $ahs. Ceru,
ka dazos no Siem darbiem biis redzams $is izmisigais méginajums
darinat skirstu, bet ar1 individa nepiecieSamiba atrasties aizvien
plasakas, jukusakas un netveramakas pasaules centra.

B.F.: Kadas tad ir makslas funkcijas?

M.DZ.: To ir bez sava gala, vai ne? Domaju, ka no $is izstades iz-
kristalizésies divi punkti. Viens ir maksla ka misu iek$€jo attelu
paudums uz arpusi, eksteriorizacija. Tam pamata ir visnotal banals
konstatéjums, kas tomér nebeidz vien mani parsteigt, proti, tas, ka
cilveka attélu vieta ir galva. Otrs atbalsta punkts ir Karla Gustava Jun-
ga sapnu un viziju gramata, kura vins izklasta savu redzéjumu un
iek$éjos telus. Makslas burviba slépjas tie$i nonakSana tadu attélu
prieksa, kas uz mirkli Skiet tadi pasi ka tie, ko glabdjam sevi. Sads
pardzivojums it biezi miis piemeklé kino, kad ainas uz ekrana lidzi-
nas misu sapnu téliem. Tas, ka atrodam tas arpus mums, nak par
mums ka satriecoSa atklasme. Viens no makslas funkciju aspektiem
ir $ads: vizualizét musu iekSéjos attélus un radit redzamo. Ciktal iz-
stade sasaistas ar dazadam sirrealisma figiram un versijam, ta mis
sava zina iedroSina palauties uz fantastisko, meklét taja nevis pa-
tvérumu, bet gan darbalauku iztélei. Domaju, ka Sodien, kad pa-
saule aizvien vairak nodarbojas ar attéliem, makslas funkcija ir
palidzét mums definét jaunu skatiena un attélu ekologiju - spét
miusdienas kaut ko saskatit daudzo attélu gizma, kas nevil$us
padara visu neskaidru. Maksla var mums nakt talka, kad méginam
saprast, kurus attélus ir vérts paturét un kurus - mest miskaste.
Protams, makslai ir daudzas citas funkcijas un vienlaikus nav nekadu
funkciju - tas maksla arT ir visskaistakais.

B.E.: Més runajam par makslas un attélu funkcijam, un tagad
es gribétu tev pajautat ka kuratoram, kas ari ir attéla raditajs.
Atgriezoties pie “Enciklopédiskas pils” témas - veidojot arhivu,
mes vienmer izdaram izveli. Vai tu izvelies maksliniekus, darbus,
ar visu klatesoso elementu palidzibu izvéledamies ari izstades
ietérpu, vai ne?
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entirely banal finding which never, however, stops surprising me,
namely, that the location of images for a person is in the mind. The
second point of support is Carl Gustav Jung’s book of dreams and
visions, in which he sets forth his vision and internal images. The
magic of art lies directly in encountering the types of images that
for an instant seem exactly like the ones which we hold within our-
selves. This type of experience often happens to us at the cinema,
too, when the scenes on the screen resemble our dream images. The
fact that we find them outside ourselves, comes over us like a mind-
boggling revelation. One aspect of the function of art is as follows:
visualizing our internal images and making them visible. Insofar as
the exhibition is tied up with various surreal figures and versions, it
does encourage us in a way to rely on the fantastic, seeking in it not a
sanctuary, but a field of action for the imagination. I think that today,
when the world is increasingly preoccupied with images, the func-
tion of art is to help us define a new ecology of seeing and images -
to be able, these days, to discern something in the thick of the many
images, which involuntarily make everything unclear. Art can come
to our assistance when we are trying to understand which images
are worth keeping and which ones to throw in the rubbish bin. Obvi-
ously, art also has many other functions and simultaneously has no
function at all - that’s also the most beautiful thing about art.

B.F.: We've been talking about the functions of art and images,
and now I'd like to ask you, as a curator who is the creator of im-
ages. Returning to the subject of The Encyclopedic Palace - in cre-
ating an archive, we always make a choice. Do you choose artists
and works, and with the help of all the attendant elements se-
lecting the exhibition’s overall design as well, or not?

M.G.: Yes.

B.F.: The archive itself, one would think, is like a grid that de-
termines the reality, resolving what should be kept and what will
be forgotten. You'll be giving the art of the next few years a new
face. How do you view this Encyclopedic Palace which you're
helping to construct?

M.G.: You know, the choice in favour of The Encyclopedic Palace as
aname and the reference to Auriti is also a self-critical commentary
on the biennale, and also about me - it’s true, it should be said that
the exhibitions aren’t organized so as to talk about me. Auriti’s The
Encyclopedic Palace is a failed project, no, it’s a wonderful project,
but a flop, a typical plan which is definitely destined to remain at
the planning stage. It seemed to me that that alone would be like
an antidote against the idea of universal knowledge. I thought it im-
portant to make one thing clear - I'm not organizing an exhibition
which would declare: see, here’s everything that you can possibly
know, come and have a look. The exhibition is about attempts to get
to all-encompassing knowledge, but also about attempts which have
suffered failure, if you so wish.

B.E.: Of course...

M.G.: In a way we admit that it’s not possible to expect of the
Venice Biennale that its narrative would encompass the whole world.
[ wanted to point that out clearly because the biennale is an exhibi-
tion which more than others - having such a long history - is rooted
directly in this 19th century idea of universalism, one which has in-
spired world exhibitions. Having made my choice, I also wanted to
immediately awaken suspicions about the impossibility of such a
form of knowledge, about the fact that it is always partly and ines-
capably destined for failure.

M.DzZ.: Ja.

B.F.: Ari pats arhivs, jadoma, ir tads ka rezgis, kas nosaka
realitati, izlemjot, kas glabajams un kas nododams aizmirstibai.
Tu pieskirsi tuvako gadu makslai jaunu seju. Ka tu skaties uz $o
“Enciklopédisko pili”, ko palidzi celt?

M.DzZ.: Zini, izvéle par labu “Enciklopédiskajai pilij” ka nosau-
kumam un atsaucei uz Auriti ir ari paskritisks komentars par bien-
nali un par mani pasSu - tiesa, jateic, ka izstades netiek rikotas, lai
runatu par mani. Auriti “Enciklopédiska pils” ir izputéjis projekts,
né, tas ir briniskigs projekts, bet izgazies, tipiska iecere, kam no-
teikti ir lemts palikt tikai ieceres limeni. Man $kita, ka tas vien bis
ka pretinde domai par universalam zinasanam. Domaju, ka ir sva-
rigi precizét vienu lietu - es nerikoju izstadi, kas sludinatu: lik,
te ir viss, ko iespéjams izzinat, naciet un aplikojiet. Izstade ir par
meéginajumiem nonakt pie visaptvero$as zinasanas, bet ari par
méginajumiem, kas cietusi neveiksmi, ja vélaties.

B.F.: Protams...

M.DzZ.: Sava zina més atzistam, ka nav iespéjams sagaidit no
Venécijas biennales, lai tas stastijums aptvertu visu pasauli. Velée-
jos to skaidri noradit, jo biennale ir izstade, kas vairak neka citas -
blidama ar tik senu priekSvésturi - saknojas tiesi Sai 19. gadsimta
universalisma ideja, kura iedvesmojusi pasaules izstades. Izdari-
dams savu izveli, es vélgjos uzreiz ari modinat aizdomas par $adas
zinasanu formas neiespéjamibu, par to, ka ta vienmeér ir daléja un
neizbégami lemta neveiksmei. Otrs, autobiografiskakais aspekts
ir tas, ka arl es mazliet sajutos ka tads Auriti, kas stav neizpildama
uzdevuma priek$a. Sai izstadé tada ka slavas spozmé celts autodi-
dakts, kas savveida sasaucas ar to, ka es jitos - ka kurators un var-
bit ari ikdienas dzive. Isi sakot, tads ka autodidakts, kur$ allaz atro-
das uz nojiigsanas robezas, méginot aptvert visu to, kas ir jazina.

B.E.: Kas atrodas tava pili? Nejausi atrasti priekSmeti vai ar1
izveléti péc racionaliem kritérijiem? Kadus parakstus liksi uz
savas pils mébelu atvilktném?

M.DZ.: Vispirms jateic, ka pils vél nav gatava (smej), iespéjams,
tai buitu vajadzéjis sanakt daudz lielakai, ta ka varbiit labi vien ir, ka
ta nav gatava. Ipasi centralais paviljons, kur més atradisim reflek-
siju par attélu misos: sapni, redzéjumu par atbilsmém starp mik-
rokosmu un makrokosmu. Ikviens paranoikis zina, ka sakritibu
nemédz bt vai ka viss ir viena vieniga sakritiba.

Savukart Arsenals, jateic, ir veltits maksliniekam, kas mégina
sakartot pasauli. Sakuma ir refleksija par dabas formam, maksli-
nieks mégina attélot kokus, atklat augu kodu, slepeno ziedu un glie-
meZnicu valodu. Méginajums raudzities uz pasauli nevainigam acim,
atkal un atkal nonakot neizpratné, un tad izstade mazpamazam,
jata var teikt, pienemas speka, nak virkne darbu, kuros makslinieks
meérojas spékiem ar miuslaiku attélu sabiedribu, proti, ar informa-
ciju, ciparu kultiiru un jauniem “makslojumiem”, artificialia®. Arse-
nala centra atradisies Sindijas Sérmenas rikota izstade, kas skar
vienu no attéla problémas galvenajiem aspektiem, proti, kermena
un miisu sejas attélojumu.

B.F.: Skatidamas preses konferences video un tevis raditas
ilustracijas, ieveroju, ka daudzi darbi faktiski ir atteli, divdimen-
sionali veidojumi.

M.DzZ.:Ja.

B.F.: Skiet, ka tu vairak pievérsies véstijumam, stistijumam,
ka pirmit teici, iztélei, sava zina ari nepratam, iekSéjiem redze-
jumiem, nevis, teiksim, formalakam makslas kategorijam. Vai

The second, more autobiographical aspect is that |, too, felt a
little like some kind of Auriti, standing before an unrealizable task. A
kind of autodidact, thrown under a kind of spotlight of fame through
this exhibition, which strangely also corresponds with how I feel - as
a curator, and perhaps also in my daily life. In brief, like an autodidact
who is always found on the border of cracking up, trying to compre-
hend everything there is to know.

B.F.: What is there in your palace? Accidentally found objects
or those chosen according to rational criteria? What labels will
you be putting on the drawers of the furniture in your palace?

M.G.: First of all I have to say that the palace is not yet ready
(laughs), possibly, it should have been much larger, so maybe it’s bet-
ter that it’s not ready yet. The central pavilion, especially, where we’ll
find a reflection about the image within us: a dream, a vision about
the correspondences between the microcosm and macrocosm. Every
paranoid person knows that coincidence doesn’t tend to occur, or
that everything is a coincidence and nothing else.

It should be stated that the Arsenale, in turn, is dedicated to the
artist who is trying to put order into the world. Initially, there is a re-
flection about the forms of nature, the artist tries to portray trees, to
reveal the plant code, the secret language of flowers and seashells. An
attempt to look at the world with the eyes of an innocent, again and
again ending up in a quandary, and then, very slowly, the exhibition
gains strength, if it could be put this way. There follows a string of
works in which the artist tests his strength against the contemporary
society of images, namely, with information and digital culture, and
new “artefacts”, artificialia®. At the centre of the Arsenale there will
be an exhibition organized by Cindy Sherman which touches on one
of the main aspects of the problem of image, namely, the portrayal of
our bodies and faces.

B.E.: While watching the press conference video and the il-
lustrations you’ve created, I noticed that many of the works are
actually images, two-dimensional creations.

M.G.: Yes.

B.F.: It seems that you have focussed more on the message, the
story, as you said previously, the imagination, in a way madness
as well, internal visions and not, shall we say, more formal art ca-
tegories. Do we have to imagine a biennale full of images hanging
on the walls, or will there also still be spatially, physically tactile
works, performances?

M.G.: First of all it should be noted - it’s true, as you point out,
that there’ll be many two-dimensional works hanging on the walls at
the exhibition. In this way, the exhibition to a certain extent will be
very traditional, but there are a number of reasons for this. Firstly, the
exhibition is about the aspect, which is connected with inwardness.
For example, drawing here has a very important role, more important
even than painting - the act of drawing resembles a feverish recount-
ing or aggregation of thoughts, it is akin to the concept of automatic
writing. Spatially, a drawing is almost a direct extension of our imagin-
ation, and its presence will be felt throughout. Maybe because the
exhibition is a contemplation about images, but a different matrix
already operates beyond the two-dimensionality in the portrayal -
the mask, template and sculpture, let’s say the hyperreal. Another
“supporting element” is the book. Jung’s book, and artists who collect
or create books, or also think about image space expressed through
books or diaries, should be mentioned. The book is regarded as the
topos and sanctuary of the projection of our ideas, and also as a place
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mums jaiztelojas biennale pilna ar pie sienam sakarinatiem at-
téliem, vai tomer bis ar1 telpiski, fiziski aptaustami darbi, per-
formances?

M.Dz.: Vispirms jaatzimé - tas tiesa, ka tu noradi, izstadé bis
daudz divdimensionalu, gar sienam sakarinatu darbu. Zinama méra
izstade ar to bis Joti tradicionala, bet tam ir virkne iemeslu. Pirm-
kart izstade ir par aspektu, kas saistits ar iekSupvérstibu. Piemeé-
ram, loti svariga loma Seit ir ziméjumam, pat svarigiaka neka glez-
nai - zimésanas darbiba lidzinas drudzainam domu parstastam,
apkoposanai, ta ir rada automatiskas rakstibas idejai. Ziméjums
telpiski ir gandriz tie§s misu fantazijas paplaSinajums, un ta klat-
bitne bis jitama viscaur. Varbit tapéc, ka izstade ir refleksija par
attéliem, bet arpus divdimensionalitates attélojuma jau darbojas cita
matrica - maska, veidne, skulptiira, teiksim, hiperrealiska. Vél viens
“nesosais elements” ir gramata. Japiemin Junga gramata un mak-
slinieki, kas kolekcioné vai veido gramatas vai ari doma par attéla
telpu gramatas vai dienasgramatas izteiksmé. Gramata tiek uzliikota
ka miisu ideju projekcijas toposs un patvérums, bet ari ka vieta, no
kuras sakas iedomu ce]ojumi. Protams, es ceru, ka izstadei bis fizisks
spéks ka kopumam, kaut ari biezi vien to veido atsevisku priekSmetu
blivéjumi. Tacu es dodu priekSroku nevis monumentaliem ekspo-
natiem, bet gan diZenuma sajiitai, ko sava zina rada daudzu mazu
lietu atkartosanas. Ari tapéc, ka es véléjos nedaudz attalinaties no
biennales plasa vériena teatralitates...

B.F..... no scenografiskas, ja.

M.DzZ.: Muzejs ir $is izstades atskaites punkts, jo es mekléju ari
intimaku dimensiju. Nezinu, vai tas izdosies Arsenala, - runajot par
Arsenala arhitektiiru, viens no lielakajiem uzdevumiem bija telpas
veidoSana, iekarto$ana ta, lai buitu iespéjams intims pardzivojums
saskarsmeé ar apjoma nelielakiem eksponatiem. Tomér es neSaubigi
ceru, ka bus ar1 “fiziskaki” brizi, pieméram, virkné darbu, kuros
izmantots cilvéka kermenis, performance. Mana skatljuma perfor-
mance ir tads pats medijs ka visi citi, un tas visas ir ieklautas izsta-
de. Uz izstadi mus ved savveida iedomata valoda. Doma par to, ka
pastav pilnibu sasniegusi, universala valoda, jitama daudzos darbos,
pieméram, Stiva Makkvina darba, DZona Boka performancés, kuras
biezi skan iedomatas valodas, Tino Segala darba un daudzos citos,
Hula Solara? (Xul Solar) gramatas utt.

B.F.: Tu nupat minéji muzeja jédzienu. Intervija Zurnalam
Vogue tu teici, ka kurators nav nekads brivmakslinieks, bet ir
spiests sastradaties ar citiem maksliniekiem, vajadzibas gadi-
juma izradot gatavibu kopa ar viniem “gazt podus”. Muzejs tomeér
man nedaudz asociéjas ar mauzoleju, vietu muzigai glabasa-
nai. Sis lielais projekts tevi péksni modinajis interesi par kon-
servésanu, vai ari vél varam sagaidit, ka tu kopa ar makslinie-
kiem “gazisi podus”?

M.DZ.: Ceru, ka tadu momentu biis daudz... Pirmit minéju Tino
Segalu. Sadabut kopa vina darbu uz seSiem méneSiem nozimé savakt
patiesam traku dalibnieku komandu, jo més varda vistiesakaja
nozimé stradasim ar simtiem cilveku, kas piedalisies uz mainam.
Cita darba, kura autors ir Ragnars Kjartansons, vajadzigi desmitiem
miiziku, kas ar spélés veselus seSus ménesus no vietas. Biennales
norises ilgums rada diezgan trakus izaicinajumus. Es saprotu, ko tu
gribéji teikt saistiba ar muzeju ka mauzoleju, bet patiesiba es vismaz
pagaidam - par spiti tam, ka muzeja ideja mazliet izgajusi no mo-
des, - par muzeju domaju ka par tadu burvju vietu. Ta ir vieta, kas nav
ne makslas gadatirgus, ne galerija, nedz ari izklaidéjoss blurstikis,
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from which the journeys of flights of fancy begin.

Of course, I hope that the exhibition will have physical power as
a whole, even though often enough this is made up of a conglomera-
tion of individual objects. However, I give priority not to monumental
exhibits, but rather the sense of greatness which is created in its own
way by the repetition of many small things. Also because [ wished to
distance myself a little from the prevalent theatricality of the bien-
nale...

B.F..... from the scenographic, yes.

M.G.: The museum is this exhibition’s point of reference, as I'm
also looking for a more intimate dimension. I don’t know if I'll suc-
ceed at the Arsenale - speaking of the Arsenale’s architecture, one of
the greatest tasks was the arranging of the space, setting it up so that
an intimate experience would be possible when in contact with ex-
hibits which are smaller in scale. However, I undoubtedly hope that
there will also be “more physical” moments, for example, in a range of
works in which the human body is used, in performance. In my view,
performance is the same type of medium as all the others, and they
are all included in the exhibition. A kind of imaginary language leads
us to an exhibition. The idea that a universal language exists which
has reached perfection, it can be felt in many works, for example, in
Steve McQueen’s work, in John Bock’s performances where imagi-
nary languages can often be heard, in Tino Sehgal’s work and in
many others, in Xul Solar’s® books etc.

B.F.: You just mentioned the concept of the museum. In an
interview to Vogue magazine you said that a curator isn’t a self-
contained artist, but is forced to collaborate with other art-
ists, and where necessary show a readiness to make mistakes
together with them. For me, a museum to some degree is still
associated with a mausoleum, a place where to store something
forever. For you, this large project has suddenly awoken an inter-
est in conservation. Can we still expect that you and the artists
will be making mistakes together?

M.G.: I hope there will be many such moments... Previously
I mentioned Tino Sehgal. To get his work together for six months
meant gathering together a truly crazy team of participants in the
most direct meaning of the word, because we’ll be working with hun-
dreds of people working in shifts. Another work, curated by Ragnar
Kjartansson, will require dozens of musicians, who will be playing
for six consecutive months. The length of the biennale creates quite
insane challenges. I understand what you wanted to say with regard
to the museum as a mausoleum, but in reality, I, at least for the mo-
ment - despite the fact that the museum idea has gone slightly out of
fashion - think about a museum as a kind of magicians’ place. Itis a
place which isn’t an annual art market or a gallery, nor even a divert-
ing entertainment of which there’s no shortage nowadays, but rather
a sort of old museum, perhaps a little dusty, where alongside less
significant works one can see masterpieces. You could say this kind
of museum to a certain degree is much closer to the Wunderkam-
mer, namely, it's a museum in which the irrational has been mixed up
with the seeds of rationalism. Roger Caillois, the artist-writer, who
has penned books about the sacred, provides a good example: in one
of them he tells us about how, when the Seoul Museum was being
opened, he was surprised that the viewers on arriving at the exhibi-
tion hall and seeing a statue of Buddha didn’t look at it as a work of
art, but instead fell to their knees as if they’d entered a temple. This
understanding of a museum - a place where one can enjoy works of

kadu musdienas netrikst, bet gan tads vecs muzejs, varbiit nedaudz
pieputéjis, kur lidztekus mazak nozimigiem darbiem aplikojami
Sedevri; varétu teikt, $ads muzejs zinama méra ir daudz tuvaks Wun-
derkammer, proti, tas ir muzejs, kura sajaucies iracionalais kopa ar
racionalisma iedigliem. Labu pieméru piedava Rozé Kajua (Roger
Caillois), makslinieks - rakstnieks, kura spalvai pieder gramatas par
sakralo; viena no tam vins stasta, ka Seulas muzeja atklasanas bridi
vinu parsteidzis tas, ka apmeklétaji, ieradusies izstazu zalé un ie-
raudzijusi Budas statuju, nevis apliikojusi to ka makslas darbu, bet
gan metusies celos, it ka biitu nonakusi templi. Sdda muzeja izprat-
ne - vieta, kur var izbaudit makslas darbus, vienlaikus novértéjot
ari to sakralo dimensiju ar visiem piesardzibas soliem, ko $a varda
lietojums prasa, - te, 1k, isi sakot, ir kas tads, ko uzskatu par intere-
santu, un es to nesaku, cerédams, ka publika metisies celos kadas
skulptiiras prieksa, bet gan ka biennalé ikvienu varétu piemeklét
nevis mauzoleja, bet gan burvestibas pardzivojums. Es tieSam ceru,
ka tas notiks.

B.F.: Ar ko tava biennale atskiras no tam, ko tu biji iepazinis
agrak, ari no Bonami* biennales, kuras tapsana tu esi ieguldijis
savu artavu?

M.DzZ.: Runjjot par iepriek$éjam biennalém... Zini, $1 biennale
turpina manus mekléjumus, pétijumu, ko es jau kadu laiku veicu un
kas atspogulojas daudzas citas manis kirétajas izstadés. Salidzinot
ar iepriekSéjam biennalém, domaju, ka biitiskaka atskiriba, no vie-
nas puses, bis plasais vésturiskais spektrs, jo ta aptver laikposmu
no 20. gadsimta sakuma lidz miisu dienam ar daziem citatiem ar1
no 19. gadsimta. No otras puses, parstaveéti biis ari amatieri vai
autsaideri, un tas, man $kiet, ar1 biis atskirigs aspekts, kulminacija
Sai tendencei, ko apliecinu ne tikai es, bet kas pedéjos gados izpel-
nijusies aizvien lielaku ievéribu.

B.F.: Ka tu vélétos, lai nakamas paaudzes pieminétu tavu
biennali?

M.DzZ.: Ka ta tiks pieminéta? SprieZot péc avizu virsrakstiem
(smejas), Sobrid tiek veidota autsaideru biennale, un ari tam nav ne-
kadas vainas. Ceru, ka ta paliks atmina... Zini, es loti nopiil€jos, lai
dabiitu gatavu izstadi, kura turpinatu darit to, ko protu, bet centos
neiet pa vieglako celu. Pieméram, neiek]avu nevienu no tiem dau-
dzajiem maksliniekiem, ar kuriem agrak biju stradajis kopa dau-
dzas izstadeés, respektivi, centos mazliet izlauzties lauka no savas
ietekmes sféras un pazinu loka. Ka ta tiks pieminéta... Vél nekur
nav zvanits, ka tiks pieminéta (iesmejas no jauna). Médz teikt, ka
biennale ir visskaistaka péc diviem gadiem, kad visi saka - pédéja
gan bija skaistaka...

B.F.: Ta gadas, pilnigi nedomajot!

M.DZ.: Ceru, ka manéja tiks pieminéta 2015. gada ka skaista
biennale (smejas).

B.E.: Liels paldies, un turésim 1kskus!

No itaJu valodas tulkojis Dens Dimins

1 Nosaukumu lasot ka divus saplldinatus vardus, ieglistam nozimi “apgaismo nacijas”
(it. illumina nazioni). Seit un turpmak — tulkotdja piezimes.

2 16. gs. kolekcionaru kabinetos atrodamos priekSmetus nereti dalija artificialia un
naturalia, pirmie bija cilvéka raditi, (sa)maksloti, bet otrie — dazadi dabas skaistumi.
Misdienu makslas hibridizacijas konteksta $ads dalijums, protams, ir problematisks.

3 Tstaja varda Oskars Agustins Alehandro Sulcs Solari (Oscar Agustin Alejandro Schulz
Solari, 1887-1963) — argentiniesu gleznotajs, télnieks, izdomatu valodu izgudrotajs. Vina
tévs Elmo Sulcs bija baltvacietis, dzimis Riga.

4 Francesko Bonami (dz. 1955) —itaJu kurators. 2003. gada vadija 50. Venécijas makslas
biennali “Skatitaja diktattra” (La dittatura dello spettatore).

art, at the same time also evaluating their sacred dimension with all
the precautionary steps which the use of this word demands - here,
see, stating it briefly, is something I consider interesting, and I'm not
saying that in the hope that the public will fall to its knees before
some sculpture, but rather that everyone at the biennale would be
overtaken by the experience not of a mausoleum, but one of magic.
really hope this happens.

B.F.: How will your biennale differ from those with which
you're already familiar, and also Bonami’s* biennale, where you
also contributed to the development?

M.G.: Speaking of previous biennales... You know, this biennale
continues my investigations, the research that I've been doing for a
while now and which is reflected in many of the other exhibitions I
have curated. In comparison to previous biennales, I think that the
most significant difference, on the one hand, will be the broad his-
torical spectrum, as it embraces the period from the beginning of
the 20th century until today with a few citations from the 19th cen-
tury as well. On the other hand, amateurs or outsiders will also be
represented, and that, it seems to me, will also be the distinctive as-
pect, the culmination of this trend which not only I acknowledge, but
which in recent years has earned ever growing attention.

B.F.: How would you like the coming generations to remem-
ber your biennale?

M.G.: How will it be remembered? Judging from the newspaper
headlines (laughs), an outsider biennale is currently being created
and there’s nothing wrong with that, either. I hope it will remain in
memory... You know, I really put in a lot of effort to get an exhibition
ready in which I could continue doing what [ know how to do, but I
tried not to take the easiest path. For example, I didn’t include any of
the many artists with whom I'd worked previously in many exhibi-
tions, that is, I tried to break away a little from my sphere of influ-
ence and circle of acquaintances. How will it be remembered... Well,
there’s nothing to say that it will be remembered (laughs again).
They say that a biennale is at its most beautiful two years later, when
everybody is saying - the last one was more beautiful...

B.F.: It happens without even thinking about it!

M.G.: | hope that mine will be remembered in 2015 as a beauti-
ful biennale (laughs).

B.F.: Thank you very much and let’s cross our fingers!

Translated into English: Uldis Brins

1 Reading the title as two words running together, we get the meaning “enlightens the
nation” (Italian — illumina nazioni).

2 Items found in the studies of 16th century collectors were often divided into
artificialia[artificial] and naturalia[natural], the first being man-made, artefacts, and the
second — various natural things of beauty. Such a division, in the hybridization context of
contemporary art, is obviously problematic.

3 His real name was Oscar Agustin Alejandro Schulz Solari, (1887-1963) — an Argentine
artist, sculptor, inventor of an imaginary language. His father Elmo Schulz was a Baltic
German, born in Riga.

4 Francesco Bonami (born 1955) — Italian curator. In 2003, he directed the International
Exhibition The Viewer’s Dictatorship (La dittatura dello spettatore) at the 50th Venice Art
Biennale.

studija 90 9



