PIERADINATAS NEJAUSIBAS

Barbara Feslere, maksliniece

Vai absolUta nejausiba (caso!) eksisté? Vai sakritiba vienmeér ir pilnigi
nejausa, vai ar ir iespéjams to kaut ka notvert? Vai madsu [Emumus
pilniba nosaka musu griba? Vai makslas darba attistibu pilniba nosa-
ka autora ieceres? Kadas attieksmes valda starp planoto un
neparedzéto, starp to, kas nak péksni? Ar makslas pasaulé nejausibas
jédziens atklats un lietots apzinati, vienlaikus ar vésturiski nozimigam
avangarda paradibam 20. gadsimta sakuma, un nekontrol&jamais, ar
to saistitas témas aizvien nodarbina ne tikai zinatnes aprindu pratus:
te prasities prasas piesaukt slaveno Einsteina citatu "Dievs nemétajas
ar Visuma spélu kauliniem” saistiba ar kvantu teoriju, par kuru péec
vina naves tika lauzti Sképi, — tas nav zaudéjis aktualitati art musdienu
makslas pasaulé, par ko liecina neskaitami pieméri, pieméram, Mena
Reja “Puteklu audzétava” (Elevage de poussiére), Dzeksona Polloka
dripingi jeb pilinajumi, Maksa Ernsta frotazas jeb berzéjumi un Dzona
Keidza skanu eksperimenti. Pédé&jos gados izstades par nejausibas
tému rikotas visas Eiropas malas, un simt gadus péc Malarmé un
Disana eksperimentiem pardomas par sagadisanas mehanismiem ir
muslaiku makslas refleksijas pilntiesiga un aizvien arkartigi aktuala
sastavdala.

Daza zina sagadisanas ir kluvusi par kulttras pasaules pilsoni
un pat muslaiku makslas izejvielu. Viens no iemesliem varétu but
aizvien lielaka apjéga par to, cik nozimigi musu dzives cela ir
nekontroléjami notikumi, kas nereti spgj izsist mus no sliedém vai
likt mainit sakotnéji nosprausto kursu. No otras puses, esam
atklajusi, ka integrét nejausibas savos planos, t. i, ka rékinaties ar
neparedzamo, ieradit tam vietu, vienlaikus novelkot ari robezas.
Runajot par neparedzamu notikumu lomu, butisks aspekts ir ari
tas, ka meés tos uztveram. Lai gadijuma rakstura elementam atras-
tos vieta un lai tas iegUtu kaut kadu nozimi, subjektam tas ir
“jakopj’, japamana un jaatpazist. Nejausibas faktors tad funkcioné
tieSi ka acu atvérégjs, tas liek mums paskatities uz arpusi, sakopot
domas un uzsukt dalu no stimuliem, kas lidz mums nonak. Bez
nejausibas elementa musu ikdiena butu gruti iemacities ko jaunu,
jo visa musu pieredze butu jau ieprieks noteikta un lidz ar to arl
iepriek§ paredzama. TieSi negaiditi notikumi, kas jauc ierasto
kartibu, mus sapurina un vedina uz talaku refleksiju. Pieredzes,
pardzivojuma lomu anglu empiriki uzskata par fundamentalu
savas izzinas teorijas, ieskaitot ari 20. gadsimta fenomenologus,
un es uzdrikstésos bilst, ka pieredze, kura vismaz daléji nav kaut
kas negaidits, neplanots, vispar nav iesp&ama, vispar nav
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iedomajama. Pieredzes guvéjam subjektam traktu intereses, ving
nebudtu atvérts iespéjai atklat uztvertas paradibas novitati.

Izstades, kas péta musdienu makslas attiecibas ar nejausibas
elementu, ir atrodamas visos limenos. Pieméram, Hannoveres
Sprengel Museum 2013. gada notika izstade ar nosaukumu “Tira
sagadisanas, neparedzamais no Marsela Disana lidz Gerhardam
Rihteram” (Purer Zufall, Unvorhersehbares von Marcel Duchamp
bis Gerhard Richter). Si izstade sakas ar Marsela Disana darbu
"3 parauglapijumi” (3 stoppages étalon), kur uz gridas nomesti tris
diegi metra garuma un uz koka Sabloniem parziméta $adi ieguta
forma, un beidzas ar Gerharda Rihtera darbiem - 8is makslinieks
izmanto gadijuma rakstura izvilkumu tehniku un nejausus skaitlus,
kas nosaka krasu sastavu. lzstadé figuréja ari citas makslas vésturé
pazistamas personalijas, pieméram, Kurts Sviterss ar savam
kolazam un Merzbilder?, Diters Rots (Dieter Roth) un Daniels
Sperri (Daniel Spoerri) ar t. s. Fallenbilder®, kur uz koka galda
fiksétas vakarinu atliekas, un i slazdbilde piekarta pie sienas.

Tapat Vacija (tikai agrak — 2010. gada) jauns makslinieks Romeo
Grinefelders (Romeo Grunefelder) noorganizéja personalizstadi ar
nosaukumu “Nejausibas princips” (Prinzip Zufall) galerija Kunst-
agenten / Feldbuschwiesner. Izstadé bija aplikojami fundamentali
pétijumeksperimenti par nejausibas tému. PEc makslinieka domam,
nejausibu nav iespéjams konstruét — ta atgadas ka traucéjums vai
iejauksanas, tas noliedz determinisma ideju, saskana ar kuru véra
nemams ir tikai tas, kas paklaujas nosacijumiem, proti, ir
manipul&jams, ka ari noraida pienémumu, ka par zinatnisku eksperi-
mentu ir uzskatams vien tads eksperiments, kuru iesp&jams atkartot,
jo tas péc definicijas izsledz neparedzamas paradibas.

Toties 2012. gada Sveicé, Freiburgas makslas telpa Fri-Art,
bija aplikojama izstade "Cela uz nejausibas gramatiku” (Pour une
grammaire du hasard). Fri-Art baltajas izstazu telpas tika raditi vi-
deo un ari gleznojumi, kuru tapsana izmantoti nejausi procesi,
pieméram, uz auduma uzmests cements (Analija Sabana (Analia
Saban)) vai, gluzi preté&ji, no darba vietu gridas nonemti délisi sa-
griezti vienada lieluma Cetrstros un piekarti pie sienas ka ready-
made sérija (Eriks Lindmens (Erik Lindman)).

Vélviens diezgan jautrs piemérs atrodams Stokholmas Bon-
niers Konsthall, kas 2013. gada izmantoja neparastas metodes, lai
reklamétu makslinieces Pilvi Takalas (Pilvi Takala) izstadi
“Nejausibina” (Slight Chance). Marketinga pasakuma ar nosaukumu

94 studija



Art by Chance pastniekiuz labu laimi dalija izstades apmeklétajiem
aploksnes bez varda un adreses, ka ari tika nosutiti e-pasti uz
adresém, kas nejausi atlasitas ar ipasu programmu.

Milanas galerija savukart 2013. un 2014. gadu ka tilts savieno
izstade "Kam vél no nejausibas bail?" (Chi ha ancora paura del
caso?)*. Izstadei, kas dzimusi no Karlas Pellegrini (Carla Pellegrini)
ieceres, faktiski par sakuma punktu bija nemti galeristes fondi.
Kurators Elio Gracioli (Elio Grazioli) izraudzijas jau pieejamo dar-
bu kolekcija eksponatus, kam pievienoja citus klasiskus un mo-
dernus darbus, pieméram, jau minéto Mena Reja Elevage de
poussiéere, resp., Uz Marsela Disana darba "Lielais stikls” (Le grand
verre) nosédusos puteklu fotografiju, un vienu Anri Miso (Henri
Michaux) tusas ziméjumu, kas tapis, maksliniekam atrodoties
meskalina iespaida.

Rupigak iedzilinoties izstaditajos darbos, var pamanit tadu ka
vadmotivu, sarkanu dziparu, kas vijas cauri dazadiem eksponatiem:
vispirms makslinieks izstrada metodologiju, noteikumu vai
uzbave iekartu, it ka butu veicams kads zinatnisks eksperiments,
péc tam Saja konstrukcija, Saja iepriek$ nolemtaja konfiguracija
savu lomu spélé nejausibas faktors, ko nevar apiet. Vienmer tiek
skaidri definéts mehanisms un ta robezas.

Marselam Disanam bija vairak neka skaidrs, ka nejausiba
vinam var kalpot par dzinuli, bet vin§ nekada gadijuma neatstaja
savu darbu izpildi nejausibas zina - sak, gan jau. Saistiba ar
"3 parauglapijumiem” vin§ 1913. gada atzina: “Ta bija varena pie-
redze. No svara bija tas, ka es spéju pienemt gadijuma rakstura
iedvesmu, — daudzus no maniem loti kartigajiem darbiem ir
iedvesmojusas pavisam nejausas tiksanas.’

Izstadé “Kam vél no nejausibas bail?” bija atrodami dazadi
pieméri situacijam, kuras nejausibas “ricibspéja” tiek ierobezota.
Pieméram, Amedeo Martegani darba lapas paliek pielipinatas uz
tejas krizisu dibena, bet japanu gleznotajs Kazuo Siraga (Kazuo
Shiraga) glezno ar savu kermeni, izmantodams to ka otu, — vins ir
iekaries virve, kas precizi nosaka vina darbibas perimetru. Slavena
Vincenco Anjeti (Vincenzo Agnetti) foto Skiduma Slaksti atstajusi
rotajumus uz preciza izméra fotopapira virsmas, kurus vin$ bija
izvéléjies un sagatavojis. Patiesiba jautajuma par spéles noteiku-
miem valda daudz lielaka vienpratiba, neka varétu domat. Ari par
Marinas Ballo-Sarmé (Marina Ballo-Charmet) dailradi es teiktu, ka
vina zina, kur liek kaju, kurp ved vinas cel$. Vina tekalé pa savu
dzivokli, apiedama majas soli, kaut ari apgalvo, ka més nebut ne-
esam noteicéji par savam ikdienas gaitam. Varétu teikt, ka vinas
gaitas atbilst daramo darbu iecerém, vinas apzinatas kustibas
sakrit ar darisanam, kas vinai kartojamas. Pie jostas ir piekarta vi-
deokamera, kas fiksé makslinieces noteikto un pardomato tra-
jektoriju. Nejausibas “robezlinijas” biezi vien ir jau novilktas, proti,
nejausiba ir ierobezota laiktelpa, tai ir ieradita vieta makslinieces
noteiktaja sistéma. Ta it ka ir pieradinata.

KorejieSu makslinieks Jae-Eun Choi aprok papira Cetrstarus
dazadas pasaules vietas, lauj tiem dusét miera Cetrus gadus un tad
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dodas tos uzmeklét un rok lauka. Rezultats ir Sokéjoss, jo zeme ik
reizi iekraso papiru dazados tonos un nokrasas. Makslinieka
noteikta planveida riciba ir devusi pavisam nejausu iznakumu.

Gija Debora (Guy Debord) meistarstikis savukart ir
“psihogeografiska dreiféSana” pilsétas ielas — subjekts lauj, lai vinu
uz priekSu ved viss nejausi sastaptais. Debors uzskata — lai izietu
no sevis, pietiek tikai nedaudz pacelt uz augsu acis un lauties
stkumu vilinajumam. Bet Oskars Domingess (Oscar Dominguez)
izveido savu monotipiju, samicot kopa divus papira gabalus.
Makslinieks Tano Festa met konfeti uz noteikta izméra auduma,
un Davids Moskoni (Davide Mosconi) rikojas lidzigi, izmantodams
dargakmenu puteklus. Divi makslinieki — Nikola Pellegrini (Nicola
Pellegrini) un Zils Zozefs Volmans (Gil Joseph Wolman) — izman-
to skocu. Nikola ‘iezogo” apkartéjo telpu, bet Zils lipina kopa
avizu burtus. Luka Vitone (Luca Vitone) savukart rada Romas por-
tretu, méneSiem ilgi uz balkona turédams baltu audeklu. Gaisa
esosie putekli un citas vielas pamazam veido ziméjumu — audekla
ka sirreala frotaza iespiezas zem ta esoso flizu linijas.

Var izvirzit hipotézi, ka patiesiba runa ir nevis par kontrolétu
nejausibu, bet gan sastatném, eksperimentalu konstrukciju, kura
nejausibai bus sava loma un ta ari noteiks galaiznakumu.
Makslinieka iecere tatad nosaka telpu, laiku un nejausas darbibas
metodi. Runa ir par pieradinatu un ierobezotu sagadiSanos, kas
tiek kontroléta, vai varbut pareizak butu teikt, ka tiek radita tikSanas
iesp€ja, mijiedarbe ar arpasauli, inscenéta sagadisanas.

Jautats par izstades idejas indikatoriem kurators Elio Gracioli
izsakas sadi: “Mans starta laukums ir doma par nejausibu ka
tikSanos. Disans sauc to par “randinu’, savukart Bretons — par
“objektivu nejausibu’, kas ir oksimorons tiesi tai zina, ka tu uzduries
kaut kam Skietami nejausam, bet péc tam tas paliek tava uzmanibas
loka, tu atskarsti, ka sastaptais nebut nav bijis nejauss, vai ari vélak
saproti, kada ir Sis tikSanas nozime. Nejausiba ir panakusies tev pre-
tim. Tu neesi vienigais, kurs raida domas tai virziena, uz to pusi, no
kuras ir sagaidami notikumi. Es nejausibu definétu tiesi ta — ka nodo-
ma un sakritibas tikSanos, kad kaut kas gadas.”

Uz jautdjumu, vai, vinaprat, pastav ar absolUta nejausiba un,
ja atbilde ir ja, tad ka vins to definétu, kurators atbild: “Nudien filo-
zofisks jautajums. Jamégina vispirms definét nejausibu, lai uz to
atbildétu. Péc manam domam, nejausiba pastav, tomér tada
izpratné, kada to ilustréjusi mouslaiku kultira, — sakot ar
psihoanalizi un beidzot ar zinatni. Ta ir aktiva nejausiba, kas nav
bezjédziga, absurda, nepieciesamibas pretmets, antitéze. Sada
nejausiba iet savus celus, ko més pécak skaidrojam ka nozimigus,
jégpilnus. Més vienmér no diegiem un dzipariem, noradém,
asociacijam, kontrastiem veidojam savu audumu, lidz ar to més
jebkura gadijuma no ta visa izvelkam kadu jégu, varétu teikt, pat
atrodam visa sutibu. NejauSiba mani fasciné ar savu atvértibu, ar to,
ka ir runa par citu logiku, kas atSkiras no deduktivas, linearas logikas.
Ari saistiba ar valodu. Més nespéjam lietot valodu nejausi. Vienmér ir
teikuma priekSmets, izteicgjs, papildinataji, ipasibas vardi, kas
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Dario Bellini. Teatri 1, 2, 3, 4 un 5. Objekti /
Dario Bellini. Theatres 1, 2, 3, 4 and 5. Objects. 120x30x15 cm
2013

Foto no publicitates materialiem / Publicity photo
Pateiciba maksliniekam / Courtesy of the artist

saskanojas ar lietvardiem, tos nevar iemest teksta, ka pagadas. Bet
vizualaja jomatasiriesp&jams. Teiksim, ka nejausiba maniinterese
tiedi vizuala puse.

To pasSu dihotomiju starp nodomu un nejausibu, proti,
planoto elementu un neparedzamibu, més sastopam ari kuratora
ikdiena, kad vinam nakas atlasit darbus. Tomér es gribétu teikt, ka
kuratora darbs nebut nav nejauss.

Saja sakara Gracioli norada: “Mana skatijuma kuratora darba
svarigaka loma, kas, starp citu, biezi vien man Skiet paliekam éna, ir
celt gaisma izstades ideju un tému, veidojot ekspoziciju. Sava zina uz
kuratora pleciem gulstas ari scenografa vai skatuves makslinieka
pienakumi. Runa nav tikai par ideju meklésanu un aktualako ideju
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izskatiSanu vai teksta generéSanu, drizak par musu aizveSanu uz
izstadi, kura ir vizuali elementi. Sis pienakums man $kiet ipasi pamests
novarta kolektivajas izstades, kas ir aplukojamas dazadas vietas.”

Lai ari Sis izstades uzstadijums varétu likties pilnigi nejauss —
nudien, darbi danco uz sienas ka tada konstruktivistu izstade —,
darbu izvietojums tomér ir pardomats pedantiski, lidz pédéjam
sikumam, skaidro Gracioli. “Patiesiba uzstadijuma veidosana ie-
dvesmojos no Malarmé teksta, ar ko aizsakas Sis témas aprite
musdienas. “Uzmestie kaulini nekad neatcels nejausibu” (Un
coup de dés jamais n'abolira le hasard) ir ar pirmais dzejolis, kam
ir loti ipass vizualais risinajums.® Lidz ar to galerijas sienas
funkcioné ka Malarmeé dzejola lappuses. Saja dzejoli patiesiba ir
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daudz rindu ar izlaidumiem un parravumiem. Rodas mijatsauces,
no kuram var aiziet lidz jaunam stastam, jaunam iespé€jam. To es
ari gribétu inscenét un iztirzat nedaudz sikak. Nestastit lineari, bet
piedavat ko lidzigu kartei, kas rada detalizétaku, atvértaku,
asociativaku ainu. Ar visiem kontrastiem.”

SagadiSanas var ienest korekcijas masu ikdienas rutina, un
makslinieki un kuratori prot tas likt lieta, buvéjot sporta zali, kura
bumba var atsisties pret sienam un lidot uz visam pusém.
“Randins” ar nejausibu nav oksimorons — nejausais eksisté tur, kur
mésto protam notvert ka batisku savas pieredzes un pardzivojumu
dalu, lidz arto aritur, kur més protam to pacietigi sagaidit. Ka alas
prieksa pelei uzglinoss kakis.
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1 Daudznozimigs vards, ari “gadijums’, “locijums’, “liktenis’, tas pats vards, ar ko
Vitgensteins sak savu Tractatus logico-philosophicus: Die Welt ist alles, was der Fall ist
("Pasaule ir viss, kas gadas”). Gan vaciski, gan italiski vards etimologiski saistits ar krisanu
(Fall<fallen, caso<cadere), tapéc tulkots ari ka "sakritiba’. Seit un turpmak — tulk. piez.

2 Kolazas ar kubisma un ekspresionisma elementiem, "dadaisms maksla”. Pirma
Svitersa Merzbild tapusi 1919. gada.

3 Fr. tableau-piége, angl. snare-pictures — “slazdbildes’, asamblazas jeb
akumulacijas, “sastindzinats realitates mirklis’, kur uz cietas virsmas saliméti un nola-
koti sadzives priekSmeti, trauku lauskas, édiena atliekas u. tml. Pirmo reizi paradijas ap
1960. gadu.

4 Skiet, apspéléts Edvarda Olbija lugas (1962) nosaukums Who's Afraid of Virginia Woolf?.
5 Sisir pirmais t. s. grafiskais vai vizualais dzejolis francu literatdira, pirmo reizi
publicéts 1897. gada zurnalad Cosmopolis. Latviesu lasitajiem ir pazistamas Gijoma
Apolinéra kaligrammas, sk. Klava Elsberga tulkoto dzejolu izlasi “Gajiens” ( Riga: Lie-
sma, 1985).

No italu valodas tulkojis Dens Dimin$
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Analija Sabana. Noliet (no gridas) #2
Analia Saban. Decant (from Floor) #2
2012

Foto / Photo: Primula Bosshard

Foto no publicitates materialiem / Publicity photo

Pateiciba maksliniecei un FRI ART Centre d'art de Fribourg /
Courtesy of the artist and FRI ART Centre d‘art de Fribourg

Aurelio Andrigeto, Elio Gracioli. Anjeti pret Boisu /
Aurelio Andrighetto, Elio Grazioli. Agnetti versus Beuys
120x20 cm

2013

Foto no publicitates materialiem / Publicity photo




Anri Miso. Bez nosaukuma VII. Papirs, tusa /
Henri Michaux. Untitled VII. Ink on paper
77x106 cm

1960

Foto no publicitates materialiem / Publicity photo

Mens Rejs, Marsels Disans. Puteklu audzétava Il. Fotografija /
Man Ray, Marcel Duchamp. Dust Breeding Il. Photo
1920

20x30.5cm

Foto no publicitates materialiem / Publicity photo



Oskars Domingess. Lauva — velosipéds. Papirs, tempera /
Oscar Dominguez. Lion - Bicycle. Tempera on paper
16.3x25 cm

1936

Foto no publicitates materialiem / Publicity photo
Pateiciba maksliniekam / Courtesy of the artist

Amedeo Martegani. Téjas sejas. Fotografijas /
Amedeo Martegani. Faces of tea. Photos
20x20 cm

2004

Foto no publicitates materialiem / Publicity photo
Pateiciba maksliniekam / Courtesy of the artist



TAMED CHANCE EVENTS

Barbara Fassler, artist

Does absolute chance (caso?) exist at all? Is contingency always
entirely accidental or is it possible to harness it somehow? Are
our decisions fully determined by our will? Do an author’s inten-
tions fully control the development of an artwork? What is the
interplay between the planned or the projected and unforeseen
interference, a sudden occurrence?

Even though in the art world the notion of caso, chance or
coincidence, had been discovered and deliberately employed
concurrently with other historically significant phenomena of the
avant-garde in the early 20th century, the theme of the uncon-
trollable and related topics continue to engage the minds not
only in scientific circles - let's call to mind Einstein’s famous say-
ing “God doesn't play dice with the world” in relation to his quan-
tum theory, hotly contested after the scientist's death — but
equally in the world of contemporary art, testimony to which are
Man Ray's Dust Breeding (Elevage de poussiére), Jackson Pol-
lock’s drip paintings, Max Ernst’s frottages (rubbings) and John
Cage’s sound experiments. In recent years, exhibitions on the
subject of chance have been held all over Europe, and one hun-
dred years after the experiments of Mallarmé and Duchamp, re-
flection on the mechanisms of chance is still a part of contempo-
rary art with full rights, and continues to be extremely topical.

In some respects randomness has acquired citizenship in
the cultural word, and has even become an ingredient of con-
temporary art. One of the reasons could be a growing compre-
hension of how important uncontrollable events are in the
course of our life, events that often enough can derail us or make
us change our course. On the other hand, we have discovered
how to integrate chance elements into our plans, namely, to take
the unpredictable into account, to give it space while at the same
time determining its limits. Another vital aspect, as regards the
role of unforeseeable events, is the way we perceive them. For a
random element to find its place and acquire significance, it must
be “cultivated’, the subject must notice it and recognize it. The
accidental factor then functions as an aperture which makes us
open our eyes and look to the external, concentrate our thoughts
and absorb a part of the stimuli that reach us. Without the ele-
ment of contingency in our everyday lives it would be difficult to
learn something new, as our experience would be predeter-
mined and thus also predictable. It is precisely the unexpected
events that disrupt the routine, shake us up and lead to further
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reflection. The role of experience was regarded by the English
empiricists as fundamental to their theories of cognition, as also
did the 20th century phenomenologists, and | dare say that expe-
rience without at least something unexpected is inconceivable,
otherwise can we continue to speak about experience at all? The
subject acquiring experience would lack curiosity, would not be
open to the opportunity of discovering the newness or originality
of the phenomenon perceived.

Exhibitions exploring the relations of contemporary art with
the element of the aleatory are found at all levels. For instance, in
2013, the Sprengel Museum of Hannover held an exhibition enti-
tled Pure Chance: The Unforeseeable from Marcel Duchamp to
Gerhard Richter (Purer Zufall, Unvorhersehbares von Marcel Du-
champ bis Gerhard Richter). It began with Marcel Duchamp’s
work, 3 Standard Stoppages (3 stoppages etalon), in which three
pieces of thread, each one metre long, had been dropped on the
floor, and the curve thus obtained was traced onto wooden tem-
plates, and ended with works by Gerhard Richter, who uses a
random selection technique or coincidental numbers to deter-
mine the mix of colours. Other historic art personalities featuring
in the exhibition were Kurt Schwitters with his collages and Mer-
zbilder?, and Dieter Roth and Daniel Spoerri with the Fallenbilder?,
in which the remains of a dinner were fixed onto a wooden table,
and this snare picture was hung on the wall.

Again in Germany (only earlier — in 2010), a young artist Ro-
meo Grunefelder organised a solo exhibition entitled Random
Principle (Prinzip Zufall) in the Kunstagenten / Feldbuschwiesner
gallery. On display were fundamental research experiments on
the topic of chance. In the artist's opinion, chance cannot be
construed — it occurs as a disturbance or interference, and breaks
with the idea of determinism according to which only something
that submits to rules (that is, it can be manipulated), is to be taken
into account. It also rejects the presumption that a scientific ex-
periment is only an experiment which can be repeated, as this by
definition excludes unpredictable phenomena.

In 2012, the exhibition Towards a Grammar of the Accidental
(Pour une grammaire du hazard) was held at the Fri-Art exhibition
space in Freiburg, Switzerland. In the white expanses of the white
cube of the Kunsthalle there were on show videos and paintings
created by random processes, for instance, cement thrown onto
canvas (Analia Saban) or, conversely, boards removed from
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workplace floors, cut into equal-size quadrangles and hung up on
the wall as a series of ready-mades (Erik Lindman).

Another rather amusing example could be found in Bonniers
Konsthall in Stockholm, which in 2013 used unusual methods to
advertise Slight Chance, an exhibition by artist Pilvi Takala. At the
marketing event titled ‘Art by Chance, postmen distributed enve-
lopes without names and addresses to random visitors, and e-mails
were sent to addresses selected at random by a special programme.

At the Galleria Milano, on the other hand, like a bridge strad-
dling the years 2013 and 2014 there was the exhibition Who is still
afraid of chance? (Chi ha ancora paura del caso).* The starting
point taken for the exhibition was born out of Carla Pellegrini’s
idea of using the gallery collection. Curator Elio Grazioli chose
the exhibits from among the works already available and added
to them other pieces, classical and modern, for instance Man Ray's
Elevage de poussiére, that is, a photograph of dust settled on Marcel
Duchamp’'s work and also Le grand verre, and an ink drawing executed
by Henri Michaux while under the influence of mescaline.

On deeper scrutiny of the works on display, one notes some
kind of leitmotif, like a red thread running through the various
exhibits: an artist first of all devises a methodology or a rule or
builds equipment as if it was a scientific experiment, and then the
element of chance plays its role in this construction, in this pre-
mediated configuration which cannot be avoided. The mecha-
nism and its limits are always clearly defined.

For Duchamp it was obvious that chance can serve as a
stimulus, but on no occasion did he leave the execution of his
works to chance - as if to say, whatever will be will be. As regards
3 Standard Stoppages he admitted in 1913: “It was a great experi-
ence. It was important that | could welcome a random inspira-
tion — many of my most carefully organised works have been
inspired by chance meetings.”

The exhibition Chi ha ancora paura del caso contained vari-
ous examples of situations in which chance’s “range of action” is
limited. For instance, the sheets of Amedeo Martegani's work re-
main pasted to the bottoms of tea cups, while Japanese painter
Kazuo Shiraga paints with his body, applying it as a brush — he
has suspended himself from a rope which precisely fixes the pe-
rimeter of his action. The splashes of photographic acid by the
famous Vincenzo Agnetti have left ornamentation on the surface
of photosensitive paper of exact dimensions that the artist had
chosen and prepared. In fact, there is much greater unanimity
about the rules of the game than one might think. As regards the
creative work of Marina Ballo-Charmet also, | would also say that
her steps are intentional, she knows where her path is leading. She
bustles to and fro around her flat, doing her usual household chores,
although she justly asserts that we have no control over all our daily
comings and goings. One could say that her movements match the
intentions for the work to be done; her conscious actions are in
keeping with the chores she has to do. A video camera affixed to her
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belt traces the trajectory as defined and considered by the artist. The
“margins of the game” of chance have been drawn, namely, chance
is enclosed within time and space, it has been shown its place in the
system that the artist has devised. As though tamed.

Korean artist Jae-Eun Choi buries paper squares in various
locations across the world, lets them rest in peace for four years
and then goes to find them and digs them out. The result is as-
tonishing, because the soil colours the paper in various shades
and hues. The artist's intentional systematic action has yielded a
completely random outcome.

Guy Debord’s work in turn is a “psycho-geographical drift-
ing” in city streets — the individual allows himself to be led on-
ward by everything encountered by chance. Debord believes
that to exit from yourself, it is enough to raise your eyes just
slightly upwards and yield to the lure of detail. Oscar Dominguez,
however, creates his monotype by crumpling together two piec-
es of paper. Artist Tano Festa drops confetti onto piece of fabric
of certain dimensions, and David Mosconi does something simi-
lar using gemstone dust. Two artists — Nicola Pellegrini and Gil
Joseph Wolman - use sticky tape. Nicola “fences in” the sur-
rounding space, while Gil pastes together newspaper letters.
Luca Vitone creates a portrait of Rome by keeping a white canvas
on his balcony for months. The dust and other substances in the
air gradually create a design — the lines of the tiles underneath
press into the canvas like in a surreal frottage.

One can put forward a hypothesis that it is not so much a
matter of an uncontrolled chance event, but rather of a kind of
scaffolding, an experimental construction in which chance will
play its role and decide the final outcome. An artist’s intention
therefore determines space, time and the method of random ac-
tion. Itis a matter of tamed chance which is controlled within limits,
or perhaps to put it better, one creates the opportunity for a meet-
ing, interaction with the external world, a staged coincidence.

When asked about the idea behind the exhibition, curator
Grazioli expresses himself as follows: "My departure point is the
idea of chance as a meeting. Duchamp called it a “rendezvous’,
while for Breton it was “objective chance” which is an oxymoron
in the sense that you come across something seemingly acci-
dental, but then it remains in the focus of your attention, and you
realise that what you encountered was not accidental, or else
you realize the significance of the meeting in retrospect. Chance
has come forward to meet you. It's not just you projecting
thoughts towards the events that happen. | would define chance
just like that — as a meeting between intention and conincidence,
something that occurs.” To the question of whether he thinks that
absolute chance exists, and if yes, then how he would define it,
the curator replies: “That's a philosophical question indeed. First
you need to try to define chance in order to answer. In my opin-
ion, chance exists, however, in the sense as has been illustrated
by contemporary culture — from psychoanalysis to science. It is
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an active chance, it is not senseless, not absurd, not the opposite
of necessity or an antithesis. Itis the kind of chance that seeks its
own ways which we interpret later as something meaningful. We
always weave with the elements of thread and yarn, clues, asso-
ciations, contrasts, and thus we extract meaning from all that,
one might say, even find destiny in it. Chance fascinates me by its
openness, the fact that is has some other logic, different from
deductive, linear logic. Also in relation to language. We are una-
ble to use language at random. There is always a subject, a pred-
icate, objects, adjectives that agree with nouns, you cannot
throw them about in a text any old how. But in the visual realm
you can. Let's say, chance interests me from this aspect.

We also encounter the same dichotomy between intention
and chance, that is, between the planned and the unpredictable
elements, in curators’ daily tasks, when they have to select works.
Hence we could say that a curator’s work is anything but random. In
this regard, Grazioli affirms: “The most important part of a curator’s
work and which, by the way, more often seems to remain in the
shadow, is to render visible the idea and theme of an exhibition
through the arrangement of the display. The curator carries some of
the duties of a scenic designer, is responsible for the visual. It is not
so much about a quest for ideas, an examination of the most topical
ideas or writing a text, but rather about setting up an exhibition that
comprises visual elements. This seems to me the most neglected

DDB Stockholm tiesa marketinga kampana

Pilvi Takalas izstadei “Nejausibina”

Stokholmas Bonniers Konsthall /

Direct marketing campaign by DDB Stockholm for
the show of Pilvi Takala Slight Chance

2013

Foto no publicitates materialiem / Publicity photo
Pateiciba maksliniecei / Courtesy of the artist

aspect in group exhibitions which | see around various locations.”

Even though the layout of the exhibition could seem totally
random - indeed, the works dance on the wall as if in an exhibi-
tion of Constructivist artists — nevertheless, as Grazioli explains,
the placement of the works has been pedantically thought out,
down to the minutest detail. “In fact, the set-up was inspired by a
Mallarmé text which is the origin of the contemporaneity of the
theme. "A throw of the dice will never abolish chance” (Un coup
de dés jamais n'abolira le hasard) is the first ever visual poem with
a very particular visual solution®. Thereby the gallery walls func-
tion as the pages of Mallarmé’s poem. The poem in fact contains
many lines with omissions and gaps. This creates cross-referenc-
es leading to a new story, new opportunities. This is what | wish
to put on show and discuss in greater detail. Not to tell a linear
story, but to offer something like a map that shows a more com-
prehensible, open, associative scene. With all its contrasts.”

While chance unexpectedly interrupts and interferes with
our daily routine, artists and curators know how to take advan-
tage of these by building a sports hall where a ball can hit against
walls and fly in any direction. The “appointment” with chance is
not an oxymoron: the accidental exists only wherever we are able
to appreciate it as an essential element of our experience, and
consequently also where we know how to wait patiently. Like a
catin front of a mousehole.

Translator into English: Sarmite Lietuviete

1 Here and henceforth — translator's note. A word with multiple meanings, also meaning ‘occurrence/instance’, ‘case’, ‘grammatical case’ ‘fate/destiny/fortune’ It is the same
word with which Wittgenstein opens his Tractatus Logico-Philosophicus: Die Welt ist alles, was der Fall ist. Both in German and Italian the word is etymologically related to falling

(Fall<fallen, caso<cadere) and hence is also translated as ‘coincidence’.

2 Collages with elements of cubism and expressionism, "dadaism in art”. Schwitters’ first Merzbild was done in 1919.
3 Fr. tableau-piege, Eng. snare-pictures — assemblages or accumulations, “a frozen moment of reality’, featuring household items, fragments of dishes, food leftovers etc. glued

onto a hard surface and lacquered. First appeared around 1960.

4 It seems like a pun on the title of Edward Albee’s play Who's Afraid of Virginia Woolf? (1962).
5 This is the first so-called graphic or visual poem in French literature, first published in Cosmopolis magazine in 1897. The Latvian reader will be familiar with Guillaume Apol-
linaire’s calligrams, see the poetry collection Gajiens (Riga: Liesma, 1985), translated by Klavs Elsbergs.
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