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Dosar tematic coordonat de
Diana Marincu st Anca Mihuke

Traduceri realzate de:
Mircea Laske, Carmen Dobre, Laura Bakomiri

Consultant redaclional: Alxandru Polgéar

Malerialul vizual din expozilia I Palazzo
Enciclopedice provine din arhiva de fotografie
on-line a celei de-a 55-a edifli a expozife
internationale de artd la Biennale di Venegzia,
2013. Foto credit: Francesco Gall, Courtesy:
la Biernake di Vanazia

Thematic dessier coordinated by
Diana Marincu si Anca Mihule]

Transkafions by:
Mircea Lasko, Cammen Dobre, Laura Balomirl

Consultant of the editonal office:
Aleandru Polgar

The visual material llustrating the exhibition
il Palazzo Enciclopedico ofiging from the
on-line picture archive of the 5&th edition of
the International Art Exhibition of la Biennale
di Veneria, 2013. Photo credit: Francesco
Gall. Courtesy: la Biennale di Venezia

Introducere

in cartea publicata in 2012, Thinking
Contemporary Curating, criticul de arté
australian Terry Srmith vorbeste despre bienale
ca find Jormatiuni structurale” si deci funda-
rrentale pentru expunarea artel contempo-
rane. El considerd ci operele de artd prezen-
tate |3 bienale depagasc limitérie normale ale
sistemulul de arti, ldsénd loc unor posibilitat)
variate de exprimare a ideilor i de interpretane
a unor sublecte necbisnuite, dincolo de ten-
dintele provinciale ale institutilor de arta,

Dinfre toate bienalkele de artd din lume,
Bienala de la Venslia a fosl dintotdeauna un
Caz priviegiat — cea mai veche, cea mal com-
plexa, cea mal capabid s3 Imbine localul cu
Internationalul, asteptarile cu o realitate bine
madarata, La Venalia, pentru sase unl la
fiecars doi ani, arta este In caranting; chiar i
scepticll sunt atrasi de pavilioaneke care
reprezinta o ¢ale de acces unica spre sensi-
hilitatile si proleclile vizuale ak difertelor
rialiuri sau grupur de oameni.

Raspunzand invitaliel primite din partea revis-
tei AHTA, noi (Diana Marincu $i Anca Mihulel)
am ncercat 8 pregatim un dosar care dis-
Cutd, pe Bnga editia din acest an a Bienalel sl
participarea romaneasca, aspecte privind isto-
ria acestei expoziti globale, aldtur de cateva
studhi de caz din trecutul recen! al reprezema-
fii oficiale a Roménial ta Blenala,

Atunci cand am concepul acest dosar, ne-am
qgandit la un grupa| de texte care sa cuprinda
trel planun tematice dispuse firesc sub forma
unei refele fluide de idei g de sublecte aduse
in disculie de Bienala din acest an. Cele trei
sectiuni formeaza un corp de Imagini i taxte
care incearcd si confureze profiul aceste
edifi a Bienalei In contextul artistic internatio-
rial. n egald masurd, selectia exploreazy
laboratorul creatiei si reflectiel teoretice din
rriezul invizitdl al oricaral expozitl importante,
accentudnd strategille curatoriale i metodele
de lucru prin care prezentarea unor opere de
artéd castigd subsianta.

Prirul plan urrmareste practicile vizuale sl dis-
cursive prin care citiva artisti si curator si-au

articulal proiectels in cadrul Bienake, Tn acest

sens, l-am imitat pe Massimiliano Gionl, cura-
torul desemnat pentru aceasta edilie a Bena-
lei, 54 detaleze intr-un dialog procesul prin

care a at formd expozita sa i Palazzo
Enciclopedico si mizele cercetdri sale. Acestu
interviu il urmeaza texdul lui Viadimmir Vidomar,
curatorul asistent al pavilionului sloven, care
derbate cadmpul teoretic descris de antista
Jasmina Cibig prin proiectul For Our Exonomy
and Culture, aducind in discutie relatia dintre
cunoagiera, putere si subiect in constituirea
ierarhiior ideologice care definesc prezentul,
O alta contributie 1 apariine curatorulul Gerda
Paliusyte, care l-a Invital pe artistul Jason
Dodge =3 explice anumite dirscli curatorial-
artistice regisite in expozitia Oo din Pavillonul
cormun Lituania / Cipru. Francesca Franco,
storic de artd preocupat de relatia dintre arts
si iehnologie, citeste istoria Bienaled sl edifia
din acest an prin prisma prezente artei
digitale.

Al doillea plan tlematic are ca nucku partics-
parea Roméaniel la Bienala recent Incheiaté,
Concentrandu-se pe cele doua reprerentari
naficnale, O refrospactivd imalenaid @ Rlanslel
de la Vanstia (Pavikonul Romédniei din Giarding
sl Centru ofe reflaclie pentru istoni suspanda-
te. O Mcarcana (Moua Galerie a institutului
Rorrén penfru Culturd $l Cercetare Urmanis-
ticd), Adriana Oprea, Mirela Tanta §i Louise
Anne 0. Marcelino analizeazd cele doud
proiacte ntr-0 sferd crilicd largl de idai si
referinte, care deschide mulliple interpretar,
Aceasta seclune a dosarului s2 ncheie cu un
text al Elecnorei Farina, in care opera Getei
Bratescu este privitd in relalie cu cea a lui
Gianfranco Baruchello, artist italian din
aceeasi generalie, ambii inclusl de
Masimiiano Gioni i i Palazzo Enciclopedico.

A treia sectiune se concentreazd pe arhiva
unor momente marcante din istoria participari
Romaniei [a Bienala de 1a Vienefia. Intenviul luat
Dariei Ghiu de catre Valenting lancu
puncleazd citeva date istorice, urmarind
raporiud dintre ideologla politic si selectia
artigtilor din pavilionul roménesc de-a iungul
timpulul, din 1924 pand astazi. Horea Avram
scrie la randul sy despre un moment nseme-
nat al prezentel Rorméniel la Bienald, in 1999,
anulin care s-a organizat pentru prima cara
un concurs public de seleclie a prolectelor si
In care el a fost curatorul expozitiel Alberti's
Open Window / Windows 98 — Cpen, de la
Instituiul Romén din Venelia, Dosarul se
incheie cu un text scris de Calin Man (5ial



participant la Bienald in 2003 cu kinema ikon),
care maditeard dintr-o parspectiva ronica si
uneor chiar ludicd asupra ideii de etichetare a
artei digitale cu un termen de valabilitate si
asupra raportul dintre material $1 imaterial
generat de aceastd actiune absurdi,

Intentia noastra editoriald a fost 54 prezentdm
o versiune mai prietenoasa a evenimentului
descris de bienald, una care sa se concen-
treze mai mult pe starea internad a artigtilor si a
curatorilor decat pe punctels forte ale specta-
colulul in sine, Ultimele comunicate de presd
facute publice de institutia Bienalei aratd c&
Falazzo Enciclopedico a fost vizitat de un
numar aproximativ de 475,000 de vizitator;
acest aspect alat de practic aduce multa
energie in jund expoagtilor i a paviloanelor
care deconspira sinele si creeaza medii duale
— pentru and g observatorii el

Glarta
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The first direction we expiorad foliows the visuai
and discursive practices through which several
artists and curalors aticulsted their projects in
tha frames of ihe Biennial. Therefore, wa invited
Massimiiano Gionl, the curator of this edition of
the Blannial, 1o tak about the process that
shaped his exhitition f Palzze Enciclopadico
and about the implications of his research,
Wiadkmir Vidmar, the assistant-curaior of the
Slovenian Paviion discusseas the theoratical
fisid described by artist Jassnina Cibic in her
project For Owr Economy and Culture, focusing
an tha refation batween knowledos, power and
subject that becomes visible while clarfying the
ideciogical hisrarchiss that define our prasant.
Arather contribution balongs to curator Genda
Pafisyte, who invited Jason Dodge to explain
certain curatonal and artistic tendencies pra-
sented in the exhibition Oo, showcased in the
united Pawiion of Lithuana / Cyprus. Francesca
Franco, an art hisionan preoccupiad with the
refationship between art and technology,
interprets this adition of tha Biennial through
the presence of digital ar.

Our next concem was the Romanian participa-
tiart &t the racently concluded Biennial,
Concenirating on the two natioral represanta-
tions, An immaterial Retrospective of the Venics
Biannale {The Rormanian Paviion in Giarding
ard Raflection Center for Suspendad Histaries.
An Attampt (Tha New Gallery of the Romanian
Institute for Cutture and Hurmanstic Research),
Adriana Ciprea, Mirela Tanta and Louisa Anna
[, Marcelino analyze tha two projecis ina

broad criical realm of ideas and references,
which open up multiple nterpretaticns. This
section of the dossiar ends with & text written
by Elecnora Farina in which tha creafion of
Geta Brétescu is interpreted in connection o
that of Gianfranco Baruchello, an liallan arfist
from the same generation, both selacted Dy
Massimilizno Gieni for I Palazzo Enciclopedica.

Thias third section concentrates on the archiva of
SOME prominert morments in the history of the
Fomanian participation &1 the Venice Biennals.
The interview batwaan Dana Ghiu and Valentna
lancu punciuates a few histoncal data, folowing
the relation: behwsen the political idaclogy and
the sslection of artists from the Romanian pawi-
fice in tirne, from 1824 until 1oday. Horea Awam
wiites about an important tum in the Romanian
reprasantation at the Biennial, in 1989, the year
when the first public competiticn for tha se-
laction of propcts had been organzed; in the
same year, ha was the curator of the exhibition
Alberti's Open Window £ Windows 83 — Open,
opanad at the Romanian Instiuta in Vanice.
The dossier concludes with a texd signed by
Ciin Man (wiho participated a fre Bisnnial in
2003, with kinema en) that meditates from an
ironic and somatimes ludic perspective on the
iciea of tagging digial art with a valicity term ano
on the balance between material and immaterial
generated by this absurd action.

Ciur ediicrial intention was o display a friandlier
visicn upon the Dlennial-evant, one that wouid
focus mora on the state of mind of artists and

curators rather than on tha highights or tha
spectacle within, The latest press releases from
the Biannale show that if Palazzo Enciciopedico
was visited Dy an approxmate number of
475.000 visitors, which brings a lot of enengy
around exhiitions and paviicns that de-con-
spired the saif and craated dual ervironments -
for art and its chaenvers,

LEGENDA FOTOGRAFI / CAPTIONS:

1- Mariro Auritl, Paloiu enciclopedic &l umi, ca. 1950,
vedaie asupra expoZitiel din Arsenale, I Palazzo
Enciclopedico [p. 6)

Maring Auriti, Enciciopecic Palace of the Worid, ca.
18508, axdebition view 0 Arsanale, § Palarro
Enciclopadica [p. 6

2 - Adexancra Pirici gi Manus! Pelmus, O refrospectivi
Imateniati a Benalel de la Venetia, if Palazzo
Enciciopadico, Lucrarea imerpretati: "+ AND -7,
ingtalatie de Mona Hatoumn, cea de-a 51-a editie a
expoziiel inermationals de and la Blennale din Venezia:
Ahways a Lithe Further, 2005, Foto credit: Eduard
Congtantin, Courtesy: arligti

Alaxancra Pincl and Manusl Pelmus, An inmatersl
Ralrcepactive of the Vanice Biannala, § Palarro
Enciclopadico, Enactment of "+ AND -, installation by
hona Hatoum, 515t hiemational Aq Exhibition & Blernale
o Vanazia: Aways # Litile Further, 2005, Pnoto: Eduard
Congtantin, Courtesy: the artiste




Massimilano Gioni in dialog

cu Anca Mihulet

Anca Mihulet: Complexitatea expozitiei If
Palazzo Enciclopedice si continutul lucrdrilor
expuse sunt rezultatul unui proces

mental elaborat, al unui temeinic parcurs
stiinfific. Cum ai construit cercetarea pentru
Palatul Enciclopedic si ce cadru temporal
ti-ai stabilit?

Massimiliano Gioni: Felu in care lucrez, mai
gles Tn cazul unal bienals, este parte a unul
proces organic. in prima faza imi imaginez
mai multe benale sau expozaiti posibile -
construiesc imagini mentale pentru patru sau
cinci tipuri diferite de expozitie, iar apoi incerc
s I reduc la doud sau trel posibilitat. In
decursul acastui proces de distilare, incep sa
mé documentaz despre doud idei complet
opuse, dupa care decid traptat care dintre ale
este cea mal interesantd, sau cea mai sur-
prinzétoars, concentrandu-ma apoi asupra
acestela din urmd. In aceasts fazé, odaté
latd decizia conceptuald in sine, incep s ma
documentez Tn tral directi — pe de o parte
daspre artisti contemporani, unde disting
doud categori: artisti in viatd i activi, res-
pectiv artisti pa care nu-i cunosc. Catecdata
cer sugasti sau conslt liste de artisti de la
diferite expozifil si, cand se intdmpld 53
gasESS Un NUme pe care nu-l cunoss, solicit
un portofolu. A doua metoda prin care Tmi
imbundtatesc cunostintele despre o tema
anume este lectura. Gitesc fie de unul singur,

fie cu ajutorul unei mici echipe. '!mpreuné
pregatim un fel de grup de lecturd sl o bi-
bliografie; distribul flecdiruia céte un material,
dupa care fiecare impuls ideatic genersazi
noi 5 nol lectur, A trela parte a procesului de
cercetare esta fie cautarea unor materiale
despre artisti pe care T cunose i cu 2 clror
lucrdri irebuie s ma refamilarizez, fie urmarea
unei sugesti sl incercarea de a afla mal multe
daspre cate un artist sau o operd specifica.
Pa l&dngd aspectele mantionate mal sus, a
existat o munca aparte dadicatd amplasarii in
spatiu a expozitiel, un lucru pa care 1 fac de
fiecare daté. Practic, incerc ca intotdeauna =4
proiectez expozitia pe masura ce se dezvolta
conceptual. Gu cit se apropie data deschide-
ri, cu atat se contureazd mal exact localizarea
fiscirui obiect in spatiu si dialogul 58u cu
Ccelelalte oblecte expuse, Pentru mine, proce-
sul de projectare a expozitiel =8 Impleteste cu
cel de concepera a el si de documentare
asupra cbiectshor si artigtior. Gand imvit un
artist 28 participe la o expozitie da grup, ar
trebui 53 stiv unde frebuie amplasat obiectul,
si nu c2 asteptdni =3 am da la artist, decarece
pentru fiecare artist si fiecare lucrare trabuie
sd existe un context.

AM.: Expozitia stameste un interes

deosebit prin faptul ¢& ai inclus numeroase
lucréri noi, realizate special pentru aceasta
editie a Bienalei. Ai lucrat in mod direct cu

Bienala e fa Venetia //

artistii pantru realizarea acestor lucrari sau
realizarea unor noi seril de obiecte si lucrén
video a facut parte din procesualitatea de
care vorbeai?

M.G.: Pantru genul de expozilii pe care
doresc s& le realizez, in spacial in cazul unei
axpozifi tematice care are o semnificalie sau,
luat n ansamblu, mal mults semnificati nu imi
place 58 includ doar lucrln nol pentru ¢ de-
mersul ar fi prea dezordonat. in acelag! timp
insd, nu vreau i prezint doar |ucrér deja
axistents. fn cels din urms, expozitia trabuie
=4 fie 0 combinatie intre cale doud genuri de
lucran, Tntr-adevdr, am facut efortul de a inte-
gra foarte multe lucrdn noi. Am incercat s3
vorbesc in detaliu cu artisti care realizau lu-
crén noi, asthel incat ei sa intaleagd contexiul
in care urmay =3 fie expuse lucririle, ar ey s3
infeleg intentiile lor; dar am incercat sa o fac
f&ra =& devin agresiv sau sa imi impun punctul
de vedera. In particular, aceasta expozitie s-a
pozifionat carecum invers fatd de tipologia
unei bienale, cara creeazd de fiecare dati
confuzia, fiecare facand ce doregte gi igno-
rand legaturile dintre lucrdn, Am vrut ca expo-
zifia din pavilionul central 53 se lege ca un
dialeg coerent intre lucrari, cane astfel se po-
tenteazd una pe cedlalts. Nu e revoie sa
cunosc manifestares fizicd a unel lucrr nol,
dar trebuie 58 am cal pulin o iImpresis gena-
rald asupra e, care i imi permitd 53 o




LEGENDA FOTOGRAFI / CAPTIONS:

1 - Vadere asupra axpozitiei din Pavikonul Central din
Giardini — Walter Pichler, Bewegishe Fgur {Figurd
mobild), 1982 i Figurdl compusd (Cap de Diater Roth),
1998 s Fudol! Steiner, diverse desene pe tabed, 1923, 1
Palazzo Enciclopedico (p. B)

Exhibaition vieew' of tha Cantral Pendiion in Gigeoini — Wiater
Ficiar, Bewwegizhe Figur Wovabie Fgue), 1982 and
Composite Figune (Haad by Dieter Roth). vl
Fudoll Steioer, verious blckboand ceepsangs, 1823,
Falizo Fnocipedioo [p B

2 - Dorothea Tanning, Autoportrel, ulel pe pdnza, 1944,
N Patazzo Enciciopedico

Dowathea Tarring, Self-Portad, ol on carnas, 1844, 0
Falaz Enciciopedico

4 - Dorothea Tanning, Adevénd despre comete, uel pe
phanzad, 1945, I Palazze Enciciopadico

Dorothaa Tarning, The Traf Abour Comeds, ail on can
wvas, 1845, I Falagno Enoiciopedico
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relationez cu celelalte piese. La nived practic,
in unele cazur aceasta a insemnat ca a tre-
buit =& gisesc finantarea necesard pentru
realizarea respectivei lucran. Cu toate aces-
tea, mulfi dintre artigti au fost foarte generogi,
finantandu-si e insisi lucrarie.

AM.: Care sunt inovatiile pe care le aduce
expozitia ta in privinta metodei curatoriale?
Am vorbit cu numerosi vizitatori care con-
siderd cd metoda ta este puternica si
impunatoare, observand de la intrare ca
exista ceva nou in formula propusa...

M.G.: intr-un fal, acest tip de expozitie cars
combing lucran actuale cu unele mai vechi,
artisti recuncscuti cu personaje care nici ma-
car nu sunt artisti in sensul strict al cuvantului
sl care include colectil de artefacte este emi-
namente durabil, Este un format pe care l-am
experimentat in repetate rindun — de exem-
plu, la Bienala de la Gwangju sau in unele
expozitii tematice de la Mew Museum. Desi-
gur, ¥ Palazzo Enciclopedico este cea mai
vasta expozitie de acest tip, pe care -as numi
expozitie de cercetara sau expozitie pedago-
gicd, s care a fost cea mai vizitatd dintre cele
pa care ke-am curatoniat pand acum,

Astfel, procedeul nu a fost unul inedit pentru
mine. Am incercat sa ma folosesc de expe-
rientd, dar in acelasi timp intentia mea a fost
& realizez o expozitie cum nu am mai vazut
in uttirul timp, pe care nu am mai simfit-o,
adici un tip de expozitie cane a existat in tre-
cut, dar pe care nimeni nu-l mai practica
acum. Poate ¢ in acest amanunt rezida ine-
ditul i, Pentru un curator, noutatea nu ar tre-
bui 3 fis principala preccupare. Grija cura-
torului ar trebui 84 vizeze felul in care se poate
construl un ansamblu in care diferitele com-
ponente isi sporesc reciproc seminificatia, in
care hucririle stau marturie pentru ele insele,
dar =i pentru totalitatea expozitiel. Bineinteles
¢ orice curator isi doreste s facd ceva care
depaseste un prag in privinta continutului sau
formatului unei expoziti. Dar nu-mi place cénd
curatoni incearcd atat de viadit s& schimbe
regulile jocului incat expozitia deving mai mutt
despre & insisi sau despre robul bor decét
despre lucrarile de arta in sine. Ma bucur ca
mentionezi idesa de noutate si ca multi vizita-
tori au simtit ca se afld intr-o altfel de expo-
#itig. Sunt fericit. chiar daca am enervat anu-
mite persoane. Dar noutatea este o notiune
volatild si trebuie gasit punctul de echilibn in
care noutatea nu este singura ratiune, Sunt
mai interesat de ideea de schimbare, da
gasirea unui format care largeste discutia
despre rolul si pozitia artistilor contermporani i
a unei expoziti de artd contemporand.

AL Stiu cd ai dat multe interviur 5i ca ai
discutat multe aspecte ale abord&rii tale in
alcatuirea acestei expozitii. Te-as intreba
cum ai construit dou# péri distincte ale
expozitied, cum ai investit in lucrér capaci-
tatea de a crea o expunera unitard, care
insd mentine tensiunea discursulul - pe de o
parte sunt expuse lucrin de Rudolf Steiner,
Walter Pichler gi Tino Sehgal, reunite intr-un

spatiu incércat de senzatii contradictorii; ca
privitor, ai reflexul sa eviti greseala de a
conturba aceastd armonie, devenind astfal
parte a ansamblului; pe de alta parte,
pictura realizata de Dorothea Tanning,

care aminteste de scoala de peisaj de la
Bruxelles din secolul al X\-lea, apare ca o
introducere si o concluzie la lucrarea spec-
taculoasd de Fischli & Weiss, in care dis-
tanta scurtd dintre numercasele piese
sugereazd o familiaritate impletitd cu un
umor nedisimulat (nu ne putem opri din ras
atunci cand ni-i imaginam pe Mick Jagger si
pe Brian Jones intorcandu-se acasa satis-
facuti dupd ce au compus "l can't get no
satisfaction™ — spectatorul este activat, dar si
relaxat, pentru ca umaorul si confuzia functio-
neaza intotdeauna foarte bine impreuna.

M.G.: Pentru inceput, am ales s ma abtin de
la gesturile declarative pe care le intélnim, de
obicel, in sala principald a pavilionului central
si care lasa impresia unui gest grandios, tipic
mai degrabd pentru un singur artist, de regula
barbat. Este, de obicel, spatiul in care cura-
torul celebreazd in mod spectaculos un artist
anume. Eu am vnid insa s mé opun acestei
asteptan si, din aceastd cauzad, am amplasat
acolo trei artisti, i nu unul singur. De aseme-
nea, mi-am propus s& obtin consistentd prin
muiltte elemente, si nu doar printr-un singur
gest. Acesta este motivul pentru care sunt
expuse 48 de desene ale i Steiner, i nu
doar unul singur, Este destul de interesant,
pentru ci toate lucrénie expusa pe acel
perate provin din acelasi an. Pe de o parte,
ele exprima impulsul de a explica side a
cunoagte totul, pe de altd parte ele devin un
calendar, o vizualizare a unor obsesii i ale
cunoasterii, ceea ce constituie temeale pe care
le-am explorat in cadrul expozitie.

Intentia mea a fost aceea de a clarifica ceva
vizibil pe intreg parcursul expozitiel, si anume
intainirea dintre arta contemporana si lucrén
mai vechi, intre artis profasionigti &
intedectuali, scritor, artisti autodidacti sau
oameni care nu sunt artisti, dar cane folosesc
imagini pentru a-si descifra existenta si statu-
tul in lume. Astfel am ajuns la ideea de a
combina lucrarile celor tred artisti, incheierea
prazentani din acel spativ este facuta de un
artist din generatia mea, Tino Sehgal, scopul
fiind acela de a schimba directia si de a vorbi
despre ceea ce se intdmpld acum, In ceea
oe- priveste pe Tanning si Fischii & Weiss,
am decis cu totii ca momentul Fischil & Weiss
ar avea un efect fantastic acclo. Sculpturile
dau pulsul expozitiel si abordeaza multe dintre
temele expozitiel, precum cea a artistilor dile-
tanti sau autodidacti; de asemenea. ele
reprezinta un fel de enciclopedie vizuald, o
metoda de a distila cunoasterea in imagini.
Tnsa, dupd curm spuneam, N-am avut nicio-
datd intentia de a prezenta un artist intr-o
sald; dupd pérerea mea, aceasta este o
manierd expozitionald banald si facild, cane
impiedica dialogul intre lucrérn. M-am decis cu
ceva timp in urma si o celebrez pa Dorgthea
Tanning, care din picate a decedat anul tra-
cut, Rolul ei a fost unul important in cadrul



unel expozifil despre viziuni i vise, avand in
vedera ca a fost un martor atit de important
al istoriel artel gl una dintre putinele fenms|
reprezentants ale suprarealsmulul. Am ales
cale doud pictun din doud motie: In prirm
rénd, ek sunt cu adevarat frumoase g de
prim rang intre lucrérile realzate de Dorothea
Tanning; in al doilea rénd, autoportretul, care
infaliseaza o femele priving un pelsaj, ne
vorbeste despre individul care i5i gaseste locul
in univers, despre Capacitatea de a vedaa. Am
ampiasat acest autoportrel infélsand-o pe
Dorothea Tanning pe peretele frontal, de care
vizitatond trece Tnainte cie a patrunde In spatiul
oupat de Suddanly This Cvarview, lucrarea
de FEchil & Weiss, Astlel, cand privitorul se
pozitioneaza mir-un anumit fel fala de perete,
vede 101 ceea ce vedea Dorothea Tanning,
identificandu-se cu o experanta vizuald si re-
velatarie simiard. Mi-a placut In mod deosabit
cealaltd picturd, expusd pe partea opusa a
peratals (The Truth Abolt Comeats), iar aceas-
ta datornitd celor doud tinere care contem-
pleaza cosmosid s cometels; intr-o asockers
stranie, am echivalal cele doud tinere cu Peler
Fischli si David Weiss. si acestea sunt nurnai
céleva dintre jocurile neincetate de conaxiung
=i raflexie dintra lucrir.

AM.: Pavilionul Angolei, ciruia | s-a acordat
Leul de Aur pertru caa mai bund participare
nationald, este cu adevirat special Este o
replic la ideea unui palat enciclopedic, care
converteste palatul infr-un cras si suprematia
imaginii intr-o posibiltate - aceea de a selecta
un itinerariu emational prin capitala Angalei,
Luanda, urménd ca indicii fotografiile lui
Edson Chagas. Inireaga acfiune se petrece,
inconjuratd de tablouri ale Renasteri tirmpuril,
intr-un palat venetian; si totusi, legaturile sunt
pe cat de subtile, pe atat de vizible = istoria
actioneazi ca un exorcist asupra contermpeo-
raneitdtii sl vice-versa, iar privitorul ca un
exorcist asupra artei, Cum ai descrie cadrul
fizic g1 conceptual al acesiel expoziti?

M.G.: Mi-a placut foarte tare pavilionul
Angolsd, dar nu sunt sigur ¢ sunt persoana
polrivitd pentru a descrie expozitia respectivi,
pentru ca nu arm avul nicio contribufie curato-
rlala. Ceea ce me-a placut este fapiul cé a
raspuns infr-un mod foarte interesant 1a teme-
le i subkectele aduse In discutie de expozitia
internationald, M-a captivat in mod deosebit
dizlogul dintre trecut gi prezent, peniru ¢i
expozifia 2 fost instalatd in aceasta juxia-
punere cu pictur din secolkele XV 5 XV, Privite
dirtr-un unghi ciferit, folografille acestor
objats frouves de pe strazile orasului evocs o
anume ponderabilitate, spontana gl extingd,
care palrunde dincolo de arta contemporand.
D asemenea, fapiul c& fiecara pulea =3 ia
aceste imagini si 53 plece ou ele relevd, nfr-o
anumitd masurd, un alt st de inerogari
prezent In expozife — cum ne rapontam la
imagini, cum le procesam gl cum, 1a réndul
lor, aceste imagini ne proceseazi pe noi.

AM.: Pe de alti parte, pavilionul Lituania /
Cipru propuns o combinatie intre actul

10| anta

curatorial i absenta acestuia, lisand loc
pentru neasteptat, pentru neintelegeri, pen-
fru povesti, pentru memarie. Expozitia nu
este numai un cadru de prezentare a artai,
ci o conditie n sing, o entitate care poate
exista giin lipsa artel, Consideri o astfel de
abordare un experimant, o excentricitate de
ordin curatorial sau un procedeu curatorial
carae va fi adoptat si de alfii in vitor?

M.G.: Congider ca s-a intamplat ceva foane
interesant anul acesta — multe dintre pavi-
lloane au simiit nevoia 58 [Ergeasca notiunea
de nationalitate si s o pund sub semnul intre-
béril, Printre exemple 82 numdérd pavillonul
Lituania / Cipru, pavilonul Gerrmaniei i cel al
Franiel. Este un dialog specific bienalei da a2
Venelia, care a nceput In anil 1990, cand ana
contemporana a devenit giobald - mentionez
alci exemplul lui lva si Emilia Kabakov, care fh
1993 au expus o versiung a unui pavilion
dezafectal (The Red Pavilion) sau al lul Hans
Haacke care, tol T 19493, evoca ruinedke
Gerrmanisl (in Instalatia Germania).

Agurn, doudzeci de ani mal térziu, dupl aces-
fe mari exernple ale ki Kabakov sl Haacks,
insigi ideea de nalionallate este puss sub
samnul intrebdrs prin redeschideraa ugilor
pavilioanalor pantru alte nafionalitali. Pe intreg
parcursul enalelor recents, arlisti au folosit
pavilionul nu numal ¢a spatiu expozilional, ¢
aproape ca pe un mediu de abordare a pro-
blemei nationaliati. Cazul Lituaniel gi Ciprului
este ol atél mal frumos gi mai complicat cu
¢t pavilionul se afla Intr-o clidire folosit3, de
obicel, de oameni straini artel (Palasport
Arsenale, o sald de sport), césa ¢e iniliaza o
confuzie productiva intre arta sl viala.
Abordarea a fost una cu adevaral speciall,
rotiv pentry care a si fost recompensatd cu
o mentiune speciald a uriuhui,

AM.: La momentul publicarii acastu inter-
viu, cea de-a 55-a odilie a Bienalei de la
Venetia igi va fi inchis portile. Cum crezi ca
a fost perceputa de ochiul public — ma rafer
alci atat la profesionisti ai artei cét si la
publicul larg?

M.G.: Bienala a avut un succes considerabil,
atél in ce priveste prezenta publbculul cat sl in
ce priveste receplarea critica, Sunt foarte
rmuliumit de recenzii si rezultate, care au fost,
intr-o masurd coplesitoars, pozitive, dar sunt
rmuljurmit, oe asemenea, si de faptul & unele
analize au fost mai putin pozitive. E evident ca
unii au fost deranjafi de intrebarile pe care
le-arm ricicat. Tn terrmeni numericl, vizitatoni au
fost mal mudyl decat la celelalte edifi ale
Bienalei. Expozitia a fost conceputa ca un fal
de magindrie pedagogicl sl acesta este
rmotivul peniru care ea a fost finalizatd atunci
cAnd publicul, atat cel profesionist, odt sicel
reprofesionist, a parcurs-o. De axempiu,
atunci cand Hans Belting i Georges
Didi-Huberman au vizilal Bienala, au deschis
ol direclil de gandire $i au adus astlel un
plus de vitalitate expozitiel,

S-ar putea 58 sune putin ambitios sinu stiu
dacd & adevaral, dar sper ¢, intr-un fel sau
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alul, expozilia ne-a transformat agteptarie
fatd de rold si scopul unel bienale.

A.M.: Din perspectiva ta, in ce constd
succesul unei expozitii?

M.G.: Sunt sceplic Tn ¢e privegte noliunea de
succes. Eu masor succesul unel expozifi pre-
cum bienala prin felul in care cresz un spatiu
In care operele de artd pol 1 ale insele, In care
pot comunica cu alte opare de artd, Tmi
doresc oa arlistior g le placd modul in care
I sunt prerentate lucrarile, Succesul unel
expoziti de and poate fi mésurat, de aseme-
nea, prin schimbarea paradigmatica pe care o
provoaca, schimband asteptarie noastre fata
de expozilil, fatd de ce reprezintd un obiect si
fatd de mpaciul acasiuia.

AM.: Acum doi ani citeam un interviu cu
Bice Curiger 5i Andy Warhol, realizat in
1976, In cursul interviului, Andy Warhel
declara ca in decurs de 50 de ani (pornind
din 18786}, cameanil nu vor mai avea nevoie
de artd pentru ca vietile lor vor fi mult mai
interesante decat arta. Crezi ca functia artei
aste de a face vietile camenikor mai
intareszanta?

M.G.: Esle o intrebare vasta, dar as raspuncs
succint; cred o8 da, cred cd lucrinie de anta
sl imaginile ne Brgesc perceplia vielii,
facand-o mal bogatd, mal interesantd i mai
complexa. Cred ca ana aste o forma capli-
vania de transformare a lucrurior in
plusvaloare, In ceva mal complicat.

AM.: Muzeul anului 2026 va fi In continuara
cal mal bun loc pentru arta sl cunocastere?
Este arta majora condamnata etern la o
existentd in muzeu?

M.G.: Evident ¢2 da, dar ar trebuil 58 discutdm
gl giagpra tipul de muzeu & care e refar, Avern
nevoke de o definifie mal larga a ceea ce esie
un muzeu § i Palarro Enciclopedico a explicat
aceasta idea. Mu este doar o reprezentare a
artei conernparane, ¢l aste o prezentare a
artel contermporans in dialog cu alte forme ale
productiel de imagini, Tn care nvatam nu
numeal despre arta modernd, ol si despre
imagini si rolul lor Tn viata noastra, n soGieta-
tea noastrd, Dacd mé intrebi dacd inca mal
avern nevole de un muzZeu ca sé confempiam
capodopere minunate cu prejuri exorbitante,
atunci ag spune nu. Dacl muzeul este un
spatiu Tn care privi modul In care oameni
mecearcd s3 se inleleagd unil pe altii prin inter-
mediul maginitor sl in consecinta sa invate si
cum s3 facd fatd imaginfior, atunc| vol spune
da. Dar nu trebuke niciodald =2 avem
ncredere intr-un muzeu care afirma ca
expune artd de calitate — o astiel de afitudine
este slupidd i nu corespunde scopUlul unui
muzey, Cred C& arla ar trebui sa eXiste
spatii in care poate fi vAzZuld si unde poate
avea un Impact asupra altor opere de and si
asupra camenilor... $i acest loc esle, mal
mult sau mal pufin intdmplatar, muzeul.
(Tracticers de Laura Balomin)



Interview with Massimiliano Gioni by Anca Mihulet,

Anca Mihulet: The complexity of the exhibition
Il Palazzo Enciclopedico and the content of
the showcassad works are the consequence of
an eaborated thinking process and a pro-
found research work, How did you construct
the research for the Encyclopedic Palace and
what was the time frame you set for it?

Massimiliano Gioni: The way | usually work,
particulary for a biermal, s pan of an organic
process, First, | imagine several possible
biennists or exhibitiong - | have in mind four o
five chifferent types of shows and then | Iy o
reduce thern to twao or three possiblities. As

try to-reduce them, | slart researching two ideas
which e totally opposite and then slowdy
decice which one iz the maost intenesting o the
mast infrigung one, and therelore the cne that
want fo focus on. At that point, once | decids
which one it is, | start ressarching in thres direc-
tions — one pant of the ressarch s concentrated
on contemporary artists, and here there ane two
categones: artists who are alve and waordng
tockay and artists whon | don know,
Sornatimes | ask for suggestons of kook at liats
of arlists from various exdhibitions, and whensver
| don't know a ramea, |ask for a dosser

The secord way of expanding my knowledge
about & specific topic is through reading. The
reading happens on my own or with the help of
a sl team, We come together as a sot of
reading group and prepare a reading list; |
assgn readings, and then whal hapoens i that

one book leads to another. The third part of the
resaarch is looking for matenas about estists
whom | edther know of and just need to check a
cettain piece, or | follow a hirt and | Iry to find
ot rmore about spedific artists of specific an-
wors, Baside the aspects mantionad above,
there was a distinct waork on the achual b
ficon len-out, which is something | aways do
Basicaly, | iy to design the show in the
process of developing it The closer | gat tothe
exdnibition date, the more every object is located
In a precise space and in digogue with other
abjects, For me, the process of dasigning the
show goes dong with the process of concely-
ing the show and ressarching the anworks and
the artists, When | invite an atist for & group
showy, | ghould know where the plece goes and
nat what | expect from the artist, as for every
artist and artwork there should be a confext,

A What is also interesting about your exhi-
bition is that there were a lot of new works
that had been produced for this edition of the
bienmial. Did you work specifically with the
artists to produce those new works or was
producing a new sanes of videos or objects
part of the process you are talking about?

M.G.: For the type of show | wank to curate,
particutarty when | am making a theme-show
that has a meaning of many meanngs asa
whols, | dont ke having jJust new works
because it fums out 1o be compielaly messy, Al

LEGENDA FOTOGRAF / CAPTIONS:

4 - Pater Fischll & David Waisa, Piitzich diese Lber-
sicht (Suddenty This Ovenview), argith nearsd, aprox.
180 de sculptur, 1981-, Il Peazzo Enciclopedico

Pater Fechl & Danad Welsa, Polaich dlese Uberscht
(Suciganly This Cvandew), urfined clay, appeow. 180
sculpturss, 1561, ¥ Pelassn Encobhpsdico

5 - Edson Chagas, Luands, orasul enciclopedic,
Paviiorad Angola la cea de-a 55-a adilie a expozited
intermationale la Blennale di Vienezia: Il Palazzo
Enciclopedicn. Foto credit: Pacio Ltimparghar.
Courtesy: artistd {p. 12)

Bdzon Chagas, Luends, Encyciopedic Cily, Pavion of
Angola at the S5th Intemational Al Exhibition of &
Blannale di Veraza: N Palerrs Enciclopedicn. Photo
cracit: Paols Utimperghar, Countasy: the st o 13)

6 - Carl Gustav Jung, Cartea Rogie (pagina 655), hértie,
ceimaald, tampara, vopsas auns, legfurd da pisla rogia,
40 % 31 x 10 om, 1915-1850 © 2000 Foundation of the
Works of C.G. Jung, Zirich (p. 13)

Carl Gustay Jung, The Rad Baok (paga £85), paper, nk,
lemmpar, gold paint, red Baiber binding, 40031 % 10em,
161 6-1563 © 2005 Fourdation of the Works of .G
Jurg, Znich [p. 13}

T - Walter Pichler, Bewegishe Fgur (Figurk mobild),
1982 5 Fgund compusd (Cag de Dister Rothy, 1969, n
plan ndepértat: Rudolf Steiner, diverse desana pe tabla,
1923, I Palazzn Enciciopedico (p. 13)

Waher Pichler, Bawaghshe Four (Movabls Rgure), 1562
and Composits Fogue (Head by Dhster Roth), 1955,
Background: Rudoll Steings, vanous biackDoar drawings,
1623, I Palaray Enchdapacico {p. 13)
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tha same time, however, | don't wish o present
oty existing works, In the end, it tums out to ba
a combination of fhe wo,

an effcet 10 have mam
falk a kot v

with the arti
Works o that they would
contesd in which the pieces
1, and that | also undasstoo
i1 tried to do it withe
¥ imposing. This

ware showr
thery were doing; b
Beaoming 100 agaressive ¢
axhibiticn in parbcular mn somewhiat agairst

usual type ol Beennial, whech is kind of confu
sy, with everybody doing what they want, with
no connections between tha works, | wanted
the exdibition in the Central Pavilion 1o fesd like a
e falks 1o
nother, A marry

[ e | I:i’ik r’.JI )
3 athex, ennching
als, | had 1o know, if not the physical mani
then at least some idea
aboud it that would allow me to put it in relation
to-other pleces, On the p |, in some
5, it maant finding the resources o pro
new works, Stll, many of the arlists w
viary genercus and produced tham themsat

festation of a new work,

thCal keve

AM.: What are the novelties your exhibition
brings as regards the curatorial method? |
have spoken to many people who considered
your curatorial method strong and imposing,
many acknowledged, when entering the
show, that thera was something new...

M.G.: On the one hand, this type of exhibtion
that combines works from oday and from the
past, hat combines recogmzed anists wah
cther peopie that are ot even lechracally artists
and that includes collections of artifacts is

a farmat that | he expenanced
s — for instar 1 the Gy
at the MNe

enduring.
in different
Bien

nak of InN some thame shows
husaum. Certanly, -
the largest show o id
N oF pedanc
and the most visited of all the exhibibions Ilmm
curated ot complate
o e D was tning 1o buld on an axpenc
bt at the same fime my intention was to maka
a show of a kind that | haven't sean for a whila,
atypa ol ¢ | hadn't really folf belore ora
e ¢ s al other people weara doing
the past and that nobody is
Weayie this is the novelty, For a curator, n:.:tm-,
rJIJHII1 e the main conceam. A c

Mese

so far, Thus

thery speak for themmsabes and tor the whole
ensamble. Of course, a curakor wanls 1o do
somathing that changes the game or the fomnal
of exhibitions, | don't even like it whan curators

are trying so0 hard 1o
came that It becor nore about themse
o more about rrode than
artworks, | am happy that you tak about novelty
and that mary peopke fell Bke they w
different type of show, | am hapoy av
annoyed some people. But novelty is a ticky
word and one must find a balance in which
nowvelty is not all there is. | am more i
changs and in finding a formmat that broadens
ther discussion of wihal contemporary artists and

hange the rules of the

about the

A

an if |

12 1 ara

an axhibition of contemporany arists rapresent.
A As | know you have given a lot of inter-
views, discussing many aspects of your
approach in the exhibition, | was thinking of
asking you about how you have constructed
two partitions in the exhibition, how vou have
rasonated with the works in order to create a
unitary display and maintain the tension of the
discourse - on one side there are the works
af Rudolf Steiner, Walter Pichler and Tino
Sehgal, brought together in a space loaded
with contradictory sensations; as a viewer,
you wouldn't want to make the mistake of
distorting the harmony, and this is how you
become part of the ensemble; on the other
side, Dorothea Tanning's painting that
reminds us of the Brussels school of land-
scape painting in the 16th century appears as
an introduction and conclusion to the spec-
tacular piece by Fischii & Weiss, where the
small distance between the works brings
famniliarity that is entangled with sheer humor
{one cannot stop laughing envisioning Mick
Jagger and Brian Jones going home satisfied
after composing * can't get no satisfaction”) —
the spectator is activated and also at ease, as
humar and confusion always go well together.

M.G.: Ta begin with, | o stay away from
the kind of staterment that is usieally !n:p.i.r: iy the

first big room of the Central Pavilion, a state-

et that fesls ke a grand gasture of a 8

artist, often make, it ! the placs whe

LISLIF

; :I:ul.. and that Is wh,r. I-:;- XA
are three rather than just one artist

Second, | plannad o achieve dansity quu:é
many aements, and not just through one act,
That s reason wity e 48 drawings

ko €

CONT

-|IL! olher side, they be
d a visualization of obses

the showe. My intention was o clanty something
that is wisibie throughout the exhibiion, namialy

Bionata do la Venalia /f Vonics

the encounter batween contemporary arl and
olcder works, betesen professional arists and
intalieckals, witors, solf -t artists, and
pacpla that were not artists but were using
images to understand themsaies and their
position in the workd, This s how the combina
ticn ot the three TREd.

| closed the presartalion in hal spac
an, Tino Sah:

wilh an
o Dol

Sl rom iy o
O ancther d w1 and 10 2k about oday.
In regard o Tanning and Fischli & Weiss — we
decided that the Fischii & Wels
wold ook fantastic there, The sculphures ae al
the heart of th oy and they talk about many
issUas ad by the show, such as the
Arite Of 5;-:-5I."-r'_'!',r.hr'|l artists; they also
a kind of visual ar
to encapsulate knowledoe through images. But
as | said, | men ar o present one arst in
e room; | think that s a banal and facke

ng shows, which prevents art
works from talking to each ather, 1had decided

I

5 rmoment

Issue of di

leprasent onClopedia, 8 way

mannar of meal

unfortunately ded last year, Har rols
it i an e an aboul visions and d :
ha was such an mportant wilness of an
higtory and one of the tew women sumaalists. |
chose the hwo paintings for two reasons: firslly,
theny Iy beautiful and top Dorathea

workss, secondly, fhe -poatrail laks
about the indivichual finding his place inthe uni

sa and about sesing, as il depicls a woman
i5 looking at the Bndscapa. | placed
Dorothes Tanning's painting Fortraif) on
the front wall, before entering 1 i
Suckden tha peece by Fschli &
Weiss was displayed, so thal when you tumad
1o the wall in a cartain way, You would 5o
evenything that Dorothea Tanning was seeng of
sell with the

BCa where

Ry ||'|u." CABRAEN,

vou woulkd identiby y

sirmdar expe
i ukary ed
the other painting, placed on the back of the
wall {. &, The .'r.,."*.fn it Comets), because

e comats, and, strangaly, |
thought that the wo girls could ba Petar Fischii
ard David Waiss. And thiese wan just some of
the conlinucus gamas of reflection
tion between tha works.




AM.: The Pavilion of Angola, which was
awarded the Golden Lion for the best national
participation, is indeed special. It comes as an
answar to the idea of an encyclopadic palace,
canverting the palace into a city and the
supramacy of the image into a possibility -
that of selecting an emoctional itinerany through
the capital city of Luanda, based on Edson
Chagas’ photographs. The entire “action”
takes place in a Venetian palace, in a room
surroundad by early Renaissance paintings;
yet the connections are as subtie as they are
visible - history acts as an exorcist on con-
tempaoraneity and vice-versa, and the viewer
as an exorcist on art. How would you
describe the setting of the exhibition?

M.G.: | ioved the Paviion of Angola, but | am
not sura if | am the right person to describe the
show tharg, becayse | didn't curate i, What |
iked in the pavilion is that it respondead ina very
nterasting way to the topics and tha themes
that were raised by the intemational show, | par-
ficulary appreciated the dalogue between the
prasant and the past, as the exhibifion was
natallied n connaction 1 14th and 15t century
panting. From a different angle, the photos of
the found sireef scuiptures somehow e
the idea of a spontanecus or expanded granity
that goes beyond contermpaorary ar. Also the
fact that each person could take these images
and leava with tham spoke 10 a cenain extent
about ancither set of questions that was very
prasant in my show = how do we relate to
mages, how do we process images, and how
oo images process us in retum,

AN On the ather side, the Lithuania /
Cyprus Pavilion proposes a combination
between curaling and non-curating, leaving
room for the unexpected, for misunderstand-
ings, for stories, and for memary, The exhibi-
tion is not only a frame for showing art, but it
is a condition in itsell and an entity that can
exist without art. Do you consider this
approach an experiment, a curatorial eccen-
tricity or a curatonal procedure that will be
undertaken by others in the future?

M.G.: | consider that something very interesting
happaned this year - many paviions fett the
nead to expand and gquestion the definiion of
naticnality, for instance thea |
Faviion, the German Pavilion and tha Franch
Pavilion. It iz a diglogue spacific to th
Biennala, that has started in the 1980's wiher
contermnporary art bacamea m giobal = | men
ticn the examples of Bva and Emilia Kalbakoy,
who In 1893 exdhbited a varsion of a broken
down pavilion (. e, The Rad Fawlion), or Hans
Haacke, again in 1983 (. e. the instaliation
Gamrrania)
Mow, twenty years later, after those graat
exampies of Kabakoy and Haacks, the very
idea of nationality is baing called into question
by re-opening the doors of the paviions to of-
her naticnalities. In recent Diennala exhibitions
many artists have used tha pavilion nof just as
an exbition space, but @most as a medium in
itself, 1o address natcnalty as a topic, The case
of Lithuaria and Cyprus is even more beautiful
and complicated because the pavilion is hosted
in a building which is usually usad by people
whio are not artists . e Palasport Arsengle, &
spoets hall), thus mitiating a produ
sion Detween art and e, TH

Vianica

shich evoked tha ruing of Gamany

I e 30PNCECh Was
quite specal, and this is why it has been ack-
rowiedoad through a

spacial mention by the jury

A AL the time of this inteniew's publica-
tions, the 55th edition of the Venice Biennale
will have closed its gates for the audience;
how do you feel it has been percaived by the
ave of the public - | refer here to art pro-
fessionals as well as to the general public?

M.G.: The biennial did realy wel, both in temns
of critical recaption and public attendance. | am
very happy about the reviews and the resu
wih e been f O
tive, but | am aiso pleased that some of the
were less positive. | guess some pec-
arly upset by some of the qu
rasad. In teems of numbers and public,
there was a higher attendance than at the pre-
wious edtions of the Biennale. The show was

concenad as a soit of pedagogical machine

irringly posi

and fhat is the reason why it got compleled
whean the pubdc, both of professionals and not
professionals, went through it. For instance, in
Ociober, when Hans Belting and Georges
Didl-Hubermnan visited the blannale, they
openad some new ines of thought, and that
expanded the Be of the show. It might sour
bit ambitious and | don't know 1f it is the case,
bt Ihape that somehow the exdDilion trans-

formed our expectations of what biennials ca

AM.: Speaking from your perspective, what
makes an art exhibition successful?

M.G.: Success is a word that | am not so keen
gbout. | measwe the success of a show, of
let's say a iennial, by the manner in which |
the artworks 10 e them-
i 1o comrmunicate with ath

her artworks
| want the artists o ba comfortable with the way
ir which ther works are presented. The suc-
cess of an art exhibition can also be measured
by the: paradigm shift that it genearates, chang-
ing cur expectations about shows, about what
an arbwork 15 and what an arbwork does,

AM.: Two years ago | was reading a dialogue
between Bice Curiger and Andy Warhol from
1976, Duwing the intarview, Andy Warhol
declared that in 50 years from then (viz.
1976), people wouldn't need any art, as their
lives would be far more interesting than art.
Do wou think that art has the function of
making people'’s lives mone interesting?

M.G:: it is @ huge question, but | would answer
brigfly, | think yes,; the art 3 and the images
expand our percepbon of what |
richer, mora interesting and comphax. | believe
that anl i5 a form of ransforming things
somathing rewarding and complicated
Exciting way.

ife Iz, makng

2

A Will the musaum of the year 2026 still be
the best place for art and knowledge? Is good
art eternally condemned to the museum’?
M.G.: Clearly yes, but we should aiso discuss
what type of musaum you have in mind. Wa
nead a mone expandad definiion of what a
museum is, and I Falazzo Enciciopedico was
explaining this idea. K is not st a presentation of
contermporary art; it is a presentation of contem
porary art in diglogue with other forms of imaga
making in which we leam not only about con
ternporany art, but also about images and their
rode in our Ifie and in our sociaty, If you ask me i
W ad a museum 1o contemplate wonder-
fud expensive masterpioces, then | would say no
If the musaum is a place where we lock at the
wrnans ry 1o understand each
and therefore also lsam

5, then v ] say yes
You should never trust a museum that says that
it showws good art, that's stuplid and it's net what
museums should 4o, 1 think art should exist in
Spaces whana it gets seen and whan i can
have an impact on other arworks and on
humans. .. and that hapeens to be the museum
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Anti-bienala si post-istoria artei

text de DIANA MARINCU

Adesea criticatd din cauza perpetudrni mode-
lului reprezentativitati nationale, a absentei
angajamentului politic si a intériri tendintelor
artel mainsirearm, Bienala de arta de la Vene-
fia pare olusi s3-5 arale n acest an capaci-
tatea de a se reformula ca institutie. Noutatea
wvizinii curatoriale din spatele expozitiel géz-
duite de Palazzo Centrale {Giarding) i Arse-
nate nu raspunde tuturor criticlor care s-au
adus in ultimii ani bienalei, dar reflecta cel
putin doud tensiuni importante: raporul cu
piata de arta si relatia cu un curent de gandire
dominant al curatoriatulul contemporan (pre-
ocuparea pentru exotismul scenelor artistice
-marginale”). Massimiliano Gioni este cunos-
cut publiculul pentru expoziti ca Youngear
Than Jesus sau Osfalgia da la New Museum,
Mew York i editia a opta a Bienalei de la
Gwangju,

Numitd § Pafazzo Enciclopedico, expozitia lul
Gioni se plaseazd ca discurs vizual intr-un de-
zacord direct gi asumat cu ceea ce a devenit
institutia bienale In ultimii ani. Bienalede ¢ tar-
gurile de arta au inceput si castige teran In
fata muzeelor de arta contemporand, influen-
tand tat mai mult filtrul valonic prin care arlisti
sunt Jcotall” pe plald g Jcanonizall” la nivel
institutional, Uina dintre afirmatiile frecventa ale
lui Massimiliano Gioni este cé si-a dort si
creaze prin il Palazzo Enciclopedico un muzeu
temporar, plesat la polul opus fatd da mega-
lomania W@rgurior de arta si obsasia bienalslor
pentru noutate, Adesea, marile expoziti pro-
pun cartografierea celor mai noi produse
artistice ale scenei internationale, comisionand
lucrdri si investind bugete exorbitante in origi-
nalitatea, noutatea si extravagantia operel de
artd. Gioni si-a dorit un medel inedit pantru
tipologia bienalei, incercénd = depaseasca

presiunsa prezentulul 5 extinzandu-si cerc-
elarea atdt temporal, cit si metodologic.
Curatord Francesco Bonami numeste editia
din acest an o .anti-bienald™ tocmai datorita
detasdni de un tip de show international con-
caput N jurdl celor mai recente tendinta’,
Gioni explica in interviul luat de Bonami pantru
Artforum ¢ lectia pe care a invétat-o, lucrand
la expoziti precum Gwangju Biennale din
2010, este aceea ci cercetarea nu se face
doar prin parcurgerea a mil de kilometri i
vizitarea a sute de orase ale lumii. Cercetarea
intreprinsd de un curator trebuie s3 aiba gi
alte resurse, in ciuda tentafilor de a face o
misiune din a ,descoperi® artisti.

Istorie, nu gecgrafie, Imagine, nu arta,
Cunoastere, nu informatie,

Dacé pentru numercsi curaton, preccupali de
descentrarea canonului, geografia si politica
joaca un rol esential, Massimillano Gioni, n
schimb, largeste spectnil discutiel dihotomice
local £ global, periferie / centru; & mutd ac-
caentul de pe diversitatea culiurald sau geo-
grafica a artistiior pe o pluralitate de microis-
torii vizuale subiective care transcend locul si
spatiul; acestea apartin in egald masurd
artistifor gi amatorilor, iar ideile de excluders
sau includere nu se raporteaza doar la sis-
temul de artd occidental, o si la insfsi definitia
GU care operdm atuncl ¢and vorbim despre
artd. Categoriile prin care stabilm ce este o
operd de arta si ce nu este sunt chesticnate
de Gioni prin juxdapunerssa unar NUme cunos-
cute ca Tacita Dean, Carl Andre sau Richard
Serra, alatun de anonimi, diletant] sau perso-
nalitali care s-au remarcat in alte domenii
(C.G. Jung, Roger Caillois, Rudoll Steiner),

Bianala de fa Venefia # Verice Biennale

Expozitia cuprinde o sutd de ani de creatie,
structurati in functie de cateva teme ce pot fi
sintetizate apeland la notiuni ca: proto-enci-
clopadie, muzeu temporar, cabinet de curiczi-
tati, Jteatru anatomic”, toate acestea in strén-
= legéiturd cu istoria Emaginii, si nu cu
geogralia artel, aga cum na-au obisnuit
Documenta si alte expozili importante din
ultinii ani. ¥ Palazzo Enciclopedico poate fi
privit ca o istorie fragmentatd a imaginii intr-o
dubli ipostazd: existentd fizicd si proieche
mentald. Confruntarea dintre cele doud se
face pe un teren neutry, lipsit de lerarhii si fara
prea multe materale didactice”™; mformatile
sunt prezente totusi sub forma unel scurte
biografii a artistulul 5 a unel argumentati din
partea achipei curatorale, dar descifrarea tra-
saglor tematice rAimana in sarcina publicului,

Massimiano Gionl situeazd sursele demersu-
lui sdu curatonal in cercetarea istoriculul de
artd Hans Belting despre antropologia imagi-
nilor, Studiul Sid-Anthropologie® il sereste
perect lui Gioni prin legéiura pe care o sta-
bileste intre imagine, corp s mediu, un tri-
unghi aproape mistic in care cai trel termeni
6 misca si se intrepditrund. Imaginea este
definita prin eliberarea de conventiile estatice,
oA o entitate imateriald in cautarea unui mediu
pentru a se constitul. Belting nu se ocupa aici
de artd si, atunci cand o invocd, opera de
arth este doar una din formels prin care ima-
qinea se aratd, fard ca cele doud =i coincida.
Imaginea, fald de lucrarea de artd, nu poate fi
supusa procesulul de dasificare si datare. Pe
urmesde Ui Belting, Gioni aduce in disoutie
imaginea (oscidnd infre existenta sa fizica i
cea mentall) ca instrument prin care omul isi
structureaza viziunea despra lume. Lucrarile
prezentate In expozitie apartin unui numér
fcarte mare de creaton (peste o suld cincizeci)
si reprezinta tol atatea vanante de a vizualiza
concapte abstracte, de a transioma super-
stitile in imagini, de a exprima credinte religi-
oase, de a se reprezenta pe sine elc, Dezba-
terea recentd pe tema bienalei gazduith de re-
vista Cabinet (de altfel implicaté si in scrierea
textalor pentru catalog), Dreaming the Ency-
clopadic Palace, i-a avut ca invitati pe Gioni,
Lynne Cooke si Hal Foster, angrenandu-i
intr-o discutie despre intainirea provocats de
axpozitie Tntre antistl profasionist] si amator,
Lynn Cooke isi exprima aici dorinta de a
vedea categori ca outsidar art disprand
intr-un even plaving field, intrebéndu-se daca
avermn intr-adevar nevoie de alat de multe dis-
tinctii si clasifican. Hal Foster, in schimb, si-a
expus rezervele fatd de acest teren al egalitili
absolute, invocdnd diferenta dintre imaginile
produse de bolnavii psinic i cele produse de
artistii profesionisti, peniru a numi aici doar
doua categori, Acesta considera ¢ expozitia



s-ar baza pe o viziune romantic3 despre ana
outsigar-ilor sia camenior alienati psinic si ca
ceea ce 1 diferentiaza de artigti nu are legatu-
ra atat cu nivelul calitativ al imaginii, ci cu felul
in care are loc contactul cu lumea si relatia cu
maginsa, in cazul acestora, nu se mal poate
vori despre o autonomie a artel si un camp
estalic lagitim; terenul uniform al colajului de
imagini pe care expozitia 1l creeaz3 este, n
opinia lui Foster, idealizat si romanticizat,
Totusi, Gioni isi susting incercarea de a crea
i mitun prin intermediul cérora s-ar putea
descoperi tertori vizuale i tecretice originale,
asumandu-si aceasta viziune romantica,

Titlud expozitiai, i Falazzo Enciclopedicn, preia
numale proieciulul dinanii 1950 a artistulu
amator Marino Auriti, Macheta acestui proiect
reprezinta un muzeu al cuncasteri universale,
menit 58 adaposteasca toate creafide si des-
coperinie omulul din toate timpurile. Lucréand
ani |a rand la gandirea aceste constructii
niciodata realizate, Auriti intruchipeazé prototi-
pul idealssmului remantic si al ambitiei cuncas-
terii absolute prin stocarea de informatil,
obiecte 31 idei. Machata palatului, expusa la
Arsenale, marcheaza in deschiderea acestai
sectiuni 2 expoatial tensiunea dintre donnta
de a cuncaste totul si imposibilitatea de a
cuprinde imaginea completd & lumil. Intregul
spatiu de la Arsenale a fost reficut cu ajutornul
arhitectel Annabelle Selidorf pentru a accen-
tua i mai mult un display de tip muzeal, cu
exigentele pe care acesta le cere.

Structura expozitiel de la Arsenale urmareste
cateva modalitdti prin care artistii se raportea-
Zi la lumea inconjuratoare, accantudnd o
deschidere spre extarior a acestora. Belinga,
incredibita sculptura a artistulul Roberto
Cuoghi, functionsaza ca un miez putemic al
materialitati obiectului de and prin care artistul
s& reconecteazd cu lumea si cu natura, dupd
sapte ani in cara se izolase preluand infatsa-
rea si comportamentul tatdlui sau. De
ur-imprejurul acestel prazente coplesitoars
sunt expuse fotografile Iui Christopher

Williams, Angala fo VWetnam, cara lustreara
spacii de plante selectate de artist in functie
de criterii politica, si nu de clasificdn botanice
{alegénd doar plantale din 2one in care tero-
rismul a produs victime, Wiliams a suprapus
doud sisterna de clasificare, pentru a demon-
sira imitele ambelor).

0 alté abordare a naturii 1l aparting artistului
Stefan Bertalan, Prezenia sa intr-o expozitie
internationald cu o vizinilitate ataét de mare
cum e Bianala meritd accentuatd pentru ca
marcheazd recuncasterea binameritati, chiar
daca tarzie, acordats artistului; In acelasi timp,
este un prile) de a privi opera I Bertalan, din-
colo de contextul local in care a fost asimilata,
in tandem cu aspiratile enciclopedice pe cara
le subliniazd Gioni in expozitia sa. Creatia i
Bertalan, rdmasd pind acum Tntr-un anonimat
aproape total in vest, a fost integrata perfect
in constructia Bienalei, care o cuprindea deja
pe Geta Bratescu, mult mai cunoscuta la nived
international (Gioni a inclus-o sl in 2011 Tn
expozitia Ostalgia). Bartalan, in schimb, a
venit ca o descoperire surprinzatoare pentru
curator, find rapid asimilat de acesta si
reprezentat in Bienala pein lucran esaentiala aks
parcursulu sau, din pericada poate cea mai
bogatd din punct de vedere creativ (cu grupll
111 5i Sigma), dinaintea emigrarii artistului in
Gemania. Studile dupa floarea-soareiu,
melci 5i spirale dateara din anii 1970, cand
cAuténle ui Bertalan au inceput 53 sa indrepte
tot mai mult spre studiul plantelor si al strue-
turilor organice in general. Cercetarea atenta
a naturii este esentiald pentru Bertalan ca
mijioc de cunoastera si de autocunoagtare,
Modelul de funclionare bionicd si, implicit, sis-
termals filosofice sau matematice prin care
procesdm realitatea inseamnd pentru artist
Jun model de comportameant etic™,

Obiectul Demonmw iuf Mavvel (alaturat dese-
nelor in expozitia de la Arsenale), o retea de
fire tensionate intre doud planuri verticale
intersactate, realizat in 1967, marchaaza pre-
ocuparile lui Bertalan pentru spatialitatea unor
structur gecmetrice studiate initial prin desen,
alaturi de colegii din grupul 111, Constantin

Flondor si Roman Cotogman, fascinati de
abstractionism si constructivism. Cunoasteraa
matematica este dublata in cazul lui Bertalan
de reintoarcersa constanta la modalul natui,
astfel incdt una nu poate functiona f&ra cealal-
ta. Demom Iui Maxwel a fost expus pentru
prima card in 1968, la Sala Kalinderu, in Bu-
curesti, in cadrul expozitiel Cincl artisti din
Tirmisoara; catalogul expoztisi cuprindea un
text laudativ de Eugen Schiileru gi, ulterior,
aprecierea de care s-a bucurat aceasta expo-
zitie a determinat participarea grupului 111 la
Bienala Constructivista de la Nimberg din
1969. Asttel, Demonul lui Maxwel, afiat in
colectia Muzeului de Arta din Temigoara, esta
important din perspectiva istoricd a artel
romanesti 5i, in egald misurd, este o mérurie
a preccupdrilor lui Bertalan pentry domenii
variata, de la matematica la biclogie, formand
o directie singulard si influenta pantru
genaratile ultericare de artisti.

Camille Henrot, céstigitoarea Leulul de Ar-
gint, este prezentd cu cel mai recent video al
ei, Grosse Fatigua, creat in timpul bursei la
Smithsonian Institution din Washington anul
acesta. ldeea proectului a pomit de la dimen-
siunea excesiva a informatiitor 5i a teoriilor
despre univers. Dezvoltal cu ajutonul bazel de
date de la Smithsonian, videoul se bazeazd
pe mitologile despra craatie carg s-au com-
pletat o s-au contrazis de-a lungul Brmpului,
acumulandu-se intr-o arhiva enorma.

Cindy Shermnan, invitata de Gioni s8 curato-
rieze o expozitie-insert in spatiul de la
Arsenale, prezintd o colectie personali de
obiecte-felis si lucrari de artd sub forma unui
MUZeU imaginar 3au a unui Jteatru anatomic”,
aga cum il numea Gioni, Albume de fatografie,
casute pentru papusi, masti si maneching,
asezate laplaltd cu picturi si desene, alci-
tuiesc un cadru ce inevitabil se assamana cu
o structura de tipul cabinstului dé cunozitati.
Elemeantul care leaga toate obisctale si
lucranie de aici este cunczitatea celei cara
le-a ales, Cindy Sherman. Libertatea de a nu
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Fabovi prea mult in jurul unor justifican tecre-
tice face din prezentarea lul Cindy Sherman o
materie aproape organica, pling de pliun
obscure, in care impulsul de a colectiona se
intélneste cu fascinatia pentru ocultism.

A doua ax# tematica a expozitiel este
punctatd de Carfea Aogle a lul Car Gustay
Jung, expusd in Pavilionul Central din Giarding
ca un nucleu al unui alt tip de abordare a
cunoasterii, de data aceasta mult mai intuitiv,
mai sublectiv, mai spirtual $i mai vizionar,
Cartea Rose fixearad silimita cronologicad infe-
ricard a cercetarii lui Gloni — 1913, anul in
care Jung a inceput si-5i redacteze jurnalul,
indreptats mai degrabé spre interioritate si
intimitate, aceasia parte a expoziliei prezinta
multiple variante de a accede la cunoastere,
Inclusiv prin epifanie. Diagrarmele Iui Rudolf
Steiner [urmar ale prelegerilor sale despre
antroposofie din 1923) sunt aldturate unor
sculpturi de Walter Pichler i lucririi performa-
tive a lui Ting Sehgal (castigltorul Leulul de
Aur pentru cel mai bun artist), potentandu-se
reciproc intr-o atmosfera aproape ritualics,
Dialogul dintre cei trel este un exempiu pozitiv
pentru un tip de energle care poate circula
ntre imaterialitatea intensé a parformance-ului
sl materialitatea obiectului de arté, venerat
aproape de Fichler (acesta isi proteja sculp-
turile construindu-le adevirate sanctuare). in
alta sal, colectia impresionanta de pietre a lul
Roger Caillols este dovada credintel acestuia
Tntr-un imbaj estetic universal, capabdl s&
capteze ordinea simbolica a naturii. Filosoful
francez le imparte in trel categorii (strani,
neohisnuite si fantastice) si le dedicA doua
cartl (Perres si L'Eorifure des pierres), hipnoti-
zat de frumusatea i misterul lor, Tn altd sals,
desanele colectionate de etnologul Hugo
Bematzik din Asia de Sud-Est constituie un
material vizual prin care se pot stabili legaturi
intre reprezentarn grafice similare, dezvoltate
Indepandant, in zone geografice diferite.
Ficturile Mariei Lassnig sunt autoportrete dra-
matice in care stérile emotionale inlocuiesc
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precizia anatomicé, rezultand imagini distor-
sionate, incdrcate de sexualitate si disperare.
Anna Zemankova la randul el pare si caute
cu fervoare o alinare in exercifiul zilnic al dese-
nulul. Aceasta a inceput 58 deseneze dupd
varsta de cincizecl de ani din cauza unel de-
presii, ajungénd la o infreagd serie de desene
cu flori inventate, aproape psihedelice, pline
de voluptate sexuald. Atbumu Leningrad
(1967-1873] este o sere de desene realizate
de Evgenij Kozloy intre varsta de doisprezece
sl optsprezece anl, o combinatie intre fictiuna
si realitate despre intimitatea eroticd obser-
vatad direct si propriile fantezii. Eva Kotatkova
studiara in general barierele cu care orice sis-
tern normativ ne confrunta si, pentru lucrarea
tridimensionald Asylum, aceasta a colaborat
cu bolnavil internati intr-un spital psihiatrc.
Rezultatul este un colgj imens despre pre-
siunea sociald, constrangerile disciplinare si
fricile de toate felurile.

Densitatea vizuald si multiplels trasee concep-
tuale, pe care mizeazd curatorul Massimiliano
Gioni, fac ca aceastd expozitie s4 fie dificil de
circumscris intr-un text, astfel incat once
descriere este inavitabil lacunard, Printre
lucrarile care trebuie tolusi semnalate, datoritd
impactulul vizual pe care 1| produc si loculul
important acordat acestora de cditre curator,
s8 numara cele noudzeci de sculpturi ale fui
Pawel Althamer, Venelians (un grup de siluste
fantomatice in mérme naturald a locuitorilor
Venetied si instalatia regretatlulul artist dispdnai
de curdnd, Walter de Maria, Apolio's Ecstasy
(1980}, Alc#tuitd din doudzeci de cllindri de
bronz agezafi intr-un sir pe diagonala incéipe-
rii, lucrarea lui Walter de Maria reprezintd sin-
teza abstractd a tuturor imaginilor vazute pe
parcursul expozifiel, dupa cum explica Gioni
asezarea e la finalul traseulul din Arsenale,
Dasi titlul expozitiel face timiters la taxonomia
pe care se bazeazd orice enciclopedie, expo-
Zitia de fatd nu este doar un sistem de clasifi-
care a unel multitudini de obiecte si opere de
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artd, ci un mod de a intelege lumea prin alte
metode, Nu este 0 expozitie despre universa-
lism, ¢i despre imaginatie si chiar despre hao-
sul care poate decurge de aici. Pesemne cé
nu este Intdmpkdtor, ¢ mai curénd simptoma-
tiz, interesul mal multor curatos contemporani
pentru structura cabinetului de curiczitti din
secolele al XVil-lea si al XVil-lea. Atunci cind
a apdnit cabinetul de curiozitati, ca o conti-
nuare rationalizata a Wunderkammer, &l mar-
ca o pericadi de trecers de la o paradigmé
bazati pe tradite si teclogie, la una stintifica
i rafionala, de clasificare gi ordonare.
Precursor al muzeulul modemn, cabinetul de
cunozititi reprezinta dornta de a infelege si
de a line sub control cesea ce conslituia pana
atunct ,aura” colectiel — misterul naturil,
mitolegia creatiei 51 fascinatia obiectului,
Momeantul in care iluminismul a creat o ideclo-
gie culturala noud coincide cu decizia de a
sistermnatiza intr-o prarentare metodicd rezul-
tatele cuncasterii umane g, astfel, de a
indeparta invelisul exterior seducitor.

Privind exporzitia lui Gioni in parael cu discu-
tiile din uitimil ani despra criza muzeului con-
temparan, poate ar fi indreptalit o asocisre
nu doar formals cu vechiul cabinet de curozi-
tati, ci una prin care jese la iveald tensiunea
moemeantului prezent, in care muzewl, asa cum
a functionat el pan& acum, nu mai poate ris-
punde presiunii de a include si de a sistemati-
& loate produsels artistice (i nu numai) ale
culturilor luril. Mai mult, find datoria lor g8
Jvreze™ publiculul aceste produse printr-un
discurs normativ si istoric, muzeele se rega-
s8sC in situatia de a-3i schimba din nou para-
digma de functionare. Samnele schimbdril se
pot recunoaste in impulsul de a depagi
exhaustivitatea colectionismului si canonul
istariel artei prin ntoarcarea la formele proto-
muzeale. Astfel, I Palazzo Enciclopedico
arunca o privire asupra felului In care ar putea
arata o postistorie a artel, in care artistii nu
s-ar mal numi astfel, o  traficanti de imagini®.

* “Omrivora's Diemma, Francesco Bonami Taks with

Massimilang Goni about Bhe Upcoming B5th Venico Bssrnala®,

Astiarim indemanonal, 1 mai, 2013

' Hars Fedting, Big-Anfropologie: Entwie L sine

Hegwizsenschalt, Minchen: Wilhalm Fink. 2001

* lieara Pinlise, Stefan Barlalan, Drumun b slscruce. Fundatia
FAADE, Timigoara, 2010, p. 85
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1 - Roberto Cuoghi, Belingl, 2013, vedens asupra
expozitiel in Arsenale, Il Palazso Enciciopedica (p. 14 )
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The Anti-Biennale and the Post-history of Art

text by DIANA MARINCGU

Chen criticized on account of furthering the
modal of national representation, the absence
od political commitment and the consolidation of
rmainstream art, the Venice Biennae appearns 10
diermonstrate this year ils capacity 1o reformulate
it=edl as an instintion, The nowalty of the cirato
nial approach behind the exhibition housed in
the Palarzo Certrale (Giarding) and the Arsenale
o not reaot 10 each and every criticism that
has been brought 10 the Beannale in recant
vears, but reflacts at least two important ten
sions: on the one hand, the ralation with th
markat and, on the other, the rdation with a
domirant auaratonal trend m cormemporary arts
{tha interest in the axabicism of “margmal” artis
fic scanaes). Massimiliano Gioni s known o tha
pubkc for endubitions such as Younger than
Jesus or Ostalga at the New Museum, New
York, and the eighth edition of the Gwangju
Biennale.

Gioni's exhibition, entitled I Falazzo
Enciciopedico, stands as a visual discourse in
a direct and acknowledged disagresment with
whiat 1he mstitution of the biennial has become
ir e last years, Biennials and an fairs have

=

art

stared 1o gan ground agamnst contempornany ant
ncreasingly influencing the criteria
by which artists are “prced” on the market and
“established” at the level of the instilutions. One
of Massrmiano Gioni's often repaated state
menis s that e wanted 1o cre theough #
Balazro En oedico a lemporany museum,
set in stark contrast 1o the megalomania of arl
fairs and the obsession with novelty exdhibited
by bisnnials, Often, the big exhibitions proposs
the mapping of the newest amistic products on
the interational art scana, ComMSsIonng
works and investing enommous budgets in the
ality, rovetty and extavagance of the art-
wirks, Gioni wanted an unusual model Tor the
hpoeoay of the biennial, Striving 10 overcoms

f the present and esdending his
research both ime-wise and methodclogically,
The curator Francesco Bonami calls this vear's
edition an “anti-Biennala® on account of ils
detachment rom a certain type of imemational
shows -,_)lu:m:{t-?d acoordng 1o the most recant
trends’, Gioni explains in the intendew taken by
Borami for Artforum that the lesson he leamed
whiile wiorking on exhibitions such as the
Gweangu Biennage in 2010 is that ressarch is
niod made just by traveling thousands of kilome
tars and wisiing hundreds of foreign cifies. A
curator's research must also have addiional
resources, despite th aton 1o make a
rission for cnessll out of “discovening” antists.

the pressune:

History, not Geograghy. Image, not Art.
kKnowledge, not Information.

If for mumerous curators concamed with the
decendralization of the canon, geography and
politics play an essential role, Gloni, on the

other hand, widens the scopae of the discussion
bwilt around the dichotomy between local and
alobal, penphery and canter; he moves the
emphass from the arlists’ cullural and geo
graphic diersity 1o a plurality of visual subjec
tive micro-histonies which transcend time and
space,; these equally belong to arlists and ama
teurs, whereas critera of exclusion or inclusion
do nat relate onty 1o the Western an systern,
bt also 1o the very definition w
operate when we speak about art, The cate
gories by which we setlle what an atwork is
and is not ane quastioned by Gioni through the
jutaposition of cerain estabiished artists such
as Tacita Dean, Carl Andre or Hichard Sama
with anormymous authors, diettantas or perso
nalties whose wodk lay in other fields (GG

19, Roger Caillois, Rudoll Steiner),

The exhibition spans 100 years structured

ith which we

according to severad themes which can be
surmmanzed by tuming 1o notions such as:
proto-encydopedia, termporary musaum, cabi
net of camiosities, "anatormical theater”, all these
connected 1o the histary of the image and not

with the gecgraphy of art, as Documenta and
other imponant exhibitions of the last yaars
have accustomead us, § Palazzo Enciciopedico
can be ssen as a two-fold fragmented History
of the mage [ocusing on bath its physical exis-
tence and its mental projection. The confronta
e on neutral
grond without hierarchies and without too
many pedagogcal” matenals: however, nfor
miation is given in the form of short arlist biogra-
phies and an explanation rom the curalovial
tearn, Other than that, the urraveling of the the
matic lings is left to the public.
Massimilianc Gioni locates the roots of his
curatond project in Hans Beltng's ressarch on
the anthropology of mages, Bid-Anthopologe
perfectly fits Gioni's perspective throuah the
connechon seftled be 3, body and
madiurm, an amost my 1 which

tion batvween the two s perd

the three terms move and intedace. The image
5 defimad as free from aesthetic comentions,
an immatenial entity In search of a medium to
embody itsell in, Balting does not deal with ar
in particular here and, when he speaks about it,
te arbwork is menaly one of the foms through
which the image manifests itsall, In contrast 1o
the arbwork, the image cannot be submetted o
& classfication or dating process. Following
Belting, Gioni presents the image {vac
batween its physical existence and its mantal
ifa) as an instrumart throwgh which human
beings structure their view of the world. The
works presented in the exhibition balong oa
large number of authors |

ating

(omier one hundeed and
fifty) and bang forth vaned attermpts to visualize

absiract concepts, o tum superstitions INto
images,

) evpress religious belels, and to re
present o r
The recent debate on the Biennale organized
by Cabinat mags (also imweiviad in writin
the texts for the catalogus), Dreaming tha
Encyclopedic Palace, invited Gioni, Lynne
Cooke and Hal Foster to discuss the mesting

: axhibition fsell between professional
artists and amateurs, Lynna Cocke woudd
rather have categones suc ar art
disappear in an “aven playing field,” wonderning
al the same time whether we fruly need so

3 and classlications, On tha
ather hand, Hal Foster expressad resenve
towards this feid of absolute equalty, pointing
to the difference between the mages produced
by mental patients and t 2 made by o
fessional artisls, just to name wo categones,
Hi believad that the exhibition rslied ona
romantic view on the art of cutsiders and ndi
siduals suffening from mental conditions, What
separated tham from artists dd not necessanly
redale to the gualty of the image, bul rather 1o
the weany inowhiich the author's contact wath the
word and the elation to the image happenad.
In their case, one can no longer spaak of the
autonomy of art and a legitimale aesthebc feld;
sed ground of the visual collage that the
1 creates i, in Foster's opirson, idea-
ized and romanticzed. However, Goni argues
tor his attempt of creating new myths theough
which onginal visual and theoretical temitones
might be discovered while undertaking this ro-
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mantic vision. The fitle of the exhibition,

I Palarzo Enciciopedico, was taken over from
the 18980s profect authored by the amateur
artist Manno Aurti. The scale moded of this
project envisages a musaum of universal
imowdedos, Infendad o house all creations and
discovenes of mankind fiom all ages. Having
worked for years on emigioning this construc-
fion which mever came 1o be, Auili embodies
the protolype of romantic idealism and the dive
lor absolute knowledge achieved by mesans of
storing information, oblects and ideas. The
scale model of the palace aexhibited in the
Arsenale marks down in that part of the exhibi-
Bon the tension Dabween the desine (o know
everything and the impossibility 1o grass the
complets image of the world. The entire space
of the Arsenge was reconstcted by tha archi-
tect Annabalie Selidor in order to further
amphasize a mussum-fike display with all its
MECESSary fgors.

The shucture of the Arsanale exhibiion targets
savieral ways through which artists relats © the
world, stressing thelr openness fo the cutsida.
For instance, Balinds, Roberlo Cucghi's
extraondinary sculplure, funchion as a potent
core of the art object's materiaity by means of
which the arfist reconnects with the word and
natune, affer seven vears of laolafion In the form
al having taken cver his father's appearance
and behanior,

Arourd this overwhiaming prasence
Chrigtopher Wiliams' photographs, Angols 1o
\ietram, are displayed, lusiraiing plant species
s=leciad Dy the ariist according to political crite-
ria and rob botanical classifications (foousing
only on plants found In areas where lamonem
had mada victims, Willems overlapped two
Classification systems, in onder o demonstrate
fhe limits of both).

Another approach fo nalure comes from Stefan
Bartalan, His prasance in an intlemations! axhi-
bition with such & greal exposurs like the
Blennale must be noted sinoe it marks the well-
deserved, aithough late, recognition of the
artist, at the same fime, this is an cocasion o
look at Bertalan's work beyond the local con-
text 1o which It was assimilated, in ralation o
the human encyclopedic aspirations that infom
Gionl's exhibition. Bertalan's creation, having
been almest completely Unknown in the Waest
untl row, was perfectly integraled in the frams-
work of the Biennale which slreacty iIncluded
Gata Britescy, who had baan batter known
intemationally (Gioni alsa included her In the
exhibition Ostalgiz in 2011). However, Bertalan
was a surprising discovery for the curator and
has rapidly been assimilated by the latter, baing
incluidad in the Bennsle with some of his
essantial works reprasentative of perhaps his
mioat craative period (when he was part of the
111 and Sigma artishc groups), befone his emi-
gration o Germany, His studies of sunflowers,
enails and spirals were produced in the 19708,
when Berlalan's research interests started to
imcreasingly vesr towards plants and organic
stnuctures in gerers, The caneful examination of
rature iz critical to Bertalan, 23 a means o
acquine knowledge and sel-awsreness. The
bionic modet and implicity the philosophicsl
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and mathematical systams hrough whech we
fiter reclity are "a modd of athical behaior™ for
the artist, The oblect antiied Mawel's Demon
[placed near the drawings In the samsa room), a
network of wires statched babwean two infer-
sacting vertical planss, produced in 1967,
examplifies Bartalan's concems with the space
distribution of geometrical structunes initially
rassarched in the medium of drawing, together
with his peers from the Group 111, Constantin
Fondor and Foman Colosman, fascinated with
abstractionism and conslnuctiviem.
Iathematical information is coupled in
Bertalan's casa with the constant refum io the
mcchal of nature, so that one cannot function
without the other. Maavel's Damon was first
exfibited in 1968 st Kainder, in Bucharest, as
part of the exhibition Fiee Artsis from Timisoara,
The catalogue of the exhibition iIncludsd an
appreciative taxt by Eugen Schilanu, and, later
on, the acclaim of the aediibition mads possibls
the: participation of 117 o the Constructivist
Biennale in Momberg in 1869, in this way,
Meaowel's Demon, Included in the collection of
tha Timisoara At Museum, is equally important
as a landmark of Fomanian an Ristory and as &
testament to Bartalan's interast in vaned fislds,
from rrathematics 1o biclogy, opening a uriqus
end influential path for future genenations of
arlists who refemed o him

Camille Henrat, the winner of the Stheer Lion, is
featured with her most recent video, Grosse
Fatigue, produced this year during her acholar-
ghip with the Smiltheonian nstitufion In
Washington. The idea of the project started
from the excessive flow of information and the-
onas about the universe, Having been davel-
oped on the Smitheonian databass, this vdeo
refies on myths of orgin that have been exten-

ded or refuted In history, thus accning an encr-

mious archive, Cindy Shaman, invited by Gionl
to curate a small insert-exbibition in the

Arsenals space, presents a personal coliection

“

af fetish-cbiects and artwordis In the guise of an
Imagnanry mussum of & "anatomical theater,”
as Glonl called it, Photography slbums; doll
holses, masks and mannequing, placed along-
side painfings and drawings, maka up a fofality
which Inevitably resembles a cabined of curios-
s, The element which connects al these
cbjects and works iz the inquisivenass of the
indhvidual who choss them, namely Cindy
Sherman. The liberty of not lingaring too long
over thecretical arguments renders Shaman's
presantation into an almost organic matter, ful
with cioscure foids where the collecling unge
mieals tha fascinaton with the oocut,

The second thematic line raveling the exhibition
is traced by Carl Guslav Jung's Rad Book,
exhibited in he Central Pavilion, &3 a rucleus of
a different, maore infuithe, subjective, spiitual
but alzo visionany way to deal with the quasiion
af knowledge. The Red Book also sets the
lower chronologica limit of Gioni's ressarch -
1913, the year in which Jung started 1o wiils
s jouma!, Focusing on intimacy and inner life,
this part of the axhibition presents mullipte ways
to gain knowledge, including epiphary

Fudclf Steiner's dagrams (made pursuant to
his lectures on anttwoposophy) are st in con-
vierzation with Walter Fichlers soulptures and
Tino Sehgal's parformative work {the winner of
the Golden Lion for best artist), thus intensifying
one-another's effects in an almost itual-ike
almasphera. The dishogue balwesn the thres
works 19 3 positive example for a tvpe of energy
which can travel betwean the Intenss; uncanmy
and magic mmatedality of the peformance and
tres matenaity of the art object which is almost
veneratad by Pichler (for this purpose he pro-
tected his souptures in veritable sancluaries
puilt arcund them)

In anciher room, Roger Caficis's Impressive
stone cobecton testiies ko his belial in a univer-
sal assthalic languags, capatie of caplunng
tre symbohc onder of nature. Tha Franch
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philosopher spits them into three categories
(strange, unusug and fantastic) and shudes
them in two books (Fermes and L Eonture des
pierres), being amested by their beauty and
rystery. In a different room, the dramings co-
lected by the ethnologst Hugo Bematzik from
South-East Asia form a visual material through
which connections can be estabiished betwaen
similer graphic regresentations independently
developed in different geographical arsas.
WMeria Lassnig's paintings are drarmatic
seff-portraits in which emotional states replace
the aratomic precision, resuliing in distorted
images, loaded with sevality and cespair.
Anna Zemankova seems in fum o fenventhy
saarch for some consolaton in the dally prac-
tice of pantng. She started to diaw past the
age of 80 on account of a depressian, thus
obiaining a full seres of drawings depicting
imvented flowers, which almost appear psyche-
delic and charged with sesual voluptucusness,
The Leningrad Album (1957-1573) is a seres
of drawings mads by Bvgen Kodov from age
twelve 1o age eighteen, as a comination of fic-
fion and realty dealing with directly observed
gtic infimacy and his own fantasies.
Eva Kotathova penerally studies the barriers set
by noemative systems of any kind. For the
three-dimensional waork entitied Asylumn, sha
warked with the patients of a peychiatnic hospr-
tal, The result consists in an enomous colage
speaking about social pressure, disciplinary
congtraints and fears of all types.
The visual richness and the multiple conceptusl
directions on which Massimilieno Giors relies
mieke this exhibition difficult to cover and
Bopraise In one text. In consequence any
descrption has unavoidalbie bind spots.
Howewver, among the works which must be
mentioned, on account of the great visual
impact they produce and the impartant place
granted o them by the curator, are Pawed
Aithamer's rinaty sculptures entitied Venafians
(a group of ghostly, life-size figures representing
mhabdtants of Vanice), and the monumental
instaliation of the late artist Walter de Meria,
Apolin's Eostasy (12590}, Being made up of
twenty bronze cylinders placed dagonally in a
row, Watter da Maria's work represents the
absiract synthesis of all images seen in the
exdhibition, as Gioni explains its placement at
the end of the Arsenale extibition.
Athough the title of the exhibition makas refa-
rence 1o he texonomy on which any encyclo-
pedia rebes, this esdibition is not a classification
system, but a way to understand the works
wath cifterant methods, | is not an exnibdtion
about univarsalism, but about imagination and
even about the chaos which may folow thare-
from. Perhaps the interest of several contempe-
rany curators for the structure of the cabinet of
ouniosities in the 17th and 18th centunes is not
accigental but rather symptomatic. When the
Cabinet of cunosihies appearad; asa more
ratonal contingation of the Wunoengammer, it
marked a period of transition from a paradigm
based cn tradition and theology to a scientific
and rational one, mainty refemng to classifica-
tion and ardenng. As a precursor of the modem
miuseum, the cabinet of curiosites is the desre

of understanding and confraling what had
formad urtil then the aura af the collection -
the rmystery of rature, creaticnal myths and the
fascination with objects, The advent of the
Enfightenment cultural ideology coincides with
the decision to systematize in a methodical
presantation the results of human knowladoe
and thus to remowe the saductve cover of
Hhings.

Looking at Gioni's exhibition in relation to the
recent debates on the crisis of the contempo-
rary museum, one is fight in making a mone
than lomal connection wath the old cabinet of
curicsities, revealing in this fashion the tension
of the present time, when the museum as we
knicw it can no longer cope with the pressure
of ncluding and systematizing all artistic and
non-aristic products of the cultures of the
worid, Moreower, in exerting their duty to deliver
such products to thelr public ina normatig
and histodcal discourse, museumns find them-
sehves in the situation of changing again ther
paradiogm of functioring. The signs of change
can be seen in the urge o overcoms the total-
izing operation of collectionism and the cancn
o art history by tuming back 1o proto-museum:-
like frms. In this way, § Felazzo Enciclopedico

shows a glimpse of a possible post-history of
art in which artists would not be called as such
but “image traffickers.”

Orwtvore's Dilirrima. Frvaesod Bormi Talkos with Massimilons
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(Transtation by Carmen Dobra)

LEGENDA FOTOGRAFI / CAPTIONS:

4 - Vedere asupra projectulul curatorat de Cindy
Sherman — in plan aproplat: Robert Gober, Dodhouss 4,
1978: in plan indepartat: Viassis Caniaris, Paratiit
({Observer), 198042005 (dreapla) 5 Laure Simmons &
Allgn Mg Collum, The Actual Photos, 1985 (stngal;
Arsenaie, § Palarze Enciclapedion {p, 17)

Exhitition vew in Arsanaie of the Curatodal projact by
Circly Sherman - foreground. Robart Gober, Daolhouse 4
1878; backgrund: Vassis Caniaris, Pamstid [Cheaner
19803005 [right) and Laure Simmens & Allan Mo
Coburmn, The Actual Photos, 1985 (eft), ¥ Peizzzo
Enciclopedcs o, 17)

£ - Evgenii Kozlov, Atburnw! Leringrad (1867-73),
vadera asupra inslaiatel, Paviionud Central din Glardin,
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Evgeard Kodoy, The Laningrad Alburm (1967-73, instals-
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Hauser & Wirth

Meria Lassrig, Saethsf mit Meerscimeinchan (Sal-porial
with Cawy, of oncarnas, 125 x 100 om, 2000. Privata
Colaction. Photo cradit Stafan Altenburger Phatography
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Camille Hanect, Grosse Fatigua, vidaa installation fooior,
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Jasmina Cibic:

noul arheolog

text de VLADIMIR VIDMAR

in 1986, Gilles Deleuze publica faimoasa sa
carte despre Michel Foucautt, Tntr-un studiu
amanuntit al operai de o viata a filosofului,
Deleuze compara strategiile timpuri ale lui
Foucault cu cele ale unui arhivist. Foucault, ca
un ,nou arhivist”, sondeazd pnn multiple stra-
tun, factualtaf storice compuse din cuvinte si
lucrur, enuntur s regimun de vizibilitate.
Fiecare formatjiune istonca implic o anumita
dispunere a vizibilului 5 a enuntabilubu, a
céror interactiune formeaza chiar stratul in
care apare o asemenaa formatiune. Din acast
punct de vedare, rolul unui arheclog ntr-un
sens foucauldian este munca in vederea
extragem enuntunlor si a regimurilor de wizibik-
tate din materialul fiecarui strat in pare, care
nu sunt disponibile propriu-2is, ci necesita din
partea noastra diagnosticarea conditiilor n
care au aparut.

in 2013, Jasmina Cibic a reprezentat
Republica Slovenia la cea de-a 55-a Bienald
da la Venetia. Proiectul ei, For Qur Economy

and Culture, a fost un studiu minutios, o
nitiativa arheclogicd a identificani condififor in
baza crora enunturie si regimurile de vizibili-
tate ale stratulul nostru istoric ne formeaza
realitatea. fntr-o manierd cu adevarat
foucauldiand, Cibic ataca nodul gordian al
cuncasteni-puteri-subiectulul, identificand cu
luciditate elemente cruciale in genealogia
complexs a stiri ncastre actuale. Acest scurt
eseU este o incercara de reflectie asupra
sirategiilor artistel prin lentila cercetari
foucauldiens, o comparatie care nu este
cétusi de putin deplasata,

CUNOASTERE

For ouwr Economy and Culfure este o operd de
artd completa. Aceastd afirmatie este meniti
unei interpretdri cit se poate de hterale. Este
a instalatie robustd, care invadeaza spatiul
galensd, 1 vzurpd, Incepdnd de la baza sa
arhitectonics, Galena care gazduieste pavi-
fionul sloven este un spatiu rezidential

Bienala de la Venadla & W

reclefinit, care astfel devine public, iar pormind
de aici Jasmina Cibic intreduce primul ele-
ment in ecuatie: acela al arhitecturii statale
paradigmatice. Cibic isi construieste specta-
colul in jurul persoanei lul Vinko Glanz, arhi-
tectul de stat oficial al lugoslaviei sccialiste, al
canu modernism monumental a senat statului
un dispozitiv arhitectonic propriu, un cadru
vizual necesar, Un aspect cunios este acela
oa multe lusrdn din opera sa au fost dedicate
remodeldni arhitecturii oficiale a regimurilor
paolitice antericare, ceea o2 apare intr-o para-
leld interesantd cu spatiul pavilionului sloven,
o rezidentd privata reinventatd. Asadar, Cibic




preia elemente arhitectonice si de design inte-
rior din idiomul arhtectonic al lu Glanz ¢ le
aplicd unui scop aparent neobignuit: transfor-
marea galeriei intr-un budoar, un spatiu privat
prin excelentd. Evocarea budoarulul nu este in
miciun caz arbitrard si nu este fipsita de
referinte istorice. Jasmina Cibic reviziteaza
una dintre preccupdrile sale antericare, arhi-
tectura vilelor lui Adolph Loos, unde incipenie
fermneilor, budoarele, functionau ca un soi de
turn de control, construite in asa fel incat sa
permitad supravegherea atenta a tuturor
miscanlor din casd. Pnn juxtapunersa a doud
tipun opuse de arhitecturd, Cibic ajunge la o
concluzie foarne surprinzdtoare; ambels folo-
sesc mecanisme foarte asemandtoare de
condensare a privini si de incadrare a aces-
teia. Este vorba de paradigma benthamiané,
cara s-a dovedit mult mai persistent3 dect
ne-am fi imaginat, Tntrucat isi gaseste locul cu
ugurintd in designul utopic-modernist al lui
Loos, cu un efect de temperare a schemelor
sale umanist-functionaliste.

in studiul lui Deleuze despre arheologia
foucauldiand, cuncasterea este numele ale-
rmertului unificator al unwi strat istoric; terme-
nul descrie modul in care enunturile i regimu-
rile de vizibiitate ale unel anumite formatiuni
istonce interactioneaza, formand astiel stratul
regpectiv. Dar cum anume se formeazi o
formatiuensa istorca din interactiunea celor
doud aspecte ale sale, enunturila i regimurie
de vizibilitate? Potrivit lui Foucault, acesta nu
este chtusi de putin un proces armonics, ¢ o
relate disjunctivd caractenzatd de o tensiune
constanta, Adevarul este intotdeauna rezulta-
tul unor relati incordate, problematics. Astfel,
misiunea unui arheolog este aceea de a
extrage vizibilul si enuntabilul dintr-un strat
istorie, cu scopul de a demonstra fragilitatea
reald a adevarului unei anumite formatiuni.
Chiar acesta este punctul de vedere pe care
Cibic Incearca =i-| sublinieze prin examinarea
diferitelor paradigme arhitecturale:
cunoasterea 5 modul in care se structureazd
aa nu e de la sine inteles, iar in acast sens,
artistul ca arheolog, intr-un sens profund
foucauldian, sa straduisste 83 descompuna
adevarurile sale in ceva cu mult mai putin eni-
dent = si mult mai fragil.

PUTERE

Dar cum se face cd enunturile g1 regimurile de
vizibilitate &ung, in genera, =3 intre Tn con-
tact? Ge anume lg activeazi? Enunturile si
regimurile de vizibiitate intrd in relatie doar
prin ntegrarea forfelor constant fluctuante ale
puterii, forménd asadar cunoasterea. De
acesa, cunoastersa este permanant prnsa in
capcana relatilor de putere - formarea
cunoasteni se petrece intotdeauna prin inte-
grarea relatilor de putere, acordnd fiecinui
strat istoric diagrama sa particulars a puterii.
Tocmai aceasta problamd e abordati foarte
lucid in filmele Jazminei Cibic, Framing the
Space si Fruits of Our Land. in timp ce primul
dintre ele prezinta o relatare fictva a unsl con-
versatil intre un jurnalist si arhitectul Vinko
Glanz asupra dezvoltanii idiomului s8u arhitec-
tonic g a capcanslor safe ideclogice, seenariul

celui de al dollea este preluat cuvint cu
cuvant din stenograma unei sedinte a
Comisiei pentru Revizuirea Operelor Artistice
=1 Sculpturale in Adunarea din Noul Palat al
Poporulul = un document descoperit cu cétiva
ani in urma printre hartile postume ale i
Glanz. Filmul urméreste discutia dintre un
functionar palitic, un urbanist, un arhitect i
cétiva istorici ai artel, discufie care se invéne
n jurul problemei selectarii unui artist
JPetrivit”, care s8 Impodobeascd nou-constru-
ita Adunare a Republicii Populare Slovenia cu
opere de artd conforme. Argumentele pline de
prejudecati ideclogice ar putea fi luate ca un
document istoric distractiv, daca n-ar exista
un anumit element nelinistitor: discutia pare sa
functioneze la fel de bine In mai multe sisteme
ce puters. Mai muilt, discutia ar putea avea
loz, la fel de bine, gi astaz, Acest lucru re-
aminteste de indata un alt aspect interesant al
discursului foucauldian referitor la putere;
institutile precum statul, econamia, stinta,
arta sau moralitatea nu poseda o esentd pro-
prie, In loc s fie percepute ca practici cane
dau sens forfelor puterii, ele nu fac decitsdle
fixeze.

Diar mai existd o paraleld in munca lu Cibic,
care rezoneaza cu notiunile foucauldiens de
putere. Foucault sustine ci puterea este mult
mai mult decat un mecanism opresiv (iar
aceasta este obiectia sa principald la pers-
pectiva manstd), afirmand cd ea este, de
asemenea, o fortd productiva care incita,
provoacd s produce noi relati, Omniprezenta
puterni sa datoreazd chiar faptului i ea este
mai mult decat o for{d opresiva, ci tra-
verseazd corpunie, formeaza cunoasterea si
produce discursul. Aceastd idee este
prezentd in mod constant, atdt in slementels
particulare ale instalatiel, cat siin proiectul ei
ca intreg. In examinarea macanismelor pro-
ducitoare de cuncagtere ale puterii, Cibic
acoperd perelii galeriei si elermente ale
instalatiei cu un tapet imprimat cu iMmagini
minuticase ale insectel Anophthalmus hitler, o
pictograma nationald esuatd, Denumitd in

1936 de Oscar Scheibel, entomaolog sloven
da origine germand g sustindtor entuziast al
nazismului, aceasta specie endemica slovena
a fost uitaté si aproape cd a disparut datoritd
incArcatuni ideclogice a numelul sau. Astial,
Anophthalmus hitherd devineg un punct ne-
vralgic in examinarea de catra Cibic a
proceselor generatoare de mituri nationake,
fand transformat intr-o parte din scenografia
pavtionulul, un model de tapet care praia
intr-un mod ludic o iImagine iconicd nationala
cu efect invers, Procesare politica alterata.
Justapundndu-le cu pictograma nationald
esuatd, Cibic atdrna unsprezece natur moarte
pe perefii saturati cu imagini ai galeriei.
Picturile sunt parte din colectia oficiald de arta
a Parlamentului sloven si sunt in mod normal
expusa In bircunle pnm-ministrilor, Jncadrand
perspectiva” asupra spectacolului care se
desfasoars sub titulatura de Jstat”.
Fictogramels nationals esuate s cele reusite
stau asadar unele [Anga altele, expundnd
refeaua de putere / cuncagiers care ne deter-
mina regimul de vizibilitate,

SUBIECT

Aceasta emfazé rezumd minunat ideile lui
Foucault despre putere ca o fortd care, in
amestacul siu cu cuncasgterea, produce
adevir - adevarul ca problematica de dezba-
tut, si toocmal acest aspect este ,agonistic”,
problematizind relatia cu adevarurile s certi-
tudinile noastre, in care Foucault recunoagte
capacitatea noastra de a actiona ca subiech.
Cred ¢a, in ansamblu, proiectul Jasming
Cibic For Cur Economy and Cuffure ar trabui
cbservat tocmai prin aceste lentile. In general,
proiectul ei este nu doar o genealogie a pro-
ducerii ideclogie de stat, ci §i o luare de
pozite foarte hotardta in cadnul propriel par-
ticipén la Bienala de la Venetia ca
reprezentare nationald. Drept raspuns la acest
fapt, Jasmina Cibic se ,supra-identifica™ cu
rolul pe care trebue s8-| joace. reveldnd astfel
meacanismels inerente ale institutiel Bienalel.
Fenomenul Bienalei este unul din ultimeale

3l



ramasite ale marilor Expaozitil Universale ale
secolului al XIxX-lea si ale inceputului de secal
XX, cele mai flamboaiante manifestan ale
puterii imperialiste, In cadrul cérora térie
axpunesy mostre” din toate colturile globului
icolonizat), ca simboluri ale puteril lor. Aceasts
prerumplie nu s-a schimbat prea mult, in
sensul in care manifestarn ca Bienala de la
Venstlia continud 53 funclioneze ca un sol de
camp de luptd cultural, in care tarile partici-
pants e straduiesc 58 obtind it mal mults
vizibilitate, putere si influenta prin succesul
culturii kor, Cibic nu face decat s8 evidentieze
acest joo, comportdndu-se asa cum ar trebui
54 se comporte un reprezentant national,
actiondnd .pentru econormia si cullura noas-
rd", cu toste miturde si simbolurile sale
intoarse pe dos). Supra-identificarea sa este
crilica unii om aflat in mterior, un inamic in
randurile noastre, Nu este o revoltA naiva, ¢ o
incercare de a face lucrurile ceva mai fragile”
{ca g8l invocdm iar pe Foucault), intr-un gest
tipic foucauddian, Cibic & ia ca punct da ple-
care un diagnostic despre noi in momentul
prezent, pornind Tntr-o céutare a punctelor
nevralgice care ne-al condus spre aceasts
perspectiva particulara a realitati.
Reconstruind cu subtiltate gensalogia st
de fapt actuale si expundnd fragilitatea
lucrurilor pe care le percepem ca adevanr”,
Cibic sugereaza nu o cale de scipare
potentiald, ci nevela de a ne interpreta. certi-
tudinila” in med diferit. Numai prin adoptarea
unai afitudini critice perpetue asupra
conditilor in care ne alam am avea o sansa
de a tdia nodul gordian (injevitabil al cunoag-
tedii ¢ al puterii. Strigdtul de lupta foucauldian:
Jniciodata sa nu-ti lasi certitudinile & doarma”™
rasund in pavilionul sloven din Venetia,

(Traducere de Mircea Lasia)
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1-5 - Jasmina Cibic, For Our Economy and Cullirg
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Jasmina Cibic: The New Archaeologist

text by VLADIMIB VIDMAR

In 1986, Gilles Dalewze published his famous
book on Foucaul. in a tharough study of the
philosopher's e ceuvre, Deleurs compares
Foucaull's eaty strategias with those of an
archivisl, Foucault as the “new archivist” probes
through different layers, historical emgiicities
that are compesed of words and things,
statements and visiblities. Evary historical for
mation imples a cartain disposition of the visi
ble and the statable, whose interplay foms the
vary slratum it appears in. In that respect, the
roder of an archasclogist ina foucaulian sense
iz the labour of extracting stataments and visi
biliies from the matarial of each particular kayer,
which are nat availlable per se, but require of us
to diagnosa the condiions through which thay
appeaar, In 2013, Jasmina Cibic represented
the Hepublic of Slovenia al the S5th Venice
Biennaéa, Her project For Our Economy and
Culfurer was al=o a thorough siudy, an archaso
Iogical endeavour of identifing the conditions
undear which the stalernents and the visibiliies
of our higlorical stralum fom our regily. Ina
truty foucaultian mannar, Cibic tackles tha
Gordian knot of knowledga-power-subject,
luciclly identifving crucial efernents in her elabo-
ate penealogy of our presant stata, This shon
assay = an attempt to reflect the artist's strata
gies through the lens of Foucadt's inguires, a
comparnson that is by no means out of place,

KNOWLEDGE

For Our Economy and Culfure is a complete
wiork of art. This is meant (o be taken wery
literally. It is a wholasome installation that
invades the space of the gallery and usurps it
slarting from iis architeciural base, The gallery
that hosts the Slovena pavilion is a repurposed
residantial spaca that becomes pubiic through

Bienala da la Vienatia  Venics Biennale

redalinition, and on hese grounds Jasmina
Cibic introduces the first element in the equa-
tier, that of the paracigmatic state architecture
Cibic builds her show around the persona of
Vinko Glanz, the official siate architect of the
socialis! Yugoslada, whose monumental
medemisn sevad o provide the new state
with ite cwn architectural disposilive, a much
neaded visual framing. A curious thing s that
rmch of his cewre is dedicated o remodalling
the official architeciure of previcus regimes,
which is interestingly parallel with the space of
the Slovanian pasdiion, a repurposad private
residance. Cibic therafore 1akes architectural
and intenor dasign alements from Glane's archi
tectural idiom and applies them to the saaming
Iy most unusual end: to ranstorm e gallery
infoa boudair, a privala space par excellance.
The evocation of the boudalr is by no means
arbilrary and is not withaout its histonical rafe-
rence. Jasmina Cibic resisits one of her earlier
precccupations, the aschitectuna of Adolph
Loos's vllas, whore women's quarers, the
boudair, serve as a sort of sunvelllance lower,
bl in the wiay that allows close supendsion of
all movermant in the house, By padaposing wo
oppasite types of architectura, Gibic comas 1o
a vety surprising conclusion: that both use very
similar mechanisms of condensing the gaze
and rarming the view. || is the Benthamian para-
chigrm that provesd msch more obstinate that we
thowght, =since it comiortably finds its way into
Loos's ulopian modemisl design as a sobeding
effect in his funclicnalist humanis! schame,

In Defauze’s accourt of Foucaull's archaesology,
knowladge is the name for the unfing elemant
of a higtoical stratum; it descibas the way in
which slatements and visibiiies of a cerlain
histonical formation interact, thus foming the
stratum tsall. Bul how exactly is a histoncal for-
mation farmed in the interplay of its bvo formes,
the stataments and visibliies? According 10
Foucault it is by no mesns a harmonious
process, bul a disunctive relation of constant
fensian. The truth is always a product of stre-
nucus, probdemalic elations. Thus the mission
of an archaeclogist is the one of extracting the
svisible and the stated from a historical layver with
the aim of showing how fragie the tuth of a
formation actually is. I ks precisaly the point
Cibic: i trying to make through bar examination
ol different architectural pasadigms: knowledgs
and the way il k& structurad is not a salf-evdent
thing and 1o this end, the arlist in har role of an
archaaologist, in a Iruly foucaidian sense, is
atriving to decomposa its tuths into somathing
miuch less obwous — and maore Tragile

POWER

But how is it that statements and wsibiliies ever
come into contact? What is it that activates
them? It ks only by integrating the conslantly
fluciuating forces of power that the stalements



1, s foming
o i pemma-
g of power — the

fior wiord from the shery

; EVaSIVENess
I!’:.'_-I itz mona i
that it

US papers of

an urbar and s
isonans, wr' scally renvolves arc
2 of finding the "approp
d the newly b

bearing slabors l- I

j g, & 1.:||' o i

ments could © igtoe-
docurment if it
forting e
tion wiall in mos

al |5 mons, i

werentiora o

b the

= rame. n

LS TE 8 NEUra

of national myth-making proce-

exanminaticn
2583, |
':rq;:a*'-,. &

SN0

riatic

el Pn-'...

aposing it

roary Still-life

j gqi ey wells

Ko

SUBJECT

This emphz

= r'f\.'.* l&am, that is.
agonishic”, problem

Jasmina Cibic's pro !
Culture &5 a whole ah -J-J -]
these very lenses. Her pf-'i{%-“.'
only & genealogy of the production C
aotogy. but alsg

1 the framework of her own participat
1 8% a national
fact, Jasmina Cibic

Tired post-

8 vary Cle

on

. Thia phienom
the last remnants of
ons of the
mest Rarmbovant mani-

s

19 and

festations of impertalist powsr whers cour
:,-‘-'\:1 "specimens” from all comers

eaty 20

terms ."al fHe mani ;
ce Bianreal shil senve as a sort of cu I‘ur al battie-
fiedd where participating counfries sir
through tha

ll= fhair

e or

more vishllity, power and Influence
Cibic s
; & nationsal
SCONCMY an
: C'-,.-.'::':_\,J.E. Hesr
a criique of an inedar, ar

cif e cully

llure”

ok red] rryths

lification is a
anamy within cur ranks
bat an attempt; let us evolke Fou
again,
Iy feascaultian gesturs

Itis nota nal

f cleparture a diagne
mcdreEnt, #
> BROES WIIC I] ool e
of perceing ¢

iy E*-.f 8 ib-’-'v‘ FECLNT-
: _'-"v of our present Sis
and exposing the fragiity of things

e Mo

BITars

Zea as our "ruths”, Ciblc sug

i ChHEnse

cian kot

1 b
that echoes




