“Meés nevaram iztéloties pasauli,
kura kapitals celo pilnigi brivi,
bet personam ir jastav pie ratiem”

Saruna ar Adrianu Paci

“We cannot imagine a world, in which capital
moves completely freely, but people have to
remain next to their carts”

An interview with Adrian Paci
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Adrians Paci / Adrian Paci
2013

Stopkadrs no Skype intervijas /
Still from the Skype interview

Saruna par celojoSo izstadi “Dzives tranzita”, kas bija piestajusi
Parizes izstazu centra Jeu de Paume, tagad atrodas Milanas Mus-
dienu makslas paviljona (PAC) un 2014. gada bis apskatama Mon-
reala, Géteborga un ari Norvégija, albanu makslinieks Adrians
Paci (Adrian Paci) atbildés uz jautdjumiem par savu praksi, dar-
biem, dalisies pardomas par savas dzives un dailrades dazadajiem
posmiem. Sarunajoties pa skaipu, més centamies noformulét un
izprast, ka formali mainas attéli un sarezgitas situacijas, kadas par-
vertibas tie piedzivo. Intervijas un ar1 Paci dailrades galvena tema
ir migracijas paradiba, kuras izraisitas tragédijas diemzél aizvien
aizpilda avizu pirmas lappuses. Paci stasta par savas dzives un mak-
slas krustpunktiem, atklaj savas metodes, ka ari attieksmi pret
Skietami nejausu stastu potencialu, ko vin$ prot notvert un izgais-
mot no visam pusém.
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In this discussion about the Lives in Transit travelling exhibition,
Albanian artist Adrian Paci will answer questions about his prac-
tice and works, and share his reflections on various periods in his
life and creative work. The exhibition has been shown at the Jeu de
Paume in Paris, is currently on display at Milan’s Padiglione d’Arte
Contemporanea (PAC) and in 2014 will be exhibited in Montreal, Go-
thenburg and Norway. In our conversation on Skype, we attempted
to formulate and understand how images and complex situations
are formally transformed and what sort of changes they undergo.
The central theme of the interview, and in Paci’s creative work as
well, is the phenomenon of migration, the tragedies of which are
sadly continuing to occupy the front pages of newspapers. Paci talks
of the crossroads in his life and art, and reveals his methods as well
as his attitude to the potential of seemingly random stories which he
is able to capture and illuminate from every angle.

Barbara Fissler: Watching the development of your crea-
tive work, one notices the crystallization of a tendency emerg-
ing from autobiographical elements that, with the assistance of
powerful metaphors, leads us from the theme of migration to a
more universal principle. This tendency appears at formal level
too - the images become more polished, clearer, more decisive,
and the technical quality of the videos is constantly improving.
How do you see the development of your creative work?

Adrians Paci: Viewed in this way, it could seem that there has
been a transition from vagueness to a more clear-cut situation. But
[ myself have a different vision of it. Obviously there are works in
which there’s a differing degree of intimacy, and from a technical
point of view, they are simpler than the more recent works. However,
[ wouldn'’t like to say that the transition is only from purely autobio-
graphical material to something more universal, or towards a better
formal construction. If we take the first works, seen on the monitors
at the entrance, none of the three videos - A Real Game, Piktori, or
Believe Me I Am an Artist - derive from autobiographical intentions,

Adrians Paci. Fasade. Koks, kiegelis, cements, gipsis tempera /
Adrian Paci. Facade. Tempera on plaster, cement, brick, wood
250x300x250 cm. 2007
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Adrians Paci. Pagaidu uzturésanas centrs /
Adrian Paci. Temporary Holding Centre
Video. 5'30”. 2007
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Pateiciba maksliniekam un kaufmann repetto, Mildna / Courtesy of the artist and kaufmann repetto, Milano
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Adrians Paci. Britma /
Adrian Paci. Britma
Video. 5'18”. 2009
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Barbara Feslere: Skatoties uz tavas dailrades attistibu,
var ievérot tadas tendences izKkristalizéSanos, kas izaug no au-
tobiografiskiem elementiem, ar spécigu metaforu palidzibu
aizvedot miis no migracijas témas pie universalaka principa.
$i tendence atklajas ari formala limenti - attéli klist gludaki,
skaidraki, drosaki, un video tehniska kvalitate nemitigi uzlabo-
jas. Ka tu pats raugies uz savas dailrades attistibu?

Adrians Paci: $adi raugoties, liekas, ka ir notikusi pareja no
aptuvenibas uz precizaku situaciju. Bet man pasSam ir cits skatfjums.
Acimredzami skaidrs, ka ir darbi, kuros ir atskiriga tuvibas pakape,
un ari no tehniska viedokla tie ir vienkarsaki neka nesenakie darbi.
Tomeér es negribétu teikt, ka pareja ir tikai no tiri autobiografiska
materiala uz kaut ko universalaku vai uz labaku formalu konstruk-
ciju. Ja nemam par pieméru pirmos darbus, kas pie ieejas apliiko-
jami monitoros, neviens no trim video - ne “Ista spéle” un Piktori, ne
arl “Tici man, es esmu makslinieks” - nerodas no autobiografiskas
ieceres, pat ja visi tajos saskata manu personu. Darba “Ista spéle”
tematika atsedz spéles un fikcijas mijiedarbi pieredzes izstastisa-
na. Piktori apcer makslas valodas parkodéSanu un interpretacijas
iespéjas dazados kontekstos. “Tici man, es esmu makslinieks” ne-
pierasta konteksta tiek uzdoti jautajumi “kas ir maksla?” un “kas ir
makslinieks?”. Formala aspekta Sie darbi nebiitu varéjusi bit citadi.
Pieméram, “Albanu stastu” vai “Istas spéles” gadijuma, ja es biitu
atradies studija ar RedCam, kur mana meita sédétu starmesu gais-
ma, man neizdotos radit So tuvibas atmosféru, bez kuras neiztikt.

B.F.: Pirmajos darbos izpauZas spécigas jiitas un juteklis-
kums, bet ari tiem tuvu stav loti nabadzigas albanu realitates
estétika, un varbut ir tikai likumsakarigi, ka no tas uzvéedi arkar-
tigi spéciga melanholija, ko nes attéli ar atgadinajumiem par
citim vietam citos laikos. Sis bédigums ir ipasi labi sajiitams
izstadé Milanas PAC, pieméram, video sekvencés Vajtoica, kur
aizplivurojusies kundze skandé sirdi ploso$as vaimanas par
tavu fiktivo navi, bet videoinstalacija “Pédéjie glasti” glastu zes-
ti paléninajuma deél iegust metafizisku smagumu. Toties video-
darbs “Nejausa sastapSanas” balstas uz emocionali distancétaku
empatisko principu - video ir uznemts loti riipigi sagatavota
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Adrians Paci. Skats no izstades “Dzives tranzita” /
Adrian Paci. View fom the exhibition Lives in Transit
2013
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notwithstanding that everybody sees me in them. The theme behind
A Real Game reveals the interaction between games and fiction in
the recounting of experiences. Piktori highlights the problem of how
the language of art is recoded and reinterpreted in varying contexts.
In Believe Me I Am an Artist, questions about “What is art?” and
“What is an artist?” are posed in an unusual context. From the aspect
of form, these works couldn’t have been any different. For example,
in Albanian Stories or A Real Game, if I'd found myself in a studio
with a RedCam, in front of my daughter sitting under the spotlights,
[ wouldn’t have been able to create this atmosphere of intimacy that
is so indispensable.

B.E.: In the first works one senses powerful feelings and sen-
suality, but equally a closeness to an aesthetic saturated with the
reality of poverty-ridden Albania, and maybe it’s only natural
that they emanate an extremely powerful melancholy conveyed
by the images reminiscent of other places at other times. This
sadness is particularly discernible in the exhibition at Milan’s
PAC, in the Vajtoica video sequences where a veiled Signora is de-
claiming heart-wrenching laments about your fictitious death,
and in The Last Gestures video installation, where the move-
ments of stroking are slowed down and acquire a metaphysical
heaviness. Meanwhile, in The Encounter video the empathetic
principle is more emotionally distanced: the video has been
filmed in a carefully prepared setting, and the performance has
been staged according to a perfectly geometrical plan. The 700
people who have arrived to shake hands with you in the square
in front of the Scicli Basilica in Sicily move forward in an almost
perfect semi-circle, connecting the right and left corners of the
image. In a flow of continuous movement they move to the centre
of the square and turn around there, signifying your presence,
shaking hands one after the other. What role is played in your art
by emotions and passions? Have they been given other expres-
sive possibilities in your newest, most recent works? Are there
alternative ways of managing this in your most recent works?

A.P.: The aspects of distance, and emotions and passions, are al-
ways present in my works. Even though this woman in the Vajtoica

Adrians Paci. Pasazas. Koks, akrils /
Adrian Paci. Passages. Acrylic on wood
22,5x30 cm. 2010
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Adrians Paci. Pasazas. Terakota, gipsis, akrils, akvarelis /
Adrian Paci. Passages. Acrylic and watercolor on plaster and terracota
30x20x20 cm. 2009
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Pateiciba maksliniekam un kaufmann repetto, Mildna / Courtesy of the artist and kaufmann repetto, Milano
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uzstadijuma, uzvedums veidots péc perfekti geometriska plana.
Sicilija, laukuma S¢ikli bazilikas prieksa 700 cilvéku ir atnakusi
paspiest tev roku - vini virzas uz priek$u nevainojama pusapli,
kas savieno attéla labo un kreiso pusi, vini nepartraukti iet uz
prieksu, virzoties uz laukuma vidu un pagrieZzoties tur, un tas
viss apliecina ari tavu klatbiuitni - $is cita aiz citas paspiestas
rokas. Kadu lomu tava maksla spéle emocijas, afekti, vai tiem
ieraditas citas izpausmes iespéjas tavos jaunakajos, nesenakajos
darbos?

A.P.: Jutu vai afektu un distances aspekts vienmér ir manos
darbos klatesoSs. Video sekvencés Vajtoica ir 31 sieviete, kas Joti
dobja balsi vaimana par manu navi, tomeér ir skaidrs, ka Seit ir
runa par fikciju, par konstrukciju. Fiktivums atvieglo visu So svaru
un smagumu, un beigas nak prieciga miizika, kas ir ka happy end
atrisinajums. Ari “Pédéjie glasti” ir jutam piesatinats darbs, tacu
patiesiba més atrodamies rituala, bet katra rituala ir kaut kas
teatrals. Saja darba uznemtie cilvéki pozé videokameras prieksa.
Lai arf Seit ir spécigs emocionals 1adins, tomeér vienlaikus te ir ari
savveida atsve$inatiba, kas izriet no rituala fiktiva rakstura.

B.E.: Vienmeér ir ari metarefleksija par pasu véstijumu, par
fiktivo, par to, ka més redzam realitati un stastam par to.

A.P.: Tiesi ta, ka darba “Nejausa sastapSanas” es gribéju kadre-
jumu no augsas, es gribéju to ieeju, to izeju, to pusapli, So siciliesu
palazzo - lepno namu - scenografiju.

B.F.: Ja, ta ir Joti skaista...

A.P.: Neraugoties uz inscenéjumu, es patieSam paspiedu roku
700 cilvekiem. Tadéjadi - pat ja video pasniedz to visu distancétak,
$aja darba tomeér ir reals pardzivojums, nenoliedzama emocionala
klatbttne. Es visada zina esmu vienispratis ar Delézu, kas apgalvo,
ka makslas darbs ir jitams caur emocijam, nevis ar jédziena, kon-
cepta starpniecibu. CensSos sava darba iesaistit afektivo pusi, tomeér
piesargos iekrist sentimentalitateé.

B.F.: Tu esi nacis no Albanijas, kas ir viena no Eiropas naba-
dzigakajam zemém, un péc padomju sistémas sabrukuma no-
nacis Italija, pateicoties katolu baznicas stipendijai, jo piederi
pie kato]lu mazakuma, un tu saki savu celu patieSam no pasa
“zemaka” pakapiena, kads vien ir - staSanas imigrantus paze-
mojosa rinda péc uzturésanas atlaujas. Péc pirmajiem soliem
eksperimentalajos centros, pieméram, Isola Art Center, tu $o-
dien esi atzits makslinieks un izstadies nozimigas un ietekmi-
gas galerijas. Jau tikai estétiska limeni $is divas pasaules ir tada
pretstata, par ko lielaks nav iedomajams: starp aplupus$am
sienam un nodriskatam drébeém (video) un baltam sienam un
apmeKklétaju elegantajam dranam (izstazu zale). Ka $1 situacija
uz tevi iedarbojas? Vai tu personigi saskati taja dialektiku vai
pretrunas? Attistibu vai lietu dabisko gaitu? Vai pragmatiski
ka nepiecieSamu prieksnoteikumu, lai varétu saglabat iespéju
turpinat stradat?

A.P.: Seit vajadzétu $o to precizét. Esmu ielagojis, ka visi jau-
tajumi ir vérsti uz to, lai paraditu manu dailradi ka pareju no vie-
nas situacijas uz citu, bet man pasam $kiet, ka viss ir sarezgitak.
Jateic, ka ir kada lieta, kas saistita ar izstades “Dzives tranzitd”
tému, - mani galu gala $ai tranzita interesé paliekosais, nevis par-
mainas ka tadas. Parmainas ir esibas priek$noteikums. Un mani
ipasi interesé - kas paliek par spiti parmainam? AtgrieZoties pie
tava jautajuma, jateic - ir tiesa, ka Albanija ir viena no triicigakajam
Eiropas valstim, bet mana situacija nebija tik bezceriga, es biju
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Adrians Paci. Albanu stasti. Video /
Adrian Paci. Albanian stories. Video
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video sequences is lamenting my death in a very deep voice, it is
still obvious that it’s all pretence, a construction. So all of the weight
and the heaviness is lightened up by its fictiveness, and resolved
with happy music playing at the end like a Happy Ending. The Last
Gestures too, is a work charged with feeling, in fact we are indeed
in a ritual, and in every ritual there is something of the theatrical.
The people filmed in this work pose before the video camera. Even
though there is a powerful emotional charge here, there is at the
same time also a kind of estrangement which derives from the fic-
tive character of the ritual.

B.E.: There’s always also a meta-reflection about the narra-
tive itself, about appearances, about how we see reality and how
we talk about it.

A.P.: Exactly, as in the work called The Encounter, where [ want-
ed the framing to be from high up above. I wanted that entrance,
this exit, that semi-circle, this scenography with these Sicilian palaz-
zos - the stately buildings.

B: Yes, it’s very beautiful...

A.P.: Despite the fact that it was staged, I really did shake hands

Adrians Paci. Nejausa sastap$anas /
Adrian Paci. The Encounter
Video. 22". 2011

Foto no publicitates materialiem / Publicity photo
Pateiciba maksliniekam un kaufmann repetto, Mildna / Courtesy of the artist and kaufmann repetto, Milano

beidzis makslas liceju, studgjis klasisko un renesanses laikmeta
makslu, un tas tiek uzskatits par greznibu. Jau no bérna kajas kopé&ju
Leonardo da Vin¢i un skatijos gramatas ar Ticiana reprodukcijam,
macijos svesvalodas - kad ierados Italija, es jau runaju italiski un
angliski. Respektivi, nevar teikt, ka es biitu pametis galigu bédu leju
un ieradies gozéties veiksmes spozmé. Kad dzivoju Albanija, man
visapkart bija maksla, un es gribéju turpinat savu gajumu, turpinat
makslinieciskos mekléjumus. Liik, ta mana dzive pienaca bridis, kad
ierados Italija ka imigrants. Bet varbiit ta ir pazemiga, ne pazemo-
jo$a situacija. Imigrants ir kads, kurs$ parcelo no vienas zemes uz
citu, un vins var bt izmisis, bet tikpat labi arl ne. Man vienmér
ir bijis jumts virs galvas, darbs. Nekad neesmu bijis pazemots imi-
grants, pat ja ir nacies stavet rinda péc uzturésanas atlaujas...

B.F.: Ari es esmu izstavéjusi So rindu...

A.P.: Skaidrs, ka tas ir nepatikami. Es negribu te “bidit” kaut
kadu albana veiksmes stastu, kurs ierodas Apsolitaja zemé...

B.F.: Ja, Sada shéma oZ péc Holivudas.

A.P.: Arl par maniem pirmajiem soliem maksla, sakot ar Isola
Art Center, var teikt, ka viss klust aizvien sarezgitaks: kad Milana

with 700 people. For this reason, even if the video presents it all in
a more distanced way, there is a real experience in this work, an un-
deniable emotional presence. In all respects I am in agreement with
Deleuze, who says that a work of art operates through emotions and
perception, and not through the intermediary of the idea, a philo-
sophical concept. I try to involve the affective side in my work with-
out, however; sinking into sentimentality.

B.E.: You've come from one of Europe’s poorest countries,
Albania, and arrived in Italy after the collapse of the Soviet sys-
tem, with a scholarship from the Catholic Church because you
belong to a Catholic minority, and you really began your journey
from the very “lowest” point that there is: the humiliation as an
immigrant of standing in line for a residential permit. After your
first steps at experimental centres, such as the Isola Art Center,
for example, today you are a recognized artist, exhibiting at
the most significant and influential galleries. Even at just the
aesthetic level, these two worlds couldn’t be more contrasting:
between the scratched walls and frayed clothes (in the video)
and the white walls and elegant clothes of the viewers (in the
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Adrians Paci. Kolonna /
Adrian Paci. The Column
Video. 25'40”. 2013
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piedalijos Isola kustiba, man jau bija aiz muguras personalizstade
liela Zviedrijas muzeja, jau biju piedalijies Venécijas biennalé un
Manifesta. Proti, es jau biju sacis izstadities, bet par spiti tam loti
labprat piedalijos Isola Art Center, tapat ka tagad péc izstades PAC
es varu piedalities studentu izstadé kada pavisam necila vieta,
jo tas man liekas interesanti. Nebit nav t3, ka es rautin rautos
péc panakumiem, man nav vajadzibas pasniegt savu status quo
ka pretrunu - re, kur makslinieks nabadzins$ no Albanijas, sacis
ar darbibu eksperimentalos centros, lai péc tam nonaktu lielajas
institlicijas. Mana pieredze nav pretruna, bet attistiba, virziba. Mani
neintereséja nedz palikt marginala isteniba, nedz ari par varas
makti lauzties iek$a makslas pasaulé. Man ir svarigi kaut ko darit
un paradit savu darbu, jo ta es varu to nedaudz patestét, vai ne?

B.F.: Katra zina.

A.P.: Un tagad izstadi PAC apskatis desmitiem tikstosi ska-
titaju, ta ne tikai sastapsies ar veiksmi, bet tai biis dariSana ari ar
kritiku un pardomam. Par to man ir dziva interese. Skaidrs, ka es
neesmu cilvéks, kas dzivé meklé lielas gritibas, n€, es mekléju értu
dzivi. Kad ievacu razu - ari finansiala aspekta -, tad nevar teikt, ka
tas man nepatiktu. Pretrunas rastos, ja es bitu noliedzis kaut ko
no savas pagatnes. Kad runajam par Albaniju ka triicigu zemi, tad
més domajam tautsaimniecibas kategorijas, tomeér aizmirstam, ka
ir iespéjama ari pieredzes bagatiba, vai ne?

B.F.: Protams, un to var sajust tavos darbos.

A.P.: Es gribu tikt pie $is bagatibas. Tapat ka Albanija es iegu-
vu kultiiras bagazu - tautas kultiiru, bet ari klasisko, ari valodas,
ko iemacijos, makslinieki, kurus iepazinu. Tas viss ir manas pagat-
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exhibition space). How do you personally experience this situ-
ation? Do you see a dialectic or contradiction there? A develop-
ment as the natural progression of things? Or pragmatically, as
anecessary precondition, so that you can maintain the opportu-
nity to continue working?

A.P.: We need to clear up a few things here. I've noticed that in all
the questions there is a wish to see my creative work as a transition
from one situation to another, but I myself see it all as being more
complex. One thing I must say about the idea which is connected
with the theme of Lives in Transit is that, ultimately, in this transi-
tion, what interests me is what remains, and not the transformation
as such. Changes are a condition of existence. And what interests me
particularly is - what remains despite the changes? Returning to
your question: it’s true that Albania is one of the poorest European
countries, but my situation wasn’t so desperate. I'd graduated from
the art lyceum, I had studied the art of the Classical and Renaissance
periods, and this was considered a luxury. From my early childhood,
I copied Leonardo da Vinci and looked at books of Titian’s works; I
learnt foreign languages — when I came to Italy, I already spoke Ital-
ian and English. That is, you couldn’t say that I'd forsaken the valley
of misery and arrived here to bask in the glow of success. When I
lived in Albania, [ was surrounded by art, and | wanted to continue
on my path, to continue my artistic exploration. You see, that’s how
this moment came in my life when I was in Italy as an immigrant. But
even that is perhaps a humble rather than a humiliating situation.
An immigrant is someone who moves from one country to another,
and could be desperate, but just as well may not be. I've always had
ahome, and work. [ have never been a humiliated immigrant, even if
I have had to stand in line for a residential permit...

B.F.: I've stood in this line, too...

A.P.: Clearly, it's unpleasant. [ don’t want to “push” here some
sort of story of the Albanian who has arrived in the Promised
Land...

B.F.: Yes, that sort of thing has something of Hollywood
about it.

A.P.: Even as regards my first steps in art, starting with the Isola
Art Center, things became more complicated: when [ participated in
the Isola Movement in Milan, I already had behind me a solo exhibi-
tion at a large Swedish museum, I'd taken part in the Venice Bien-
nale and Manifesta. That is to say I'd already begun to exhibit, but
notwithstanding, I very willingly participated in the Isola Art Center,
just like now even after the PAC exhibition I can take partin a student
exhibition at some little-known venue, because it seems interesting
to me. It's not as if [ am desperately seeking success. [ have no need
to present my status quo as a contradiction - see, there’s a poor art-
ist from Albania, who began working at experimental centres so that
he could later get into the large institutions. My experience is not a
contradiction, but development, progress. [ wasn't interested in re-
maining in marginal reality or, equally, breaking into the art world by
any means. I'm interested in doing something and showing my work,
because that’s how I can put it to the test, no?

B.E.: Certainly.

A.P.: And now, the PAC exhibition will be seen by tens of thou-
sands of viewers. It will not only encounter success, but it will also
be exposed to critique and reflections. That’s what really interests
me. Obviously I am not a person who seeks a difficult life, no,  am
searching for a comfortable life. That's why when I bring in the

Adrians Paci. Skati no izstades “Dzives tranzita“ /
Adrian Paci. Views fom the exhibition Lives in Transit
2013
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nes dala, pat ja tagad mana dzives isteniba ir citada. Es neredzu tur
nekadas pretrunas, tikai pareju.

B.F.: Migracijas tema iet cauri tavai dailradei ka sarkans
dzipars. Video “Albanu stasti” tava trisgadiga meitina stasta
pasakas, kuras sajaukusas ar atminam par kariem Albanija,
lidz ar to sava veida tiek apstradatas traumas, ko radija piespie-
du parcel$anas. Cita video - “Pagaidu uzturé$anas centrs” -
migracijas princips Kkliist abstraktaks, beigas gandriz parvérso-
ties par $is spécigas temas karikatiiru. Personas ar migracijas
prieksSveésturi jeb MmM?*, ka tas deveé Vacija, iznak uz lidostas
skrejcela. Tikai tad, kad tas uzkapj uz metala veidojuma, tele-
vizijas kamera aizvirzas prom un més redzam, ka nekadas
lidmasinas, pie kuras, ka bijam iedomajusies, ved $is kapnes,
nemaz nav. Tas vieta ir tuk$ums, nebiitiba, bezdibenis. Sis video
ir ka sapigs atgadinajums par divam Joti smagam katastrofam,
ko pavisam nesen cieta piepiiSamie plosti Lampediizas tuvu-
ma, atgadinajums par to, ka migrésana bieZi vien ir saistita ar
nenormalu risku, upuriem un zaudéjumiem un ka uz $a cela
nonakus$ajiem citu variantu gluZi vienkarsi nav. Var tikai cerét,
ka $is tragédijas kaut ko izkustinas un varbiit sapurinas ari
Italijas un Eiropas miegaino sirdsapzinu. Eiropas Parlaments
beidzot runa par butisku praktisku palidzibu Siem iecelotajiem
un attiecigajam valstim, un Senats Roma debaté par Bosi-Fini
likumu? un par to, ka vajadzétu svitrot no kriminalkodeksa no-
ziegumu “atrasanas slépta imigracija“. Tavos nesen tapusajos
videomakslas paraugos migracijas téma iegust estétiskakas,
lai neteiktu - simboliskakas aprises. Ka tu tagad raugies uz

harvest - in a financial sense, as well - then I can’t say that I don’t
like it. There’d be a contradiction if I'd denied something of my past.
When we speak of Albania as a poor country, we think in economic
categories, but forget that it could be rich in experience, no?

B.E.: Of course, and this can be sensed in your works.

A.P.: I claim a right to this richness. Like the cultural baggage |
gained in Albania - folk culture, but also the classical, and languages
which I learnt, and artists who I got to know. This is all part of my
past, even if now I live a different reality. I don’t see it as a contradic-
tion, but as a passage, a transition.

B.F.: The theme of migration weaves through your work like
ared thread. In the Albanian Stories video, it’s your three-year-
old daughter who tells stories which have been mixed up with
memories about wars in Albania, and then the traumas which
were created by forced relocation are worked through in another
video - Temporary Holding Centre where the principle of migra-
tion becomes more abstract, almost becoming a caricature. The
people with a previous history of migration, or the MmMs1 as
they are called in Germany, are climbing up some steps on the
tarmac of the airport. It’s only when they all have climbed onto
the metal structure that the television cameras turn away and
we see that the plane to which we’d imagined these metal stairs
going up isn't there. In its place there is nothing, an abyss. This
video is like a painful reminder about two very serious catastro-
phes involving inflatable rafts that happened very recently near
Lampedusa, it reminds us that migration is often connected with
enormous risks, victims and losses, and that those who have
launched on this path simply don’t have any other alternative.
One can only hope that these tragedies will change something
and may give the conscience of Italy a shake, as well as Europe.
The European Parliament is finally discussing practical support
for these immigrants and the relevant countries, and the Senate
in Rome is debating the Bossi-Fini Law2 and whether to abolish
the crime of “being in hidden immigration”. In your recent video
works the theme of migration has taken on more aesthetic, one
could say - symbolic, outlines. How do you view the reality of
migration now? In respect to a world in which cities are beco-
ming more and more culturally diverse, where their inhabitants
speak in many languages, and have lived in diverse cultures?
What are your thoughts and your position on migration?

A.P.: Immigration is not only the theme of my work, it reflects
my experience as well. It was the situation in which I found myself.
As an artist [ had to decide whether to include it in my creative work
or to leave it out. I decided to include the theme, making use of its
potential. I didn’t examine the problems of the theme as a scientist,
but from the viewpoint of an artist trying to come to terms with his
own experience, and also the experience of those people around him,
at the same time attempting to talk about this in all of its complexity.
An experience is never unambiguous, it is always tangled, intricate.
That's why I've tried to make it into a departure point for my reflec-
tions, for my work. In the Temporary Holding Centre video they talk
about being in transit, in a kind of threshold zone. It’s a transit zone
which paradoxically becomes a place where to stay.

B.F.: Exactly.

A.P.: Clearly, when looking at it from the viewpoint of the im-
ages, this work is very powerful, because it still retains within it the
memories of the vessels overloaded with people, and it is a reality
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migracijas paradibu? Vai to var salidzinat ar pasauli, kura pil-
sétas Kklust aizvien kulturali daudzveidigakas un to iemitnieki
pasi runa pulka valodu, jo vini ir dzivojusi daznedazadas kul-
tiuras? Kadas ir tavas domas un attieksme pret migraciju?

A.P.: lecelosana ir ne tikai manu darbu téma, bet atspogulo ari
manu pieredzi. Tas ir stavoklis, kura es atrados. Bet ka makslinieks
es nolemju, vai to ielikt sava dailradé vai atstat arpus tas. Izskiros
par Sis témas ieklausanu, izmantojot tas potencialu. Es neapliikoju
témas problémas no pétnieciska viedokla, bet piegaju tai ki mak-
slinieks, kur§ mégina apsmadzenot pasa piedzivoto un ari to
lauZu pieredzi, kas atrodas ap mani, vienlaikus cenSoties runat par
to visa §1s paradibas sarezgitiba. Pieredze, pardzivojums nekad nav
viennozimigs, taja ir pinkerigums, sarezgitiba. Tapéc es méginaju
to pataisit par izejas punktu savai refleksijai, savam darbam. Video
“Pagaidu uzturésanas centrs” tiek runats par atrasanos tranzit,
tada ka slieksna zona. Ta ir tranzita zona, kas paradoksala karta
klast par vietu, kur var palikt.

B.F.: TiesSi ta.

A.P.: Ir skaidrs, ka, raugoties no attélu viedokla, $is darbs ir
varen Spécigs, jo tas tomér glaba sevi atminas par visiem Siem cil-
vékiem parbaztajiem kugiem, un ta ir realitate, kas man pieder.
Imigracija musu laika ir oti spéciga téma. Més nevaram iztéloties
pasauli, kura kapitals celo pilnigi brivi, bet personam ir jastav pie
ratiem. Tapat més nevaram iedomaties pasauli, kur tikai varenie var
brivi celot turp, kurp vélas, bet nabagie ir spiesti palikt iespundéti.
Ar imigraciju nav iespéjams tikt gala mieriga cela, pilniga harmo-
nija, kur visi ir paédusi un priecigi. Imigracija dzimst no pretrunam
un dzemdina jaunas pretrunas. Politikai ir jarisina Sis pretrunas,
ta nevar izsvitrot, ignorét tas. Un kultirai arl ir sava artava doda-
ma, tai japaplasina redzeslauks, japalidz Jaudim atvért acis un Kkliit
zino$akiem, bet ta nevar $o likstu novérst. Kad atgadas tadas trage-
dijas, kadas miis piemekléja pavisam nesen, tad zem to nastas més
varam tikai noliekt galvu un pakluset...

B.F.: Patiesi.

A.P.: Tik spécigs notikums - ko tas galu gala nozimé?... Ar ms-
dienu ce]oSanas un sakaru iespéjam nav iespéjams liegt laudim
fiziski celot. Tomér parvietoSanas telpa noved pretrunas, ko gaisi
politiku prati var noturét kaut kados ramjos, tacu nevar noveérst
pavisam. Multikulturalitate sava zina ir tas sekas. Pasaulg, kur lau-
dis parvietojas, vini nes sev lidzi kultiiru, valodu, dzivesveidu. Ne-
piekritu domai, ka tas viss miis bagatina un - punkts. Més nevaram
So paradibu nonivelét lidz United Colours of Benetton. Parvietosanas
ir realitate, kur dazadibu parvalda, ar to risina dialogu un ar to ir
jatiek gala, nebaidoties no visiem ar to saistitajiem konfliktiem. Ne-
drikst no tas vairities, vérst pret to spaidus - tad ta var uziet gaisa
un k]t nekontroléjama.

B.F.: Tavs pedéjais videodarbs “Kolonna” (2013) tika ra-
dits tiesi $is celojosas izstades vajadzibam, taja refleksija pie-
vérsas migrantu plismam un work in progress jau universala
un metaforiska limeni. Video ar izcili tiru un skaidru attélu un
skanu redzam, ka marmora blukis uzsak parveértibu celu no
Kinas uz Eiropu ar kugi-fabriku, kur pieci telnieki izkal klasis-
ku kolonnu ar korintieSu kapiteli. Tatad Eiropa nonak Eiro-
pas antikas kultiiras paraugs, kas ir kiniesu kopija, un tas, ka
radisanas laiktelpa atbilst parvadasanas laiktelpai, uzsver par-
vértibas norisu svarigumu. Tas, ka kolonna ir apskatama gulus,
vélreiz liek aizdomaties: vai gulus tiek izstaditas tikai pusgata-
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which belongs to me. In our times, immigration is a very powerful
theme. We cannot imagine a world in which capital moves com-
pletely freely, but people have to stay where they are. Like we cannot
imagine a world where only the powerful can travel freely, wherever
they want, while the poor are forced to stay closed in. It’s not pos-
sible to deal with immigration in a peaceful way, in perfect harmony,
where everyone is fed and happy. Immigration is born of contradic-
tion and brings new contradictions. These contradictions must be
solved politically, they cannot be deleted out, ignored. And culture
also has to give its due, it has to open up the field of vision, help to
open people’s eyes and for them to be informed, but it cannot solve
the problem. That’s why, when tragedies take place such as the ones
we experienced recently, then we can only bow our heads and re-
main silent...

B.F.:: Indeed.

A.P.: Such a powerful event - in the end, what does it all mean?...
With all of today’s opportunities for communication, you cannot
deny people the possibility of travelling physically. However, physi-
cal displacement leads to contradictions, which enlightened politi-
cians can only govern to some extent, but cannot eliminate. Multi-
culturalism, in a sense, is its consequence. In a world where people
move from place to place, bringing with them their culture, language
and way of life. [ don’t agree with the idea that all of this enriches us
and - full stop. We cannot reduce this to the level of United Colours
of Benetton. Migration is a reality where diversity is managed, dia-
logue is used to resolve it, and it has to be dealt with, without fearing
the conflicts associated with it. We musn’t try to avoid it, or stamp
down on it - then it could explode and become uncontrollable.

B.E.: Your latest video work, The Column (2013), was cre-
ated for this travelling exhibition specially, and transposes the
reflections on migratory flows and work in progress to a univer-
sal and metaphorical level. In the video, with its outstandingly
clean and pure images and sound, we see how a marble block
begins its journey of transformation from China to Europe on
a factory ship, where five Chinese sculptors carve out a classi-
cal column with a Corinthian capital. Therefore, an example
of antique European culture, which is a Chinese copy, arrives
in Europe, and the fact that the time and space of its creation
corresponds to the time and space of its transportation under-
lines the importance of the process of its transformation. The
fact that the column is seen lying down makes us think again:
are only half-finished columns still being made or those which
are in ruins displayed lying down? And a column which is still in
“operation” is always set up in a standing position and fulfils the
functions of a support? Columns remind us a little of horses who
never lie down, only when they die... How would you explain the
point of this complex work?

A.P.: Before the idea, in this work, there was a story. Someone
told me that there were these factory ships on which they produce
these marble sculptures. When I encounter such a story, what in-
terests me is its visual potential. [ found very powerful the idea
of an antique model that travels from the east and returns to the
west through this physical journey across the ocean of the Chinese
sculptors on a ship. I was struck by the fact that, present simultane-
ously on the one hand, is the beauty of an artefact, a classical exam-
ple, and on the other, the dynamics of our modern world with its
political contradictions, with exploitation of labour and China as

vas kolonnas apstrades faze vai ari tas, kas ir drupas, sagrautas?
Vai kolonna, kas “darbojas”, vienmer ir piecelta stavus un pilda
balsta funkcijas? Kolonnas nedaudz atgadina rumakus, kas ne-
kad nemetas gulus, vienigi tad, kad mirst... Ka tu raksturotu $a
sarezgita darba jegu?

A.P.: Pirma doma $aja darba ir stasts. Kads man stastija, ka esot
tadi kugi-fabrikas, uz kuriem tiekot darinatas marmora skulptiiras.
Kad sastapos ar $adu stastu, mani ieintereséja ta vizualizacijas
potencials. Doma par antiku paraugu, kas celo uz austrumiem un
atgriezas rietumos ar $a fiziska celojuma palidzibu, kinieSu télnie-
kiem peldot uz kuga pa okeanu. Mani satrieca tas, ka vienlaikus
klatesoSs, no vienas puses, ir klasiska parauga artefakta skaistums,
un, no otras, ir jitama misdienu pasaules dinamika ar tas poli-
tiskajam pretrunam, darbaspéka ekspluataciju un Kina ka loti no-
zimigs speks misdienu globalas pasaules dinamika. Lik, kad viena
stasta ir tik bagats potencials, tad es sarosos, lai kaut ko daritu.
Tatad $is darbs ir dzimis, lai méginatu izpétit minéto potencialu, tas
nav tikai véstijums un basta, nozime un basta. Taja ir iespéjas, ko Sai
stasta saskatiju jau no pasa sakuma.

B.E.: Un gulosa kolonna?

A.P.: Liik, ja, gulosa kolonna sava zina nedaudz uzsver miera
stavokli, So gatavibu vél vienam celojumam, jo ta pagaidam nav atra-
dusi novietojumu. Tev gribas to teju vai noglastit, ta liekas aizmi-
gusi. Ta man skiet spécigaka gulus neka stavus. Un darba gaita es
atklaju vel citas kopsakaribas. Kads man stastija par kolonnu, ko
Konstantins no Romas parcélis uz Stambulu, bet Musolini lika aiz-
vest vienu antiku kolonnu uz Cikagu, lai godinatu kadu ita]u pilotu.
Doma par celojo$am kolonnam nav dzimusi tikai mana galva. Saja
stasta un faktos ir bijis kaut kas tads, ko es nebiitu var€jis atskarst,
paredzét ieprieks.

B.F.: Tava dailrade istenojas akvarelos, ellas gleznieciba,
télnieciba, izmantojot sintétiskos svekus vai marmoru, amatie-
riska video un HD ar neticami sareZgitiem tehniskiem risina-
jumiem. Visus tavus darbus savstarpéji saista kads pavediens,
tas nekad nav tikai tiri formals vai aréjs, bet bieZi jameklé dzi-
lakos rupestos. Kadi bus tavi nakamie gajieni?

A.P.: (smejas) Pateikt, kadi ir nakamie gajieni, Skiet pienemt
par passaprotamu, ka apaksa ir kaut kada preciza stratégija. Bet ne,
es ceru, ka spésu uzmanigi un dabiski skatities uz to, kas ir man ap-
kart, un te var notikt arl pavisam negaiditi pavérsieni. Man gribas
teikt - nakamie gajieni turpinas iepriekséjos, un skiet, ka ar to nav
maz teikts. Raugi, ir skaidrs, ka Saja darba ir iek$éja dinamika. No
viena darba dzimst nakamais. Bet vienmeér tajos ir logs uz stastiem,
kas atgadas ar mani paSu, uz attéliem, kas trapas mana cela, uz sa-
tiktajiem Jaudim. Lidz ar to tas viss sava zina ari nosaka manu darbu.
Sos gajienus nav iespéjams paredzét. Ir notikumi, kas tev atgadas,
tie kaut ko atmodina un, ta teikt, klast par sakuma punktu jaunam
dekam.

No itaJu valodas tulkojis Dens Dimin3

1 No vacu Menschen mit Migrationshintergrund. Seit un turpmak — tulk. piez.

2 It. Legge Bossi-Fini. Likums nosaukts parakstitaju — Berluskoni valdibas ministru
DzZanfranko Fini (Gianfranco Fini) un Umberto Bosi (Umberto Bossi) — varda; precizak —
Italijas Republikas 2002. gada 30. jdlija likums Nr. 189, ar ko maina Likumu par imigraciju
un arvalstnieku statusu. Bosi-Fini likums, cita starpa, paredz nelikumigo imigrantu
talitéju izraidiSanu no valsts. Amnesty International ir paudusi baZas par $ada reguléjuma
saderibu ar ANO BégJu konvenciju (1951) un patvéruma tiesibam.

a very powerful player in the dynamics of today’s globalized world.
You see, when there’s such rich potential in a story, it gets me going
and [ do something. So this work was born in order to investigate
this potential mentioned, and it’s not going to be just a message and
basta, a meaning and basta. It contains potentialities within it, ones
which [ saw in the story at the very beginning.

B.F.: And the column lying down?

A.F.:: Look, yes, the column lying down gently emphasizes a state
of peace, this readiness for one more journey, because it hasn’t yet
found its place. You almost want to stroke it, it seems as if it's asleep.
To me it seems more powerful lying down than standing up. And
in the course of making the work I discovered other connections.
Someone told me about a column which Constantine carried from
Rome to Istanbul or about Mussolini who also ordered the despatch
of an antique column to Chicago to honour an Italian pilot. The idea
of a travelling column didn’t just spring from my mind. There was
already something in this story and these facts that [ wouldn’t have
been able to conceive, or predict.

B.F.: Your creative works pass from water colours to painting
in oils, from sculpture in synthetic resin to marble, from amateur
video to HD with unbelievably complex technical solutions. All
of your works are mutually linked by some thread that is never
only purely formal or external, but often has to be looked for
among your deepest concerns. What are your next moves?

A.B.: (Laughs.) To say already what the next moves will be seems
to assume as self-evident that there is some precise strategy under-
neath it all. But no,  hope that I'm able to look at what’s around me,
carefully and naturally, and that something unexpected could hap-
pen here. I'd like to say - the next moves will continue the previous
ones, and that, it seems to me, is already a lot. Look, obviously there
is an internal dynamic in this work. From one job another is born.
But there’s always a window open to the stories I live, to the images
I find in my path, and to the people I meet. That is why all of this, to
some extent, also determines my work. You can never foresee these
moves in advance. There are situations that happen to you, which
awaken something and become, it could be said, the starting point
for a new adventure.

Translator into English: Uldis Briins

1 From the German Menschen mit Migrationshintergrund. Here and henceforth —
translator’s notes.

2 It. Legge Bossi-Fini. The law was named after its signatories — ministers in the
Berlusconi government, Gianfranco Fini and Umberto Bossi; more precisely — the Republic
of Italy Law No. 189 of 30 July 2002, by which the Law on Immigration and the Legal Status
of Aliens was changed. The Bossi-Fini Law, among other things, prescribes the immediate
expulsion of illegal immigrants from the country. Amnesty International has expressed
concerns about the consistency of this regulation with the UN Convention on the Status of
Refugees (1951) and on the rights to asylum.
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