. ST

"FW
" EDITIAAZ-A
‘BUC

s r

-
-

" BIENALA

o
g
|

)

STI

A® BF
E‘J-N

E 201

BRI

7 NOIEMBRI

£
“-F..ﬁs'm, |







October 8th - November 7th, 2010
Stirbei Palace, 107 Calea Victoriei,
Bucharest

www.metacult.ro/police

The Biennial of Young Artists is organized by the META
Cultural Foundation in partnership with Goethe-Institut
Bukarest, the Romanian Cultural Institute and EUNIC.

A cultural project supported by the
Romanian Ministry of Culture and National Heritage

Partners

Stirbei Palace

Administration of the National Cultural Fund

Pro Helvetia

Austrian Cultural Forum

French Embassy in Bucharest

French Institute

British Council

The Embassy of the Kingdom of the Netherlands
Czech Centre

Polish Institute in Bucharest

Hungarian Cultural Centre

[ksa:k] Center for Contemporary Art, Chisinau
Guelman Gallery

Knoll Gallery

Austrian Federal Ministry for Education, Arts and Culture
ACCENTE - German Cultural Center of Chisindu
Foundation for Contemporary Art, New York
Galleria d'Arco

Publisher: META Publishing House

Editors:
Ana-Maria Dragnea
Cristina lurea

Translation: Cristina lurea

Proofreading Romanian version:

Ana-Maria Dragnea, Anamaria Popescu, Oana Cozonac
Proofreading English version: Andra Matzal

Original texts by: Mica Gherghescu, Jason Waite, Laurentiu Damian, le
peuple qui manque (Kantuta Quiros & Aliocha Imhoff), Mirjana Peitler,
Marta Smolinska, Chto Delat?, Nikola Dietrich, Maja & Reuben Fowkes,

Edith Jefabkova, Shkélzen Maligi, Mihnea Mircan, Cosmin N&sui, Domenico

Quaranta, Stevan Vukovi¢

Graphic Design: Cosmin Moldovan

Media Partners

TVR, Radio Romania Cultural, Radio Romania International, RFI,
24-Fun, Dilema Veche, Adevarul Literar si Artistic, Romania libera,
alL titudini, artluk, Revista 22, Art Act Magazine, modernism.ro,
Revista la PLIC, Revista TATAIA, Port.ro, metropotam.ro, Senso tv,
Feeder.ro, GoodAgency, Pubbing.ro, ARTBoom.ro, Dana ArtGallery

Biennial Director
Romelo Pervolovici

Project Coordinators
Cristina Bortun

Oana Lepadatu
Ana-Maria Dragnea

Curator of the 4th edition:

Mica Gherghescu - art critic and historian
Curator AND THE PANOPTICON, AS WELL:
Jason Waite - art critic and curator

Project assistants:
Cristina lurea
Adrian Dragoi

Visual identity
Cosmin Moldovan






Multumim partenerilor, sustindtorilor si prietenilor Bienalei, pentru sprijinul generos pe care ni l-au acordat.
We thank all the Biennial’s partners, supporters and friends, for their generous help.

October 8th — November 7th 2010
Biennial of Young Artists - 4th edition
»Police the police”

Organized by in partnership with

7T Genrat O w, INSTITUTUL
BUKAREST M“ROMAN EUNIC

Y Proiect cultural finantat de
h1| | Ministerul Culturii
. 2 { si Patrimeniului National

PARTNERS

- . . CAMTAUL CEH . BRITISH

ER 0 (

E bmuk $04 Kingdom of the Netherlands | forumul| cultural | austriac™

T

a0c

&

EERETAZIIE .1 FURETSE ¥ UST1 A0 LANDM

[MsJ GUELMAN GALLERY] j@' TKSAKL, .. cpornn s
MEDIA PARTNERS

axhirvirul . &
TV/RCULTURAL m ] DILEMA! literar Y afitedini 2/ Uk
- O menopotam.ro- 4 sensotv.ro woERNisy PORT/D & FeeDERm

(iRt o, ;’f:m;ﬁ pubbing ARTBOON DAN/ TEWRER



FOREWORD

ROMELO PERVOLOVICI - DIRECTOR OF THE BIENNIAL OF YOUNG ARTISTS

The 4th edition of the Biennial of Young Artists is meant to be a deviation from the idea of surveillance in its proper sense, as
a process of monitoring and supervising behaviors of individuals and communities. “Watching over” stands not only for visual
observance, but also for all forms of monitoring from a high authoritarian position.

Capturing personal experience, as opposed to surveillance, the artists’ eye investigates and creates a subjective archive of
images featuring militia, policemen, guardsmen in various situations.

While policemen have a surveillance mission, the artists have the policemen under sousveillance. This “art-in-action” can
be embodied as a social comment, breaching the privacy of authority. Such an insight is often seen as a threat to society.
This exhibition can be perceived as a series of visual comments without subversive content, implying that “we don’t live in
completely different worlds”.

In Eastern European countries, surveillance used to be a routine “undertaken in order to assure compliance, as a means
of repression, collecting information and inoculating fear. Communist states relied on surveillance in order to survive. This
inevitably left an important and uncomfortable legacy to state traditions. The state apparatus is still ready for coercion, although
many communist states no longer have the resources for an efficient repression.” (J. Grugel)

Lyotard saw the population of communist countries as being at the same time the authors, the recipients and the subjects of
a unique narration, from which they were not allowed to recede, being under permanent surveillance. From this perspective,
totalitarianism was the end of modernity and a deliberate attempt to neutralize any type of subjectivity.

The Biennial of Young Artists, which can also be called the Biennial of Young Art, deals with the following aspects: the
subjectivity that left modernity behind and the creative sousveillance which forms a coherent community for monitoring the
system of surveillance.




POLICE THE POLICE

MICA GHERGHESCU - CURATORUL CELEI DE-A 4-A EDITII A
BIENALEI TINERILOR ARTISTI

.Police the police” contine Tn simetria de constructie conceptuala si Th jocul de cuvinte un mesaj automat imperativ. Pare sa fie prins fara
scapare Tntre ilustrativismul previzibil si iminentele ofensei. Ar fi superficial in schimb daca [-am Tntelege doar ca simplu impuls militant
si revoltat sau ca pe Thca o forma epuizata de critica institutionala. Dincolo de oglindirea lui perfecta, mesajul articuleaza un polimorfism
stringent de actual si se misca dezinvolt Tntre tentatia riscului si spectrul restrictiei.

Prin tropism structural, modalitatile de operare si de investigatie sunt intim legate de strategiile de observatie si supraveghere, de
pozitionare tactica Tntre observator si tinta sau de tehnologiile de urmarire si localizare. Privite Tn aceasta incidenta, intre practica de
investigatie si formele primare de metodologie si istoriografie vizuald existd o complementaritate epistemologica de fond: aceleasi
dorinte de decodificare, aceleasi inductii morelliene, aceleasi reconstituiri indiciale.

MAI DEPARTE. Ca factor de dereglare, vreau sa aplic relatiei de ,supraveghere” antifraza ei fertild si mult mai nedeterminata,
~subvegherea”; nu atat ca inversare de roluri ci sub forma unui cameleonism pe care creatorii animati de dileme civice il convoaca
frecvent n propria lor actiune de urmarire a instantelor de autoritate, conducandu-si propria ,anchetad”, lansandu-si propriile speculatii.
~Subvegherea” exploateaza fantasmele noastre ambivalente despre control si protectie, rasturnand cu aceeasi curiozitate presupozitiile
despre puterea acaparanta si vigilenta si supunerea docila.

Gandit cu ceva timp Tn urma de Steve Mann ca notiune teoretica legata de extensiile lui hibride si cyborgiene de intermediere, conceptul
de ,subveghere” — sousveillance — desemna in mod literal o maniera de ,apropriere a instrumentelor opresorului”, intr-o fundamentala
subversiune a logicii panoptice'. In actiunea sa, Mann era puternic influentat de teoria situationista a diversiunii, deturnarii si situatiilor
construite. Mai recent si mult mai strict localizat, metodele de ,subveghere” sunt aplicate pragmatic si cu regularitate Tn Nottingham
de céatre Oficiul de Subveghere Comunitara a lui Rob O’Copp, care dubleaza, supravegheaza si inventariaza cu atentie derapajele politiei
comunitare britanice. Pentru critica cultural3, interventiile lui Mann sau contrasupravegherea de tip PCSO Watch sunt doar doua posibile
exemple ale fenomenului alternativ de ,culture jamming”, de guerrilla media-activista.

Similia similis, ,subvegherea” ca apropriere a strategiilor celuilalt, ca mod de operare, poate fi explicata prin raporturile ce se instaleaza
Tnduntrul unui organism uman bolnav, ndelung tratat. E un fel de reactie biologica foarte complexa. Ca si bacteriile, ca si virusii, agentul
patogen se modeleaza adaptativ fatd de agentii chimici externi agresivi, armati inteligent Tn aparare. Pervers si deseori inexplicabil,
gaseste raspunsuri inedite prin transfigurari structurale. Tn mod cu totul paradoxal, transforma otrava in mancare prin perfectionarea
unor organite duplicitare care reusesc Tn cele din urma sa modifice toxicul in self biologic, favorizand totodata invazia si proliferarea in
organismul gazda.

Convoc aici ,subvegherea” tocmai pentru a-i testa aplicabilitatea si calitatea adaptativa. Cum lucreaza artistul sau, mai nou, activistul
cultural, cu un subiect eminamente politic, cum 7l manipuleaza Tntr-o practicad in mod curent asociatd cu contra-observatia? Care este
gradul de contra-inteligenta pe care Tl pune Tn joc? Cum se lucreaza ,sub acoperire” visand la dezvaluirea totald, in plina lumind? Si cum
se confrunta practica activista Tnsasi cu posibilitatea propriei subminari?

Mi-ar plicea sa gandesc aceasta pozitie ca pe o situare subiectivd, non-normativa, inteleasa ca stare de observatie constanta, ca
“panda” lucida, ca o pendulare continud intre ,.a sta de veghe” si ,a fi de garda”, intotdeauna pregatit de ,interventie”.

Este necesar si un alt tip de acordare Tn corzile subiectului. Distinctia dintre ,supraveghere” si ,subveghere” se produce tocmai la nivelul
de concentratie a vizibilului. intr-un text recent, Dominique Quessada nuanta diferenta dintre doua regimuri de vizibilitate fundamental
opuse: supravegherea ca scopic pregnant si subvegherea ca scopic atenuat, ca ocurenta a numericului. ,Aceasta subveghere care scapa

1. Steve MANN, ,, 'Reflectionism’ and 'Diffusionism’: New Tactics for Deconstructing the Video Surveillance Superhighway”, in Thomas Y. LEVIN, Ursula
FROHNE, Peter WEIBEL (ed.), CTRL [SPACE]. Rhetorics of Surveillance from Bentham to Big Brother, Karlsruhe, ZKM/ MIT Press, 2002
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Tnmare parte dimensiunii scopice pentru aintran ordinea invizibild acomputerului, chiar si atunci cand este vorba de videosupraveghere,
nu are nevoie de ochi, fie ei deschisi sau Tnchisi. Acest mod de observatie este, literal, orb. In orbirea ei hypervigilenta, prin cecitatea care
autorizeaza o hyperconvivialitate invaziva si indiscretd, ea sub-vegheaza, fara sa mai aiba nevoie de ochi.™

LUNGIME DE UNDA. Analizand meditatiile lui Montaigne si ,Critica violentei” de Walter Benjamin, Jacques Derrida reactiva o reflectie
oraculara potrivit careia legea noastra se Tntemeiaza doar pe cateva fictiuni legitime?. Pe un alt nivel de fictionalitate, ar trebui pastrata
n gand multitudinea de inventii vizionare si heterogene care prolifereaza Tn literatura fantastica tocmai pentru a expurga si sublima
relatiile, Tntotdeauna conflictuale, de control si pedeapsa.

REMINDER. E provocator sa vorbesti astazi despre tactici ale ,subvegherii”, Tntr-o tard cu o lunga traditie a ,supravegherii”.
Istoria recentd a ,supravegherii” activeaza iremediabil Tn spatiul si memoria publica si privata imaginea reflexd a practicilor invazive
(dobandite, ereditare, suferite, provocate, supralicitate, psihotice). lar productia culturald contemporana nu ezitd sa reviziteze aceste
lieux de mémoire recurente, facil asociate uneori cu figura paradigmatica a ,politistului”, a ,agentului de ordine si control”, loc comun
al atator scenarii fantastice, figura tragica sau, dimpotriva, vamipirizata si candid batjocorit, hranita de duplicitatile sau versatilitatile
personajului. Nise de istoricitate Tsi fac locul Th expunere pentru a bruia, anacronic si fertil, practici si jocuri actuale si pentru a imbogati
comparativ lectura acestora.

BRESE. FILM Sl FOTOJURNALISM. Relatia dintre zona conventional atribuitd asa-numitelor ,arte vizuale” (traditionale si
plastice, new media experimentale, fotografie artistica) si zonele cinematografiei si fotografiei documentare trebuie intens relativizata
Tntr-un context expozitional deschis, de ,experimentare”. Experimentalul Tn sine mizeaza pe cercetarea curioasa si ireverentioasa,
pe eclectismul mijloacelor si tehnicilor, iar experimentalul contemporan supravietuieste, dupa binecunoscuta afirmatie a lui Rosalind
Krauss, numai prin conditia lui de ,post-medium”. Experimentalul concureaza cu notiunea de , diferenta specificd”. Si, din orice timp sau
cadru, producatorul de imagini a fost oricum un abil spargator de frontiere.

Nu cred c3 aceastd apropiere dintre productiile diferite de imagini trebuie rapid concediatd prin termenul fourre-tout de
»transdisciplinaritate”. Atat productia cinematografica, cat si fotografia documentara prelevata direct din mijlocul evenimentului sau
dupa o lunga investigatie de teren Tsi pastreaza deseori reflexele de gen codificate si reglementarile specifice. Puse impreuna intr-o
expozitie de artd contemporana ele Tsi dezvaluie canalele de circulatie care le leaga profund de celelalte demersuri vizuale si prin care se
modeleaza subtil si reciproc. Alaturi de o interactiune strategica, acesta juxtapunere analizeaza si coeficientul de mutabilitate continut
de fiecare gen n parte.

SPATIUL. Ridicat Tntre 1835-1837 dupa planurile arhitectului francez Michel Sanjouand pentru, pe-atunci, logofatul Barbu Dimitrie
Stirbei, elegantul palat neoclasic de pe Podul Mogosoaiei trebuie sa fi generat la vremea constructiei sale o uriasd explozie vizuala.
Tntr-un tesut urban dens, incipient sistematizat si populat cu improvizatii vernaculare, resedinta domneasca implanta modelul francez
emblematic de ,maison entre cour et jardin®, cu un ansamblu complex de dependinte si cu o gradina particulard amenajata cu grote,
fantani si statui. Pana la izbucnirea celui de-al doilea razboi mondial, Palatul Stirbei a functionat ca vitrind mondena a Bucurestilor,
celebru pentru balurile spectaculoase care adunau protipendada capitalei.

Palatul Stirbei nu este un spatiu de expunere alternativa. Este intim legat de functia muzeald. A fost si muzeu de arta populara in faza
etnografiei clasice romanesti, a fost si muzeu al ceramicii si sticlei cu o colectie care aduna exemplare de la ceramica de Cucuteni pana
la sticldria Art Nouveau. Din 1994, pe locul Palatului Stirbei s-au instalat un vid de memorie si un vid de istorie. Pare sa fi fost radiat
din orizontul nostru vizual, iar in deambuldrile noastre, apare ca un fel de scotoma. Reinvestirea spatiilor patrimoniale cu lucrari ale
creatiei actuale este un gest indelung testat Tn expunerea contemporana, iar editia 2010 a Bienalei Tinerilor Artisti exploateaza diferitele
registre de narativitate pe care spatiul Palatului Stirbei le articuleaza.

Conceptul de ,subveghere” sparge asociatiile de idei revolute. incearc sa lucreze cu figura autoritatii in toate formele ei de deghizare,
mult mai difuze si mult mai imperceptibile, aluzive si nu evidente, infiltrative si nu exhibitioniste. Mai mult decat un radicalism activist,
gandesc aceasta editie ca o reverie activista. Ma gandesc la o retea de interventie metaforica, vitald, prehensild, care sa puna n joc
tacticile noastre imaginative si potentialul lor de deturnare. Ca o ,reactie” fulguranta si stare de observatie n alerta.

2. Dominique QUESSADA, ,De la sousveillance. La surveillance globale, un nouveau mode de gouvernementalité”, in Multitudes, 40, nr.1/ 2010, pp. 54-59
[trad.a]

3. Jacques DERRIDA, Forta de lege. ,Fundamentul mistic al autoritatii”, trad. de Bogdan Ghiu Th Walter BENJAMIN, Jacques DERRIDA, Despre violent3,
editie Tngrijita de Ciprian MIHALI, Cluj, Idea Design&Print, 2004



POLICE THE POLICE

MICA GHERGHESCU - CURATOR OF THE 4TH BIENNIAL OF YOUNG ARTISTS

The fourth edition of the Biennial of Young Artists (Bucharest 2010) opens with quite a hardly translatable mirroring word
pun: “police the police”. There is something tricky in the symmetrical construction of this message and in its automatically
imperative stance. It seems to have been captured in the net of mere illustrative restriction and imminent second offence.
Nonetheless, it would be rather superficial to see this statement as a militant and rebellious impetus only or as yet another
predictable and exhausted form of institutional critique. Instead, | would like to explore this year’s theme from another angle
of incidence, shaped by a certain polymorphism, stringently and ubiquitously present within the contemporary framework.
Policing ways of seeing are intimately linked to observance and surveillance strategies, to the relations between the observ-
er and the observed, to points of view and positions, to tracking and targeting techniques, to intermingled regulatory forms
of control, protection and discipline. Under these terms, police praxis and any visual study or historiography reach basic
epistemological complementarities, sharing the same decoding phantasms, same Morellian inductions and same indexical
reconstructions.

GOING FARTHER. | will introduce the counter-concept of “sousveillance” as a fertile and more indeterminate antiphrasis
for the notion of surveillance. Launched by Steve Mann as an accompanying notion for his hybrid cyborg surveillance and
mediating extensions, “sousveillance” literally designated a form of “appropriating the tools of the oppressor”, in a funda-
mental subversion of any Panopticon logics'. In his actions, Mann used some of Internationale Situationniste’s concepts of
diversion, détournement and constructed situations. More recently and more locally oriented, Rob 0'Copp’s Nottingham Of-
fice of Community Sousveillance opposes community police officers, by thoroughly watching them and registering their slips.
In cultural critique analysis, Mann’s interventions or PCSO Watch counter-surveillance are only just two possible examples of
the so-called “culture jamming” phenomenon, an alternative form of media-activist guerrilla.

Similia similis, this creative transformation by appropriating the Other’s strategies can be paralleled with some reactions
that take place within an unhealthy human organism after a longtime treatment. The biological reaction is very complex.
Like bacteria, or viruses, the parasite agent adapts to the aggressive external chemical agents, wisely armed in defensive.
Deviant and often illogical, this provocative intruder changes its structure so as to find new answers, and strangely turns
poison into nurture; it develops organisms that work both ways, they turn the toxic into biological self, and they facilitate the
invasion and expansion into the host organism.

| invoke this notion today in order to confront it with other chameleonic artistic practices involving “sousveillance” in their
civic dilemmas. How do artists and cultural activists challenge this political topic in their works, how do they react to au-
thority and control in their own actions of counter-observance, how do they carry on their own investigations, how do they
advance speculations, shifting from “wakefulness” to “watchfulness”? How do they work “undercover” with dreaming of full
disclosure? And at what point the activism itself confronts with its own dissolution?

The theme could also be tuned on other frequencies. The difference between “surveillance” and “sousveillance” depends on
the very level of visibility concentration. In a recent text, Dominique Quessada explains this distinction between two fun-
damentally opposed visual regimes: surveillance as concrete visual domain and the sousveillance as diffused visibility, as
digital occurrence: “this sousveillance detaches itself from clear visibility and enters the invisible computational order; even
for videosurveillance cases, it needs no eyes, either opened or closed. This observance stance is literally blind. In its hyper-

1. Steve MANN, ,, 'Reflectionism’ and 'Diffusionism’: New Tactics for Deconstructing the Video Surveillance Superhighway”, in Thomas Y. LEVIN, Ursula
FROHNE, Peter WEIBEL (ed.), CTRL [SPACE]. Rhetorics of Surveillance from Bentham to Big Brother, Karlsruhe, ZKM/ MIT Press, 2002
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vigilant blindness, through this kind of cecity, it authorizes an invasive and indiscrete hyper-conviviality, it sous-veilles, it
“watches from below”, without needing any eyes at all.” 2

BANDWIDTH. When analyzing Montaigne’s reflections and Walter Benjamin’s “Critique of Violence”, Jacques Derrida was
recalling one oracular saying about the legitimate fictions our law is based on®. On another level, one should keep in mind
the abundance of heterogeneous visionary inventions in fantasy literature, providing an impressive technical inventory that
never ceases to proliferate.

REMINDER. As far as the local Romanian scene is concerned, the history of surveillance activates long lasting invasive
practices both in private and public space and in various memory contexts - personally acquired, inherited, or inflicted upon
others, psychotic or overcharged. Recent cultural productions plunged into this rich invisible heritage, exploiting its recurrent
lieux de mémoire. Not to mention the paradigmatic figure of the policeman, subjected to so much fictionalization, vampiriza-
tion and mockery, by nurturing his duplicities or fearing his inherent versatility. Local interventions (recent projects as well
as a few historical cases) attempt to articulate this proposition by exploring a wide range of attitudes, situations, objects,
discourses and devices: a multi-layered and extended web of various theoretical platforms and different international points
of view. The historical recesses will try to jam in an anachronistic and fertile way recent games of thought and will try to
enrich the comparative reading.

BREACH. FILM AND PHOTOJOURNALISM. In an open, experimental contemporary display, one should introduce a cer-
tain dose of relativism when thinking the relationship between conventional “visual arts” (traditional beaux-arts, new media,
artistic photography) and cinema and documentary photography. The experiment as such is based on curious, irreverent
investigation, on media and technological eclecticism, and contemporary experiments survive only through their “post-medi-
um” condition (as Rosalind Krauss famously put it). The experimental competes with the “specific distinction”. And, from all
times, the image producer has always been a skillful barrier iconoclast.

We shouldn't rush to classify this proximity with the all-encompassing term of “transdisciplinarity”. Both film production

and documentary photography taken directly from reality often keep their generic codified reflexes and specific regulations.
Brought together in a contemporary exhibition, they reveal their mutual infusions and collaboration. Beyond a strategic
interaction, this juxtaposition evaluates the mutability factor contained by each genre.

THE VENUE. Edified for the chancellor Barbu Dimitrie Stirbei in between 1835-1837, after the plans of French architect
Michel Sanjouand, the elegant neoclassical palace set on Calea Victoriei (Podul Mogosoaiei at that time) must have visually
shocked its contemporaries. In a dense urban scheme, scarcely systematic and filled with vernacular improvisations, the
royal residence implanted the landmark French model of “maison entre cour et jardin”, with a complex outbuildings system
and a private garden with grottos, fountains and statues. Up to the Second World War, the Stirbei Palace was Bucharest'’s
fashionable glass case, famous for the spectacular soirées that gathered local celebrities.

The Stirbei Palace is not an alternative exhibition space. It is intimately linked with museum function. It has been used as
popular art museum during the classical Romanian ethnography period; it has housed a museum for ceramics and glass with
exhibits from Cucuteni to Art Nouveau. Starting with 1994, a memory void and a history void came out in its place. It seems
to have been erased from our visual horizon; and during our perambulations it appears somewhat like a scotoma. Reinvest-
ing patrimonial sites with contemporary works is a longtime tested artistic gesture. This edition of the Biennial of Young
Artists will try to exploit the different narrative registers that the Palace exquisitely articulates.

Talking about “sousveillance” today is an attempt to open revolutionary lines of thought and reflection associations. It is the
attempt to understand the way contemporary cultural practitioners grasp this emblematic figure of control and its possible
disguises, far more diffuse and hardly perceivable, far more allusive and easily infiltrating.

| think of this exhibition as more than activist radicalism, but rather as an activist reverie with a fictional, metaphorical set-
ting. In re-instating an old-time fantasy, could we still dribble power today through a visual “dazzling” reaction?

2. Dominigque QUESSADA, ,De la sousveillance. La surveillance globale, un nouveau mode de gouvernementalité”, in Multitudes, 40, nr.1/ 2010, pp. 54-59
[trad.a]

3. Jacques DERRIDA, Forta de lege. ,,Fundamentul mistic al autoritatii”, transl. by Bogdan Ghiu in Walter BENJAMIN, Jacques DERRIDA, Despre violentd,
edited by Ciprian MIHALI, Cluj, Idea Design&Print, 2004



OCHI PENTRU OCHI:
A OBSERVA PRIVIREA

JASON WAITE - CURATOR AND THE PANOPTICON, AS WELL

Atunci cand modernitatea se Tnfatiseaza printr-o multitudine de lentile, Tntr-un peisaj saturat de vizibil, problema actiunii devine
urgentd. Daca mecanismul privirii s-a raspandit, iar noi ne regasim continuu Tn cdmpul sdu vizual, putem oare sa-l intelegem mai
degraba ca potential decat ca fortd de obiectivare? Conceptul de ,subveghere”/ sousveillance, actiunea de a-i observa pe cei ce
supravegheazd, a fost introdusa de catre artistul Steve Mann cu semnificatia literald de ,a privi de dedesubt™. Originile conceptului
pornesc de la ideea potrivit cdreia camere portabile de supraveghere conectate la internet prin intermediul laptop-urilor pot
fi utilizate de catre indivizi pentru a reorienta lentila Tnapoi, spre sistemele de supraveghere publica si privata care ne asalteaza
cotidianul. Viziunea lui Mann despre o societate Tnarmata cu lentile care ar putea reflecta ,invers” privirea nu mai este de mult o
utopie. Proliferarea camerelor mobile si videocamerelor a permis publicului sa se Tnarmeze cu propriile sale lentile ca mijloace de
distribuire a imaginilor (de exemplu, YouTube si retelele de socializare). La réndul lor, aceste retele si-au extins sfera de imagini si
viteza de transfer, permitand astfel ca documentarea sa devina reactie si sa altereze Th mod fundamental relatia noastra cu vizualul.

Dincolo de scrierile lui Mann, conceptul de subveghere poate fi vazut ca fiind alcatuit din trei componente distincte : instrumentul
observatiei si rdspunsul sau corelat; recunoasterea constientd, convenita de catre cele doud entitati care accepta ca se afla in cdmpul
de vizibilitate al celuilalt; si, Tn sfarsit, ca dinamizare a unei performativitati dialectice. Cu alte cuvinte, cel care observa, 1l observa
si pe celdlalt, 1i observa pe ceilalti privindu-|, observa ca ceilalti sunt observati la randul lor de catre un altul, Tl observa pe cel care Ti
priveste pe ceilalti ca fiind observat de catre un altul si asa mai departe. Ca o sala a oglinzilor.

Eliberdnd notiunea de acceptiunea ei tehnologica si de dezumanizata ,industrializare a privirii” a lui Virilio, si plasand-o ntr-o
realitate sociald mult mai largd, ,subvegherea”/sousveillance are puterea de a articula tacticile privirii2. Ochiul care priveste nu mai
apartine doar camerei de supraveghere, ci poate veni dinspre copilul care analizeaza societatea, se poate regdsi in ochiul scrutator
al unui prieten sau Tn procedeele de urmarire pe care autoritatile le pun Tn practica in timpul protestelor, petitiilor sau sondajelor.

Arta poate fi inteleasd asadar ca activitate reflexiva, Th mod constant produsa de observatie si care Tsi pastreaza totusi capacitatea de
a patrunde privitorul, conditionand modalitatile noastre de a privi si a gandi. Teritoriul artei nu e compus dintr-o singura dimensiune,
ci mai degraba e o acumulare de heterotopii care apar chiar in interiorul societatii. Asa cum sustine Boris Groys, ,este posibil sa
opui rezistenta inegalitatii factuale Tntre imagini — asa cum ea a fost impusa din exterior, reflectand inegalitati culturale, sociale,
politice sau economice - doar plecand de la presupozitia egalitatii la nivel estetic a tuturor formelor vizuale si mijloacelor media™.
Recunoasterea acestei egalitati fundamentale deschide artei posibilitatea de a se infiltra Tn fluxul de imagini si de a crea noi spatii de
potentiala actiune, dezvaluindu-si totodatd profunda diferenta.

PERTURBAND PANOPTICON-UL

Pentru a localiza actiunea Tn interiorul mecanismului de subveghere este necesar sa discutam arhitectura panopticului, inventata
de Jeremy Bentham in timpul Luminilor. inchisoarea are o structura circulard, cu un turn de paza central si celule individuale de jur
Tmprejur, cu ferestre pe laturile din fata si Tn spate, care lumineaza din spate prizonierul si i fac toate miscérile vizibile din turn. Tn
schimb, paznicul nu putea fi vazut Tn turnul sdu si in consecinta prizonierul nu putea fi niciodata sigur cand era supravegheat sau
nu, crednd astfel un sistem de supraveghere potential omniprezent. Oricat de drastica ar deveni mutatia de comportament prin
internalizarea observatiei - acolo unde condamnatul, asa cum descrie Foucault, “ Tnscrie Tn el Tnsusi relatia de putere n care joaca

1. Steve Mann, Jason Nolan, and Barry Wellman, “Sousveillance: Inventing and Using Wearable Computing Devices for Data Collection in Surveillance
Environments,” Surveillance & Society 1, no. 3 (2003), pp. 331-355.

2. Paul Virilio, The Vision Machine (London: BFI Publishing, 1994), p.59.
3. Boris Groys, Art Power (Cambridge: MIT Press, 2008), p. 15
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simultan ambele roluri — el devine principiul propriei sale supuneri™. Astfel, observatia nu exista doar ca o entitate externa, ci si ca
un lucru care poate fi transpus asupra subiectului.

Panopticon-ul se fondeaza pe premisa potrivit careia a fi vazut este egal cu a fi vulnerabil. Studiind fenomenul modernitatii, schimbari
distincte au loc Tn modul de operare al Panopticon-ului. Expansiunea constanta a economiei neoliberale si a aparatului care o
Tnsoteste nu a dus doar la o largire a cdmpului de vizibilitate a pietelor; Th mod paradoxal, aceste expansiuni prodigioase au facut
vizibile chiar centrele de putere. O retea informala de indivizi si de grupuri locale si internationale a fost capabild sa-si Thsuseasca
instrumentele de comunicare multiplicate prin expansiunea capitalului si globalizarii, pentru a revitaliza protestul de strada si a
reorienta privirea spre organisme transnationale opace precum OMC, FMI si Banca Mondiala. Plasarea acestor organizatii intr-un
camp de vizibilitate sustinut a reusit sa , disciplineze” sistemele Tnsele si a condus, Tn cele din urma, la schimbari concrete cum ar fi
reducerea datoriilor pentru statele n situatii dificile.

Din momentul Tn care aceste miscari aflate in stadiul lor incipient au vociferat pe strazi Tntr-un spectacol animat, ca reactie
Tmpotriva proceselor economice neoliberale din spatele globalizarii, lupta pentru actiune dincolo de corpul individual si biologic a
Tnceput sa exploreze alte teritorii. Expansiunea rapida a tehnologiei nu a abandonat o politica a ,,corpului”, ci mai degraba i-a oferit
oportunitatea de a fi proiectata intr-o multiplicitate de spatii. Recentele revolte din Iran au implicat un numar de actori transnationali
care au colaborat printr-o retea densa de imagini. Activisti, artisti, scriitori si regizori aflati Tn exil 7i ajutau pe cei aflati pe strazile
din Teheran sa isi croiasca drum prin bariera politiei si a garzilor basijs, monitorizand Tn timp real fluxurile RSS, Twitter, canalele de
stiri, sau sms-urile. Imaginile si filmele facute pe strazi au fost Tncarcate pe YouTube si pe retelele de socializare, ocolind fluxurile
traditionale de informatii pentru a permite o multitudine de perspective. Daca in paradigma traditionald a Panopticon-ului, media
si puterea de observatie se suprapun ca mijloace de actiune ale autoritatii, atunci circulatia progresiva a imaginilor si egalitatea lor
fundamentald au subminat relatiile de putere. Supravegherea nu mai este doar o functie unidirectionald a puterii. Patrunzand Tn
sistem, avem posibilitatea de a tine Tn frau observatia. Tn acest caz, turnul de paza a ramas fara acoperire, relevand natura bruta a
puterii, supunandu-se privirii colective a indivizilor dispersati. in aceast& formulare contemporana structura carcerald a Panopticon-
ului se transforma Tntr-un instrument deschis care poate fi deturnat prin hacking, modificat si Tnsusit. Vizibilitatea nu mai este o
forma de pedeaps3, ci si un mijloc de putere.

Un alt exemplu al acestei deschideri informationale poate fi intalnit Tn zonele de conflict unde avioane militare automate colecteaza
imagini si lanseazi atacuri citre retele transnationale de insurgenti. In 2009, aceste imagini realizate de avioane au aparut pe
neasteptate Tn afara spatiului restrictionat al camerelor de control clandestine direct pe laptop-urile tintelor. Cu ajutorul unui
computer, al unei simple antene de satelit TV si a unui software accesibil pe internet pentru doar 25.95 $ pot fi vazute in direct
imaginile provenind de la camerele din interiorul avioanelor de miliarde de dolari. Privilegiul vizionarii este acum un produs de
baza comun, Tmpartasit de catre toatd lumea. Cei care constituiau Tnainte obiective ale monitorizarii militare, pot participa acum
la supraveghere. Avioanele automate omniprezente, parte a noii infrastructuri de dominatie si proiectie a fortei, devin un simbol al
reordonadrii relatiilor de putere si al noii distributii de sensibilitati vizuale.

Aceasta deturnare a observatiei i-a transformat efectiv pe toti cei aflati in cdmpul vizibilitatii Tn interpreti constienti — fie cd este
vorba de persoanele din mediul urban, fie de soldatii aflati dincolo de ,s&rma ghimpata”, de unde avioanele erau lansate. Astdzi,
oricine poate participa Th mod egal la vizionarea teatrului de razboi. Acest lucru a condus la o stare constantd de spectacol in care
cei urmariti puteau performa Th mod constient Tntr-un complex joc al subterfugiului. Rolurile se apropie de teoria spectactorilor a lui
Augusto Boel, pentru care scena teatrului este deschisa atat publicului cat si actorilor care joaca alternativ Tntr-un teatru participativ
comun. O data libertatea cuceritd, piesa se transforma Tn armg, iar vizibilitatea devine o linie find ntre viata si moarte.

Aceasta Bienala este gandita ca spatiu participativ Tn care mecanismele de circulatie a imaginii sunt expuse si in care Panopticon-ul
de priviri se dezvaluie. Privind si analizdnd neTntrerupt, am putea afirma oare cd semnificatia se afla nu Tn obiectul privirii noastre, ci
mai degraba Tn chiar potentialul transformator al actului de a vedea?

4. Michel Foucault, Discipline and Punish: The Birth of the Prison (London: Allan Lane, 1977), pp. 202-203.



EYE FOR AN EYE:
OBSERVING THE GAZE

JASON WAITE - CURATOR AND THE PANOPTICON, AS WELL

As we see modernity increasingly framed by a multiplicity of lenses, agency has become an urgent problem in an environ-
ment saturated with sight. As the apparatus of the gaze spreads - ourselves continuously in its field of view -, how do we un-
derstand this mechanism as a potential site rather than an objectifying force? The concept of sousveillance, the act of watch-
ing those who surveil, was introduced by the artist Steve Mann, literally meaning “to watch from below”'. The origins of the
concept can be traced in his idea that portable cameras, connected to the internet via laptops, could be used by individuals,
who turn the lens back onto the systems of public and private surveillance that pervade our everyday life. Mann’s vision of a
society armed with lenses that would “reflect” back the gaze is no longer a utopia. The proliferation of mobile cameras and
video recorders has armed individuals with their own lenses, as well as with the means of distributing the images, particu-
larly YouTube and social networks. These sites have extended the range of images and increased their upload speed, turning
documentation into reaction and fundamentally altering our relationship with images.

Going beyond the writings of Mann, we could say the concept of sousveillance has three distinct components: the instrument
of the gaze and its corresponding response by another party; the conscious acknowledgment by both entities that they are
within each other’s field of view; and lastly, setting in motion a dialectical performativity. In other words, the one who sees,
sees the other, sees the other seeing him, sees himself being seen by the other, seeing the other seeing himself being seen
by the other and so on. A reflexive hall of mirrors.

Liberating this notion from the grasp of technology and Virilio’'s dehumanized industrialization of vision, sousveillance that
is set within the wider social reality has the potential to articulate the workings of the gaze? In this case, the gaze is not
only that of the security camera, but also the perspective of a child studying society, the watchful eye of a companion or the
tracking of authority through tools such as protests, petitions and polls.

In this respect, we can also understand art as a reflexive activity, constantly generated by the gaze and yet retaining the
ability to penetrate the viewer, conditioning ways of seeing and thinking. The territory art has been able to sustain is not
composed of a singular area, but rather of heterotopic sites that occur within society itself. As Boris Groys argues, “only
under the presupposition of the equality of all visual forms and media on the aesthetic level is it possible to resist the
factual inequality between the images - as imposed from the outside, and reflecting cultural, social, political or economical
inequalities.” Once this fundamental equality is recognized, art opens up the possibility to infiltrate the circulation of images
and create new spaces of potential agency by subsequently revealing its difference.

DISRUPTING THE PANOPTICON

In order to locate the agency in the apparatus of sousveillance, it is useful to discuss the architecture of the Panopticon,
developed by Jeremy Bentham during the Enlightenment. The circular prison structure, centered around a guard tower,
surrounded by individual cells, windows on the front and rear which would back-lite the prisoners and make all of their
movements visible from the tower. In opposition, the guards in the tower cannot be seen and consequently the prisoner
never knows exactly whether he was being watched or no, creating a system of potential omnipresent surveillance. How-
ever drastic, the behavior shift becomes through the internalization of the gaze itself - where the condemned, as Foucault
describes, “inscribes in himself the power relation in which he simultaneously plays both roles -, he becomes the principle

1. Steve Mann, Jason Nolan, and Barry Wellman, “Sousveillance: Inventing and Using Wearable Computing Devices for Data Collection in Surveillance
Environments,” Surveillance & Society 1, no. 3 (2003): 331-355.

2. Paul Virilio, The Vision Machine (London: BFI Publishing, 1994), 59.

3. Boris Groys, Art Power (Cambridge: MIT Press, 2008), 15.
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of his own subjection.” The gaze therefore exists not only as an external entity, but also something that can be transposed
onto the subject.

The Panopticon operates on the premise that being seen means being vulnerable. On surveying modernity, we observe a
distinct shift in the workings of the Panopticon society is taking place. The constantly expanding neo-liberal economy and its
accompanying apparatuses have not only expanded the field of vision of markets, but these unrestrained expansions have
also paradoxically made visible the centers of power themselves. An informal network of local and international groups and
individuals was able to appropriate the instruments of communication that have been multiplied by the expansion of capital
and globalization in order to revitalize street protests as a means of focusing the world’s gaze on opaque transnational bo-
dies such as the WTO, IMF and World Bank. These organizations must be constantly brought into a sustained field of vision,
one that ‘disciplined’ the systems themselves and eventually brought about concrete changes such as debt relief to strug-
gling countries.

Since these burgeoning movements clamored onto the streets as a lively spectacle, as a reaction against the neo-liberal eco-
nomic processes behind globalization, the struggle for agency beyond the body has continued to develop other spaces. The
fast expansion of technology has not left the politics of the body behind, but rather offered the body the opportunity of being
projected into a multiplicity of spaces. The recent uprisings in Iran involved a number of transnational actors collaborating
through a dense web of images. Activists, artists, writers and filmmakers in exile, for example, were helping those in the
streets in Tehran navigate the gauntlet of police and basijs, by real time monitoring social media sites such as Twitter or RSS
feeds, as well as news reports, and by SMS communication. Images and videos taken in the streets were uploaded on You-
Tube and social media sites, circumnavigating traditional flows of information to allow a multiplicity of perspectives. If in the
traditional paradigm of the Panopticon, media can be seen as the gaze, the means of agency for authority, it is the expanded
circulation of images and their fundamental equality that disrupted the power relations. The gaze is no longer a unidirec-
tional function of hegemony. By partaking in the system, one has the possibility to harness the gaze. The guard tower can be
stripped bare, revealing the raw nature of power which becomes subject to the collective gaze of dispersed individuals. It is
in this contemporary iteration of the Panopticon that architecture turns from a structure of imprisonment into an open source
tool that can be hacked, altered and appropriated. Visibility is no longer a punishment, but also a means of empowerment.

Another example of this open source capability is taking place in conflict zones, where unmanned military drones collect
images and attack the networks of transnational insurgents. In 2009, these images that were taken from the point of view of
the drone itself, suddenly appearing outside of the restricted space of the clandestine control rooms, straight on the laptops
of the targets themselves. With the aid of a computer, a simple TV dish, and software to be found on the internet for $25.95,
it is possible to see the live images coming from the cameras inside the billion dollar drones. The privilege of sight is now a
shared commodity, part of the commons. Those who had just been objects of the military gaze had the chance to take part in
the surveillance. These ubiquitous drones which had become part of the new infrastructure of dominance and the projection
of force were now a symbol for reordering power relations and for a new distribution of the sensible.

This hijacking of the gaze effectively transformed everybody within the field of view into conscious performers- individuals in
cities, as well as the soldiers behind the “wire” where the drones were launched. Everyone could now equally participate in
watching the theater of war. This also led to a constant state of performance wherein those who were being watched could
consciously perform a complex game of subterfuge. Their roles are similar to Augusto Boel’s theory of spect-actors, accord-
ing to which the theatrical stage is open both to audience and actors, all taking turns in performing within a participatory
theater. Once an escape, the play becomes a weapon - and visibility becomes a thin line between life and death.

This biennial is meant as a participatory space where these mechanics of image circulation are exposed, and the Panopticon
of gazes reveals itself. As we look and look back, could it be that the significance lies rather in the transformative potential of
seeing itself than in the object of our gaze?

4. Michel Foucault, Discipline and Punish: The Birth of the Prison (London: Allan Lane, 1977), 202-203.



PENTRU O ARHEOLOGIE
A PRIVIRILOR

LE PEUPLE QUI MANQUE
(KANTUTA QUIROS & ALIOCHA IMHOFF)
CRITICI DE ARTA SI CURATORI

v v oA

Daca a privi este o putere, fara Tndoiala ca aceasta se manifesta astazi, in forma sa cea mai extinsa, prin transformarea n supra-
veghere a privirii contemporane. Am putea identifica aceasta transformare - aflata n centrul dispozitivelor actuale de supraveghere
- prin tendinta de scanare a corpurilor si a spatiilor fara a lasa vreo urma sau vreo indoiald, producandu-se astfel semne si continuu-
muri vizuale infinite, precum si printr-un sistem de angrenaj al observatiei. Fiecare priveste pe cineva si poate fi la randul sau urmarit
cu privirea Tn orice clipd, devansand astfel deja vechiul dispozitiv panoptic analizat de Michel Foucault. Numerosi artisti au disecat
critic aceasta transformare continua a privirii in supraveghere: de la Der Reise (1983) al lui Michael Klier la L'ceil-Machine (2003) al
lui Harun Farocki, trecand prin filmele lui Renaud Auguste-Dormeuil sau Alain Declercqg.

Aceste demersuri critice se Tnscriu fntr-o mai ampla istorie a privirii si mai ales a contra-dispozitivelor ei. Intr-adevar, cineastii si
videastii au lucrat chiar de mai multa vreme la deconstruirea mecanismelor Tn care privirea si puterea se intersecteaza si pentru care
regimul nostru de supraveghere ar reprezenta momentul de apogeu. Printr-un rapel istoric al contra-dispozitivelor pe care acesti
artisti, cineasti si activisti le-au inventat (si a caror forma actuala ar fi deci subvegherea), ne propunem sa vedem care sunt tehnicile
de lucru pe care le putem utiliza astazi pentru o rezistentd viitoare. Printr-o scurta arheologie a acestor gesturi critice, vom vedea
cu precddere cum s-a dezvoltat Tn timp, prin raportare la privirile coloniale, patriarhale, masiniste sau panoptice, inventia contra-
privirilor, realizatd intr-o prima faza prin operatiuni de inversare a ordinii privirilor si permitand, tocmai prin acest lucru, dezvaluirea
mecanismelor de reificare, de punere sub tuteld si control. Prin strategii rizomatice, prin confruntarea cu controlul hegemonic al
producerii si difuzarii imaginilor prin mass media si mijloacele oficiale, media-activismele contemporane au Tncercat, la randul lor,
s& propuna conectari polifonice ale privirilor si imaginilor, pentru construirea unor practici cu adevarat democratice de informare. in
final, vom aprofunda practici istorice ale cinematografiei experimentale, care propun - poate mai mult decat contra-privirile care par
sa rdmana nca atasate unei ideologii perspectiviste - o simpla disolutie a privirii Th palpabil si olfactiv, inventarea unui al treilea ochi
si a unei priviri haptice (si nu optice), ca tentativa decisiva de abolire a amprentei puterii asupra privirilor.

»CUNOASTEREA FORTELOR ACTIVE” (ALAIN DECLERCQ)

Operaartistuluifrancez Alain Declercq se nscrie intr-o istorie a tehnologiilor de inversare a surselor de emisie a privirii. A scapa de sub
imperiul supravegherii inseamnad la el sa supraveghezi supravegherea, printr-o vigilenta care Tnceteaza sa mai fie supradominanta si
care emana din propriul corp in miscare, performativ, care fotografiaza si inregistreaza. Supraveghind sistemele de supraveghere, el
studiaza de mai mult de 10 ani societatile de control folosind logica pentru a le dezvalui propriile limite. Din investigatiile sale tenace
transpare un joc fragil Tntre demascarile tehnologiilor de supunere, diferitele regimuri de adevar, dovezi fictive, suspiciuni, paranoia
si Tntorséturi neasteptate ale realitatii. In Hidden, el deturneazi interdictiile de securitate de la New York 7n 2008, amplasand o
camerd obscura cu stenopa Tn fata constructiilor si cladirilor protejate prin legislatia de dupa Ground Zero, constituind astfel un
inventar al locurilor interzise de reprezentare. Intr-o forma de mise en abime si de demistificare a punctelor de observatie, decupajul
scopic al obiectivului se Tnscrie chiar Tn cadrajul imaginilor sale, Tntrucat ovalul unui ochi absolut Ti serveste drept contur, reludnd
astfel jocul supravegherii chiar in interiorul cadrului si dezvaluind ,,nu invizibilul, ci un vizibil a carui vizibilitate era interzisa”, pentru
a relua cuvintele lui Gérard Wajcman'. Tn Embedded, document filmat alaturi de fortele de ordine (in special politisti Tn civil), cu oca-
zia manifestdrilor studentesti organizate la Paris Tn 2006, se infiltreaza Tn randul celor infiltrati Thainte de a fi el Thsusi descoperit.
Pentru Mike, docu-fictiune echivoca despre iconografia complotului international, Alain Declercq inventeaza un personaj, Mike, care
supravegheazi activititile suspecte ale retelelor internationale. ntr-o pendulare tulburétoare intre fictiune si realitate, pe 24 iunie
2005, la Bordeaux, brigada de criminalistica si cea anti-terorista franceza descind n atelierul lui, suspectandu-l de ,a se fi inteles cu
inamicul”. Alain Declercq este interogat, atelierul sau perchezitionat, iar toate documentele si operele lui analizate. De-abia atunci va
descoperi ca era el Tnsusi pus sub supraveghere de mai multe luni. Alain Declercq va remonta mai tarziu toate elementele acestei
perchezitii subliniind ca ,a cunoaste fortele active” era deja, pentru fortele de ordine, sinonim cu terorismul. Munca sa de fabricare
a realului i va permite sa dezvaluie modul in care dinamicile securitare si cele de supraveghere se alimenteaza ele Tnsele dintr-o

1. Gérard Wajcman, Portrait de l'artiste en Persée, in Alain Declercq, editura Blackjack, Loevenbruck, 2010
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scenarizare a realului si felul Tn care aceasta fictionalizare le este necesara pentru a exista.

Daca opera lui Alain Declercq poate fi vazuta ca o caracteristica a unei strategii de subveghere, inteleasa ca ,supraveghere inversa”,
alte dispozitive de observare si protocoale de perceptie au fost inventate de-a lungul timpului de catre artisti si cineasti pentru a
scapa obiectivarilor si reificarilor privirilor.

PRIVINDU-L PE PRIVITOR

Tn mod asemanétor, unele strategii subversive tin de o contextualizare a dispozitivelor de observatie, denaturand ideologiile care
sustin ierarhiile privirilor (de la Valie Export la Godard/Gorin si grupul Dziga Vertov cu formidabila Letter for Jane (1972) trecand prin
Coco Fusco si Guillermo Gomez-Peiia, sau chiar mai recent prin Renzo Martens, cu Enjoy Poverty, Episodul 3 (2007) etc.). Aceste
strategii au fost folosite Tn special in arta video sau in cinematografia minoritatilor in autoenuntarea si autoproducerea sinelui. Ele
dezamorseaza privirile de obiectivare sau expertizele si conduc la o autoreprezentare a subiectelor filmate, si mai ales a subiectelor
desemnate ca perverse, sau a subiectelor anormale, a corpurilor rasiale, autohtone, diferite etc., deci a ceea ce Donna Harraway
numeste ,corpuri insemnate™.

in contextul politicilor identitare si Tn special al celor feministe, queer si postcoloniale, era necesara producerea unei cinematografii
care sd nu mai vorbeasca despre femei, homosexuali, minoritati rasiale, subalterni etc., ci care sa fie generatd de pe pozitia unei
conditii minoritare si sa Tntrerupa dispozitivul producerii adevarului despre corpuri si identitati. Altfel spus, cei care fusesera obiectul
expertizei medicale, psihiatrice, antropologice, coloniale, au reclamat incetul cu Tncetul producerea unei cunoasteri localizate si a
unor reprezentari despre ei Tnsisi care sa puna sub semnul Tntrebarii cunoasterea hegemonica. O ruptura pe care Michel Foucault o
numea: ,insurectia cunostintelor supuse”.

Un exemplu celebru Tn arta feminista este cel al artistei austriece Valie Export, cu Touch Cinema (1968), performance de strada real-
izat in 1968, despre care s-a spus ca reprezinta ,primul film feminist adevarat”. Valie Export se plimba pe strada purtand atasata de
bustul sdu gol o ,sala de cinema” (cutie dreptunghiulara Tn care trecatorii puteau bdga méana timp de cinci minute pentru a-i atinge
sénii), rasturnand astfel ierarhia privirilor, dezvaluind si explicitand raporturile de forta patriarhale care dicteaza reprezentarea fe-
meii, precum si punerea Tn scend voyeuristd a corpului feminin Tn cinema. Poate ca Touch Cinema raméane o forma de cinemato-
grafie, dar e o cinematografie care, pentru a-si interoga dispozitivul este obligata sa iasa Tn afara ei Tnsesi, sa explodeze in afara
spatiului sau, pentru a se Tndrepta mai bine asupra sa si a se desemna ca mecanism al privirii.

in The couple in the cage, artistii Guillermo Gémez-Pefia si Coco Fusco operau un veritabil act de ,etnografie inversata”. Tn timpul
unui turneu de cateva luni, se auto-expuneau Tntr-o cuscd itineranta drept un cuplu de amerindieni veniti de pe o insuld imaginar3,
»izolata de civilizatie”, punand la Thcercare privirea spectatorului. Inaugurata in piata Cristofor Columb din Madrid T 1992, perfor-
mance-ul Two Undiscovered Amerindians visit a fost reluat in timpul ceremoniilor de celebrare a ,descoperirii” Americilor, Tn locuri
de art3 sau muzee de istorie natural3. in cartea sa, English is Broken Here, Coco Fusco explica cum ,cusca devenea ecranul alb pe
care publicul Tsi proiecta fantasmele a ceea ce reprezentau. Cum noi ne asumam rolul stereotip al salbaticului domesticit, o buna
parte din public se simtea Tndreptatita sa-si asume rolul colonizatorului(...)."”® Diana Taylor va sublinia ca acest spectacol este dovada
esecului fiecarui spectator, dat fiind ca nicio reactie nu putea fi realmente potrivita situatiei’. Urmas al Chicano Art Movement, Guill-
ermo Gémez-Pefia, performer, videast si scriitor de renume international, membru fondator al Border Art Workshop si al colectivului
de performeri la Pocha Nostra, va continua aceastd muncé de antropologie inversata. Tn timpul spectacolelor/reprezentatiilor sale
ulterioare, deconstructia este permisa de punerea n scena a tablourilor si muzeelor vivante interactive create Tmpreuna cu publicul
si a unui ,Musée Vivant des Identités Fétichisées”, compus din diorame etnografice sau din freak shows, care, exhiband si exacer-
band fetisizarea identitatilor subalterne, parodiaza practicile postcoloniale contemporane de reprezentare. Diorama este o tehnica
de reprezentare a popoarelor indigene utilizatd in muzeele etnografice. Inventata la Tnceputul secolului al XIX-lea de catre Daguerre,
diorama se compune din tablouri de mari dimensiuni, iluminate din spate; a fost utilizatd Tnca de la Tnceputul secolului al XX-lea
pentru reconstituirile etnografice, prezentadnd manechine in situ, cu costume, unelte, arme si uneori locuinte intregi. Gdmez-Pefia
foloseste aceste reconstituiri sub forma fotografica sau performativa, personajele sale recurgand la panoplii de obiecte si semne
identitare. Tn dioramele ,salbaticilor artificiali” el actualizeaza relatia de voyeurism pe care centrul autodeclarat o intretine deja cu
periferiile, Tn cadrul turismului cultural, al artei globale, al televiziunii totale, al culturii populare, o noua relatie epistemologica intre

2. Donna Harraway, capitolul Situated Knowledges: The Science Question in Feminism and the Privilege of Partial Perspective in Simians, Cyborgs and
Women: The Reinvention of Nature (New York; Routledge, 1991)

3. Traducerea autorului. In Fusco, Coco. English is Broken Here. New York: The New Press, 1995, p 47[“The cage became a blank screen onto which audi-
ences projected their fantasies of who and what we are. As we assumed the stereotypical role of the domesticated savage, many audience members felt
entitled to assume the role of colonizer, only to find themselves uncomfortable with the implications of the game”]

4. Diana Taylor, « A Savage Performance: Guillermo Gomez-Pefia and Coco Fusco'’s “Couple in the Cage”», TDR (1988-), Vol. 42, Nr. 2 (Summer, 1998), pp.
160-175
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subiect si obiect, Tntre mainstream si subculturi, o relatie care se dispenseaza de orice interogatie auspra puterii si privilegiilor®.

!dEDIA-ACTIVISME $1 MONTAJE POLIFONICE: INVENTAREA ,,DEMOCRATIILOR” PRIVIRII

Incepand cu anii '90, aceste gesturi de inversare au fost duse mult mai departe prin critica mass media si mobilizarile informationale
colective practicate cu precadere de activistii altermondialisti.

n sensul celebrului slogan al lui Jello Biaffra ,Don’t hate the media, become the media” (,Nu urati mass-media, deveniti mass-
media”), reinnoirea ,mijloacelor media critice” Tn anii ‘90 s-a sprijinit pe refuzul replierii cercului producatorilor de informatie si pe
asimetria Tntretinutd de mijloacele media traditionale fata de spectatorii loré. Media-activismele s-au pus n slujba valorizarii unei
practici a informarii la persoana ntai, refuzand expertiza profesionistilor, redistribuind tuturor dreptul la exprimare, prin instaurarea
dispozitivelor de producere de imagini si de exprimare deschise. Ei au contribuit Tn egald masura si la proliferarea centrelor de emisie
pentru a construi polifonii de subiectivitati si de priviri, Tncercand n acelasi timp sa construiasca platforme de actiune colectiva, care
ar traduce refuzul separarii intre a informa si a actiona. Doua productii audiovizuale recente sunt edificatoare pentru aceste strategii.
Prima, This is What democracy looks like (2000) apartine colectivului Big Noise si IMC (Independent Media Center), care s-au dedicat
Tncepand cu sfarsitul anilor '90 construirii de retele de informare. Ca rezumat al evenimentelor de la Seattle din 1999 din timpul
manifestarilor Tmpotriva OMC, filmat stradal cu mult mai multe camere de filmat decét orice alt mijloc media, IMC a coordonat peste
o0 suta de media-activisti si a colectat mai mult de trei sute de ore de cadre.

This Is What Democracy Looks like recapteaza pluralitatea imaginilor filmate de acesti activisti media, majoritatea dintre ei implicati
de ani de zile Tn presa independenta. Filmul poate fi folosit drept model pentru a observa experienta mijloacelor media alternative si
practicile lor de cooperare, Tnalt subiective, ale creatiei colective autonome. Multiplicitatea privirilor si numarul de privitori le permite
acestor activisti sd-si creeze propria poveste asupra evenimentului si sa supravegheze aparatul democratic. Totusi, este vorba aici
de o ruptura cu unilateralitatea si monopolulul producerii de imagini, Tn absenta vreunei ideologii a transparentei informationale sau
a unei ,politii a adevarului”. Ceea ce se vede este mai curand puterea constitutiva a multitudinilor ,Tn lupta” si o practica ,situata” a
privirii, fard dimensiune obiectivanta.

Cea de-a doua lucrare, Burma VJ (2009), montata de Anders @stergaard si realizata cu ocazia represiunii miscarilor democratice
din Birmania in 2007, reia printr-un montaj plurivoc imaginile filmate cu camere video sau telefoane mobile de catre video-jurnalisti
locali, deseori aflati in pericol de moarte. Acest film impresionant se situeaza n ondulatiile privirii, supraveghind prin ochi sensibili si
pasionati, rdspanditi Tn capitala birmana, schemele represive ale unui regim de supraveghere nezdruncinat, cel al dictaturii militare.

CINEMATOGRAFIA CA TEHNICA DE PRODUCTIE A GENULUI

Scopul nostru nu este de a construi o istorie a privirii, ci de a evoca modul Tn care subiectele observatiei, ale reprezentdrii, au inversat
sau rasturnat modalitatile intruzive, reifiante ale acestor observatii. n textul de referintd ,Visual Pleasure and Narrative Cinema”,
publicat Tn 1975 Tn revista Screen, Laura Mulvey recurge la psihanaliza pentru a descompune aparatul hollywoodian, cu functie de
dublu dispozitiv al puterii patriarhale, care subjuga femeile pe de o parte prin constructia scenaristica a unor personaje al caror punct
de vedere este Tn mod necesar masculin (placere narcisista de identificare) si, pe de alta parte, prin punerea n scena a privirii Tnsesi
care obiectiveaza femeia, facand din ea un obiect al placerii vizuale (placere scopofild). Astfel, Tn opinia lui Mulvey, pentru a putea
resimti placere vizuala Tn cinematografie, femeile nu pot decét sa se supuna scopofiliei narcisiste a regiei masculine care centreaza
femeia ca obiect al placerii, supusa privirii lui dominante. Chiar Tn cel de-al doilea val al migcarii, teoria feminista a dezvoltat ideea
cd aparatul de filmat este el insusi apogeul ideologiei falocratice, puternic sustinuta de dezvoltarea industriala. Teresa de Lauretis va
vorbi mai tarziu de aparatul cinematografic ca tehnologie sociald de productie a genului’. Mulvey va milita pentru construirea unui
spectator alternativ si va propune ca riposta la ,cinematografia patriarhald” hollywoodiana recursul la cinematografia de avangarda.

CINEMATOGRAFII HAPTICE

Pentru a dezamorsa dimensiunea scopica si constructia perspectivista falocratica a privirii cu ajutorul camerei de filmat, putem apela
la resursele istorice ale unei viziuni haptice si ale unei cinematografii tactile, explorate Tn principal de cinematografia experimentala.
Mostenita din dezbaterile asupra deierarhizarii simturilor, notiunea de viziune hapticd® a aparut la Tnceputul secolului al XX-lea
Tncercand sa se detaseze de viziunea optica Tn favoarea unei viziuni ,tactile” a lumii, rezultatd din corpul intern si din fecunditatea

5. Mai multe despre acest subiect Tn Guillermo Gdmez-Pefia, Ethno-Techno, Writings on Performance, Activism And Pedagogy, New York, Routledge,
2005

6. Mai multe despre acest subiect Tn Dominique Cardon si Fabien Granjon, « Les mobilisations informationnelles dans le mouvement altermondialiste »,
comunicare n cadrul colocviului « Les mobilisations altermondialistes », Paris, Association francaise de science politique, 3-5 decembrie 2003.

7. Teresa De Lauretis, Technologies of Gender, Essays on Theory, Film, and Fiction, Bloomington, Indiana University Press, 1987.

8. « (...) haptic, din verbul grec aptd (a atinge), nu desemneaza o relatie extrinsecd Tntre privire si atingere, ci o ,posibilitate a privirii", un fel de viziune
distincta de optica” ne spune Herman Parret in , Spatialiser haptiquement : de Deleuze a Riegl, et de Riegl a Herder". Nouveaux Actes Sémiotiques
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senzoriala globald a subiectului. Tn Logica Senzatiei, Gilles Deleuze vorbea, referitor la opozitia dintre ochi si mana la Francis Bacon,
de aceasta viziune haptica: ,de fiecare data cand nu va mai exista subordonare stransa intr-un sens sau altul, nici subordonare
relaxatd sau conexiune virtuala Tntre mana si ochi, ci atunci cand privirea va descoperi Tn ea Tnsasi o functie tactild care Ti este prop-
rie, si nu Ti apartine decét ei, diferitd de functia sa optica™.

AL TREILEA OCHI

Astfel, daca cinematografia si gestica filmica a lui Stan Brakhage, figurd majora a cinematografiei americane underground, in care
Tntregul corp este cel care vede, sunt destul de cunoscute, nu acelasi lucru poate fi spus despre munca cineastului si compozitorului
francez André Almuro. Recent decedat, Almuro este, aldturi de Jean-Luc Guionnet, inventatorul unei cinematografii haptice unde
camera era ghidatd nu de ochi, ci doar de bratele actantilor care filmeaza si sunt filmati in acelasi timp. Tn cadrul ceremoniilor
placerii a caror dimensiune cosmica suprapunea ritualurile homerotice peste asfintit, filmele sale constituiau o experienta unicd a
viziunii organice, penetrand corpurile si actiunile dorintei lui. In reflexia texturilor minerale ale epidermei, in freamatul sculptural
al Tntalnirii, André Almuro facea apel la un ,al treilea ochi” care nu explora o atingere oarb3, ci se eliberase de suprematia vizuald
si de subordonarea atingerii. André Almuro spunea ca trebuie sa se picteze pornind de la elementul cel mai subiectiv, cu camera
stransa Tn pumn (in sensul literal), ,peisaje afective” si dezgolind intensitati, energii care emana direct din interventii corporale.
Cinematografia sa haptica ilustra un mod de cunoastere kinestezica a lumii, filmarea constituind o proba de transformare a celui
din spatele camerei. ,Organicitatea cineticd” contura atunci peisajele emanate de acel ochi ,pineal™®. Bill Viola, in magistralul The
passing (1991) — parabold a trecerilor multiple de la viatad la moarte - reusea sa capteze respiratia nocturnd, apropiindu-se de o
viziune ultrasubiectiva, instalandu-si o camera de filmat pe cap si filmandu-si astfel somnul. Neintreruptele jocuri ale hazardului
Tntre microcosmos si macrocosmos, care dizolva viziunea cand Tn materialitatea granulozitatii filmului, cdnd intr-o viziune oceanica,
absorbeau pana la pierdere structurarea perspectivistd a privirii. Aceste variatiuni scalare permiteau o deplasare a planului optic Tn
planul haptic.

PUNCTUL ORB

in contact direct cu miscarea feminista californiana din anii 1960 - 1970, filmele lui Carolee Schneemann si Barbara Hammer poarta
amprenta mostenirii lui Stan Brakhage, producand o cinematografie a asocierii dintre a vedea si a simti, Tn care viziunea trebuie s
fie cat mai apropiatd de senzatie, eliberandu-se de perspectiva si de privirile masculine (male gaze). Carolee Schneemann a turnat
filmul Fuses (1967), in timpul unui joc sexual impreund cu partenerul ei, James Teeney. Dispozitivul din Fuses dizolva repartitia
rolurilor Tn fata sau Tn spatele camerei de filmat (si a femeii ca obiect al privirii), combinand planurile filmate din punctul de vedere
al lui Schneemann si cele filmate Tn viziunea lui Tenney, precum si planuri Tn care nici un punct de vedere nu poate fi cu adevarat
circumscris. in acelasi mod, filmul suferd o adevarata ,munca” materiala si senzitiva, prin grattage, picturd, ,atacul fizic” al peliculei,
cea de-a doua ,piele”. Pentru a scapa de faimoasa male gaze, Barbara Hammer a Tncercat sa-si dea nastere atat ei insesi, cat si
unor ,imagini fara origine”. Dyketactics (1971) exploreaza noi teritorii senzoriale amoroase si mentale, desface si inventeaza alte
teritorii ale corpului feminin, ale corpului lesbian, pornind de la o esteticd a corpului golit pe dinduntru, deteritorializat. Deconstructia
pe care o face asupra experientei carnale asa cum a fost ea reprezentata si cartografiata de cinematografia masculina trece printr-o
fenomenologie a experientei traite.

Tn final, scriitorul francez Fernand Deligny (1913-1996), plecat s& traiasca in Cévennes alturi de autisti, a sustinut tentativa unei
cinematografii care ar fi echivalentul unui limbaj fara cuvinte, ,refractar la domesticirea simbolicd” si cdt mai aproape de lumea
autista. El a inventat verbul ,a camera” n loc de a filma, ca termen manifest, indicand prin aceasta ca o arheologie a tehnologiilor
reprezentarii este primordiald. A camera pentru a iesi din filmul scenarizat si din istorie ca instanta de sens colonizator, a camera
ca ,zyeuter” sau ,bigler"/ a se uita crucis, la fel cum fac copiii autisti pentru a privi lumea. A camera pentru imagini produse din per-
spectiva unei minoritati care exploreaza ,posibilitatile privirii” capabile sa se desparta de o dimensiune obiectivanta si sa produca,
poate, alti spectatori.

.,Ce verb dragut, ,bigler"/ a se uita crucis. Ar fi cam ca doud oculare, niste dispozitive optice speciale, dar gandite nu pentru a vedea
n relief; doua dispozitive, asa cum exista doua memorii, chiar daca cel care filmeaza ar avea un fel de ochi care atarna in cautarea
a ceva uman de filmat si chiar daca tot ce ar gasi nu ar fi decat farame, in afara si dincolo de scena scenarizata. Ar trebui inventata
camera de filmat Tn crucis”, scria Fernand Deligny.

9. Gilles Deleuze, Francis Bacon. La logique de la sensation, editia a ll-a, Paris, Editions du Seuil, 1972.

10.Tn 2002, André Almuro publica “L'oeil Pinéal, Pour une cinégraphie” la editura Paris-Expérimental. Al treilea ochi (numit si «ochi interior » sau «ochiul
sufletului») este o metaford mistica si ezoterica care desemneaza, dincolo de ochii fizici, o a treia privire, cea a cunoasterii de sine. Tn anumite traditii, al
treilea ochi este Tn mod simbolic plasat pe frunte, intre spréncene. Unii autori au sugerat deci ca acest al treilea ochi desemneaza de fapt glanda pineald,
care se regdseste intre cele doud emisfere ale creierului. (Definitie Wikipedia)
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FOR AN ARCHEOLOGY
OF THE GAZE

LE PEUPLE QUI MANQUE (KANTUTA QUIROS & ALIOCHA IMHOFF)
ART CRITICS & CURATORS

If seeing is a power, nowadays it certainly manifests itself in its most extended form: we witness the transformation of the contem-
porary gaze into surveillance. Being at the core of present-day surveillance mechanisms is a phenomenon that can be understood
through the increasing use of scanning technologies, as means of production for tracing systems and visual continuity.

The network within which everybody is watching and is possibly being watched outdates Michel Foucault’s device of the Pan-
opticon observation. Numerous artists have used critical analysis to dissect this ubiquitous transformation of modern gaze into
surveillance: from Michael Klier's Der Reise (1983) to Harun Farocki's L'aeeil-Machine (2003), passing through Renaud Auguste-
Dormeuil’s or Alain Declercq’s videos.

These analytical operations belong to a broader history of the gaze and its counter-devices. The film makers and video directors
have long taken interest in the deconstruction of the mechanisms connecting the act of watching to the question of power, and
leading to a regime of generalized surveillance.

Recalling the counter-devices invented by these artists, film makers and video directors (whose most contemporary version would
in this case be sousveillance), we aim to see what are the work techniques we could use today for future resistance. In a brief
attempt to reiterate these radical gestures, we will see how the invention of counter-watching has developed, confronted with the
colonial, patriarchal, mechanical or panoptical watching. This was possible in the first place only due to those inversions in the
sequence of watching, that reveal the mechanisms of reification, guardianship, and control. In order to build genuinely democratic
information practices, contemporary mediactivism has tried to advance new “polyphonic” networks of images. The rhizomatic
strategies involved still had to deal with the hegemonic control of image production and dissemination in the mass and official
media. Finally, one will infer from the historical practices of experimental cinema, which even more propose a pure and simple
dissolution of seeing into touching and feeling, that the invention of a third eye and of tactile watching is the final effort of abolish-
ing the imprint of power over watching.

“KNOWING THE FORCES AT PLAY” (ALAIN DECLERCQ)

French artist Alain Declercq’s work belongs to a history of techniques used in reversing the emission points of the look. For him,
escaping surveillance has developed into surveilling the surveillance, enacted by vigilance produced from its own moving, per-
forming, photographing, and filming body. Declercq has been working for over a decade on control societies, using logic to the
extent of unveiling its limits, surveilling the systems of surveillance themselves. One can detect in his obstinate inquiries some
fragile game between exposing the technologies of power, truth regimes and fictional evidence, suspicion, paranoia and unex-
pected reversals of reality.

In Hidden (2008) he diverts security regulations by placing a pinhole camera obscura in front of the constructions and buildings
protected by the city legislation post Ground Zero, thus constituting an inventory of forbidden places of representation. Using mise
en abime and the demystification of points of view, the scopic lens cut is impressed within the frame, roundly shaped by an abso-
lute eye. Surveillance is therefore replicated in the frame itself, revealing “not the invisible but a visible whose visual character was
forbidden”, in Gérard Wajcman’s' words.

In Embedded, which was filmed during the students’ manifestations organized in Paris in 2006, among the forces of order, and
mainly among civilian police officers, he infiltrates amongst the infiltrated, only to be exposed later on. For Mike, an undecidable
piece of docufiction on the iconography of international plots, Alain Declercq makes up a character, Mike, who is in charge of sur-
veying the actions of international networks. In a troubling ballet of fiction and reality, on June 24th 2005, a criminal brigade and
some French anti-terrorists enter his studio in Bordeaux, accusing him of “working with the enemy”. Alain Declerq would be inter-
rogated, his studio searched, and all of his documents and art works carefully analyzed. He would then realize he had been himself
observed for the last several months. As Alain Declerq would say later, while reproducing on stage the rooms of this perquisition,
“knowing the forces at play” equals terrorism for any forces of order. His work of fictionalized reality allows him to unmask the way
security and surveillance dynamics feed themselves from staging reality and the way fictionalizing actually permits them to exist.
While Alain Declercq’s work can be seen as typical for the so-called “reversed surveillance” strategies, artists and film makers
have invented throughout history different visual devices and perceptive protocols, to free themselves of the neutralization and

1. Gérard Wajcman, Portrait de l'artiste en Persée, in Alain Declercg, éditions Blackjack, Loevenbruck, 2010
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reification of watching.

WATCHING THE WATCH

Some of these subversive strategies bring out a mise en abime of the devices of watching, denaturalizing the ideologies that feed
the sequence of look. Some of the references are Valie Export and Godard/Gorin and the Dziga Vertov group, with the amazing Let-
ter for Jane (1972), Coco Fusco and Guillermo Gémez-Pefia, or even recently Renzo Martens, with Enjoy Poverty, Episode 3 (2008),
etc. These strategies have been particularly used in video or cinema by minority groups, within a framework of self-statement and
self-production. These practices defuse objectivating watches and expertise, leading to a self representation of the recorded sub-
jects, and especially of the subjects that are designed as pervert. Also called abnormal - racially, nationally, bodily or just different
-, they are what Donna Harraway calls “marked bodies™ .

Within the framework of identity policies — most of all the feminist, queer and postcolonial - it was necessary to produce cinema
that no longer focused on women, homosexuals, racial minorities, subordinate subjects, etc. Instead, we came up with cinema that
came straight from under a condition of minority, as if to disrupt the device producing the truth on bodies and identities. In other
words, those who had created the very objects of medical, psychiatric, anthropological and colonial expertise have progressively
claimed the establishment of a local knowledge and a set of self representations that question the hegemonic dogma. A rupture
Michel Foucault calls “the insurrection of subjugated knowledge”.

A well-known example of feminist art is the case of the Austrian artist Valie Export, with her Touch Cinema (1968), a street per-
formance that she realized in 1968 which is considered to be “the first true feminist film”. Valie Export would wander the streets
carrying a “cinema theatre” (a rectangular box in which the passers-by could plunge their hand for five minutes and touch her
breasts), attached to her naked chest, thus reversing the patriarchal power balances that govern women'’s representations, and the
voyeuristic staging of the woman’s body in cinema. Maybe Touch Cinema becomes even more a form of cinema - cinema that is
forced to step out of itself in order to question its own mechanism, cinema that explodes, in order to define itself as a mechanism
of watching.

In The Couple in the Cage, artists Guillermo Gomez-Pefia and Coco Fusco operate a true act of “reversed ethnography”. During a
several month tour, they would show themselves in an itinerant cage, pretending to be an Amerindian couple from an imaginary
island, “far from civilization”, and thus testing the spectator. The opening of this performance, Two Undiscovered Amerindians

visit took place in the Cristopher Columbus Square in Madrid, in 1992, during the celebration of the “discovery” of the Americas.

It was shown in art places or natural history museums. In his book English is Broken Here, Coco Fusco describes how “the cage
became the white screen on which the public projected their fantasies and the illusion of what they were. Since we were assuming
the stereotypical role of the domesticated savage, a great part of the public felt authorized to adopt the role of the colonizer (...)*" .
Diana Taylor will underline that this piece reflects the failure of each spectator, since no reaction could possibly be adequate to this
situation®. Heir of the Chicano Art Movement, Guillermo Gémez-Pefia, performer, video director and renowned writer, founding
member of Border Art Workshop, and of the la Pocha Nostra performers’ collective, will carry on this reversed anthropology work.
On the occasion of his later performances/shows, this deconstruction will be allowed by a staging of paintings and interactive mu-
sées vivants co-created with the public, and of a “Musée Vivant des Identités Fétichisées”, made up of ethnographical dioramas or
of freak shows. By exhibiting and exacerbating the fetish of subaltern identities, they mock contemporary post-colonial techniques
of representation.

The diorama is a representation technique of the indigenous peoples, commonly used in ethnography museums. Invented at the
beginning of the 19th century by Daguerre, the diorama is composed of large panels illuminated from behind and, since then, it
has been used for ethnographic reconstructions, capturing the subjects in their traditional environment: along with their costumes,
tools, weapons and sometimes with their entire housings. Gdmez-Pefia uses these contextual settings both photographically or
performatively, his characters resorting to a wide range of objects and identity markers. His dioramas of “artificial savages” update
the voyeuristic relation between the self - proclaimed as center — and its confines, within the frame of cultural tourism, global art,
total TV, pop culture. All along, a new epistemological relation between subject and object emerges, a relation between main-
stream and subcultures, liberated from questions of power and privileges®.

2. Donna Harraway, chapter Situated Knowledges: The Science Question in Feminism and the Privilege of Partial Perspective in Simians, Cyborgs and
Women: The Reinvention of Nature (New York; Routledge, 1991)

3. Author's tranlastion. In Fusco, Coco. English is Broken Here. New York: The New Press, 1995, p 47 [“The cage became a blank screen onto which audi-
ences projected their fantasies of who and what we are. As we assumed the stereotypical role of the domesticated savage, many audience members felt
entitled to assume the role of colonizer, only to find themselves uncomfortable with the implications of the game”]

4. Diana Taylor, «A Savage Performance: Guillermo Gomez-Pefia and Coco Fusco's “Couple in the Cage”», TDR (1988-), Vol. 42, No. 2 (Summer, 1998), pp.
160-175

5. More on this subject in Guillermo Gémez-Pefia, Ethno-Techno, Writings on Performance, Activism And Pedagogy, New York, Routledge, 2005



MEDIACTIVISM AND POLYPHONIC SETTINGS: INVENTING THE “DEMOCRACIES” OF WATCHING

Since the '90s, these actions of reversal have been driven even further by media criticism and by collective informational mobiliza-
tions, notably practiced among alter-globalist activists.

According to Jello Biaffra’s famous motto, “Don’t hate the media, become the media”, the renewal of the “critical media” in the '90s
relied on rejecting the restraining of the information producers’ group and on the asymmetry between the traditional media and
their spectators®. Mediactivists have thus put themselves at the service of a subjective informational practice, rejecting profession-
al expertise and redistributing the right to speak to everybody, by installing devices for the production of image and open speech.
They have equally worked to propagate the emission centers, at the same time trying to put together platforms of collective action,
dismissing the rupture between information and action. Two audiovisual productions are representative for this strategy.

The first, This is What Democracy Looks Like (2000) is the work of the Big Noise collective and of the IMC (Independent Media
Center), that have dedicated themselves to the construction of reticular networks of information since the late '90s. During the
manifestations against the OMC in Seattle 1999 the IMC shot a report in the streets, using more cameras that any other media,
coordinating more than a hundred mediactivists and gathering more than 300 hours of rushes.

This is What Democracy Looks Like captures the plurality of the images shot by these mediactivists, mostly involved in indepen-
dent media for several years. It could stand as a model for imagining the experience of alternative media and their cooperative
and highly subjective practices of collective and autonomous creation. Here lies the multiplicity of gazes and watchers that allow
them to produce their own story of the event and to see themselves as observing the apparatus of democracy. Stepping back from
the reductionist monopoly on image production, no trace of any ideology for informational transparency or “police of truth” is to be
found here. It is rather the constitutive power of the multiple fights and a “placed” practice of watching that are to be seen, with no
objective dimension.

The second, Burma VJ (2009), edited by Anders @stergaard and produced on the occasion of the repressions in the democratic
movements in Myanmar 2007, seizes numerous edits operated on the images taken by Burma video journalists with video cam-
eras or cell phones, at the risk of losing their lives. This striking film marks on the edge of sight, observing everything through
sensitive and passionate eyes, spread all around the Burma capital, it maps the repressive actions of a frozen surveillance regime
- the Burma military dictatorship.

CINEMA AS A GENRE-PRODUCING TECHNOLOGY

We do not intend to compel a history of watching, but rather to recall the way the subjects of representation could reverse or
subvert its intrusive and reifying methods. In 1975, Laura Mulvey published “Visual pleasure and Narrative Cinema” in Screen
magazine - a text which rapidly became a reference. The argument strongly relies on the contribution of psychoanalysis in order

to deconstruct the Hollywood apparatus as a double device of patriarchal power. On one hand, this device submits women through
the script-like construction of the characters, whose points of view are necessarily masculine (narcissist pleasure of identification).
On the other hand, through an objective staging, watching turns women into an object of visual pleasure (scopophile pleasure). Ac-
cording to Mulvey, in order to experience visual pleasure in cinema, women can only submit to the narcissist scopophilia of mascu-
line stagings that take over them as objects of pleasure, subjected to the controlling watch. The second wave of feminist theory has
developed the idea that the camera itself is the ultimate result of the phallocratic ideology, intensely supported by the industrial
development. Teresa de Lauretis will later on talk about the cinema apparatus as a social technology of genre-production’. Mulvey
will call out to the construction of an alternative spectator, and will propose avant-garde cinema as a reaction to the Hollywood
“patriarchal cinema”.

HAPTIC CINEMA

In order to try to defuse the scopic dimension of the watching and the perspectivist and phallocratic construction of watching
through the camera, one could indeed resort to the historical resources of the haptic vision and tactile cinema, mainly explored

by the experimental cinema. Resulting from debates on the de-hierarchization of senses, the notion of haptic vision® has emerged
at the beginning of the 20th century, in the attempt to separate from the optic vision. This would favor a “tactile” vision of the
world, issued form the internal body and from the global sensorial richness of the subject. In his text The Logic of Sensation, Gilles

6. 0n this, Dominique Cardon and Fabien Granjon, “Les mobilisations informationnelles dans le mouvement altermondialiste”, communication au colloque
“Les mobilisations altermondialistes”, Paris, Association frangaise de science politique, 3-5 December 2003.

7. Teresa De Lauretis, Technologies of Gender, Essays on Theory, Film, and Fiction, Bloomington, Indiana University Press, 1987.

8. “(...) haptique, from the Greek verb aptd (toucher), does not design an external relation between the eye and the touch, but a “possibility of seeing”, a
type of vision that is different from the optical’, tells us Herman Parret in Spatialiser haptiquement : de Deleuze a Riegl, et de Riegl a Herder. Nouveaux
Actes Sémiotiques
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Deleuze was saying that, considering the separation from the eye and the hand in Francis Bacon’s thinking, this haptic vision will
occur “every time that strict subordination in one direction or the other, relaxed subordination or virtual connection between the
eye and the hand will cease to exist, and when the vision itself discovers within itself a function of the touch that is proper to it, that
solely belongs to it and differs from its optical function™.

THE THIRD EYE

Thus, if the cinema of Stan Brakhage, a great figure of the underground American cinema, and his filmic gestures in which it is

the entire body that sees, are well-known, André Almuro’s are less familiar. Film-maker and composer, together with Jean-Luc
Guionnet, he invented a haptic cinema where the camera was no longer guided by the eye, but only by the arm of those who acted
and who were being filmed at the same time. At the core of the passionate ceremonies whose cosmic dimension would manifest
through homoerotic rituals, Almuro’s films were a unique experience of organic vision, penetrating the bodies and the adjustments
of his desire. In the light of the mineral bodily surfaces, in the sculptural shiver of the encounter, André Almuro resorted to a “third
eye” that explored tactility, not a blind eye, but one emancipated from visual subordination to the universe of the touch. André
Almuro said the starting point for a painter should be the most subjective body: camera at fist (literally), “affective landscapes”,
revealing intensities and energies of corporal interventions. His haptic cinema illustrated a kinesthetic way of knowing the world,
and film became a proof of transformation for the one performing it. This “kinetic organicity” would then design landscapes created
by the “pineal” eye'. Bill Viola’s The passing (1991) — a parable of the multiple crossings between life and death -, would emerge
as the closest investigation possible of the nocturnal breathing and of the ultra subjective vision: he installed a camera on his head
and video recorded his sleep. The endless contingencies in between microcosms and macrocosms, sometimes dissolving the
vision in the materiality of the video granularity, sometimes in an oceanic vision, would absorb perspectivist structure of the gaze
until the latter disappears. These scalar variations allowed the switch of the optical plan to the haptic.

THE BLIND SPOT

Directly connected to the Californian feminist movement of the ‘60s-'70s, Carolee Schneemann and Barbara Hammer created their
first films following the critical heritage of Stan Brakhage. They were working to produce cinema that associates sight and feeling,
that brings vision closer to sensation, liberating itself from the masculine gaze. Carolee Schneemann produced Fuses (1967) in the
middle of a sexual spree with her companion, James Teeney. The device in Fuses dissolves the distribution of roles both in front of
and behind the camera (and, as well, declines the woman as an object of watching), merging the shots from Schneemann’s point
of view with Teeney’s: no point of view could then actually be assigned. The film is then used in a very concrete form, through
different media: grattage, painting, “physical aggression” of the film (seen as the second skin). Californian producer Barbara
Hammer’s project succeeded in escaping the famous “male gaze”, creating “originless images”. Dyketactics (1971) explores new
sensual, emotional, and mental areas, inventing an organless, deterritorialized body. Her deconstruction of the masculine repre-
sentations of carnal experience in cinema undergoes an entire phenomenology of experience.

Finally, having settled in the Cévennes along with the autists, French writer Fernand Deligny (1913-1996) supported the effort to
create cinema that is equivalent to wordless language: “refractory to symbolical domestication” and as close as possible to the
autistic world. He invented the verb “to camer”'! as a replacement for “filming”, a manifest term, indicating the importance of an
archeology of the technologies of representation. “Camering” is a means of withdrawing from the screenplay and from history as a
stance on colonialism, “camering” is like “leering” or “squinting”, the way the autistic children see. “Camering”, that is, to represent
the images produced from the condition of a minority which explores the “possibilities of watching”, and to break with an objective
dimension in order to produce other potential spectators.

“What a nice verb, to squint. It would be like two oculars, not used for perceiving the outlines; two oculars, like two memories, even
if he who films would have something like an eye that lingers on, looking for anything human outside the script-like scene. One
should invent the cross-eyed camera™?, wrote Fernand Deligny.

9. Gilles Deleuze, Francis Bacon. La logique de la sensation, seconde édition, Paris, Editions du Seuil, 1972.

10. In 2002, André Almuro publishes “L'oeil Pinéal, Pour une cinégraphie” at Paris-Expérimental. The third eye (also called “interior eye” or “soul eye”) is a
mystical and esoteric metaphor that indicates, beyond physical eyes, a third instance of watching, that of self awareness. In some traditions, the third eye
is symbolically placed on the forehead, between the eyebrows. Certain authors have thus suggested that this third eye designates in fact the pineal gland,
located between the two brain hemispheres. (Wikipedia definition)

11. “Camering would consist in respecting that which doesn’t want to say anything, doesn't say anything, doesn't address itself, in other words, abdicates
from symbolic domestication (...)" Fernand Deligny, “Camérer”, Caméra/Stylo, n°4, September 1983

12. Ibid.
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PANOPTICUL SUBVERSIV DIN SPATELE FORMELOR
DE DIMINUARE A CONTROLULUI

SELECTIE DE EXEMPLE DIN MEDIUL CULTURAL
CONTEMPORAN POLONEZ IN CONTEXTUL
TERMENULUI DE ,SUBVEGHERE" _

MARTA SMOLINSKA - CRITIC DE ARTA

Termenul de ,subveghere”, propus de Mica Gherghescu drept leitmotiv al Bienalei Tinerilor Artisti - Police the police, poate fi lesne ilus-
trat printr-o serie de exemple din arta contemporand poloneza. Prima opera este o lucrare foto si a fost realizata in perioada comunista.
Urmatoarele patru, toate video, au fost create dupd anul 2000 - ele apartinand, prin urmare, unui context cu totul diferit. Lucrarile abordeaza
patru tematici complexe: paznicii galeriilor goale, mecanismele puterii unui muzeu, o mare unitate industriala ca simbol al puterii precum
si puterea Bisericii. Artistii au conceput mai multe strategii subversive, care sunt fie deschis sceptice la adresa preeminentei, controlului si
supravegherii impuse, fie Tncearca o metaforica demantelare a acestora.

»SUNTEM CU OCHII PE VOI” - DEMANTELAREA MECANISMELOR SUPRAVEGHERII COMUNISTE

Tn anul 1965 se Tnfiinta, la Varsovia, Galeria Foksal, fondata de trei tineri critici de arta. Galeria functiona sub patronajul Atelierului de Arte
Plastice, care raspundea, Tn acea vreme, comenzii puterii comuniste prin realizarea de proiecte ideologice. Prin intermediul Galeriei Foksal,
artistii ajunsesera sa dezvolte arta conceptuald, pe care puterea comunista dorea s-o cenzureze. Potrivit lui Andrzej Turowski, incepand cu
anii '50 guvernul comunist a avut numeroase tentative de a prezenta toate curentele artistice ale vremii considerate indezirabile strict prin
prisma ideologiei comuniste — pentru a le neutraliza, respectiv pentru a dezamorsa potentialele pericole ideologice. Toate expozitiile Gal-
eriei Foksal erau supravegheate cu maxima atentie de catre Atelierul de Arte Plastice si uneori chiar cenzurate. Cand Zbigniew Gostomski
a decis sa acopere geamurile interioare ale galeriei cu mai multe straturi de hértie, o lucrare a fost imediat indepartata de catre cei de la
Atelierul de Arte Plastice, dat fiind ca personalul acestuia nu mai putea observa ceea ce se petrece in interiorul Galeriei. Aceastd lucrare a
lui Gostomski orbea, cu alte cuvinte, puterea, reprezentantii ei trezindu-se, subit, Tn situatia de a fi pierdut, fie si temporar, controlul. Artistii
si criticii de arta strans legati de Galeria Foksal au reactionat atunci exceptional de rapid, realizand, la sugestia lui Tadeusz Kantor, o opera
care poate fi nefndoielnic interpretata in contextul termenului de ,subveghere”. Lucrarea, intitulata extrem de sugestiv ,,Suntem cu ochii pe
voil“ (1968-1969), semnala si sublinia cd puterea, reprezentatd Th cazul de fata de Atelierul de Arte Plastice, se afla la randul ei sub supra-
vegherea atentd a Grupului Foksal. Fotografia prezinta fetele a sapte artisti si critici de arta care privesc din interior spre exterior, parand
deosebit de angajati in activitatea lor de monitorizare. In mod paradoxal, lucrarea Tn cauzi a trecut de cenzurd, in pofida mesajului vadit
provocator ca nu doar puterea are capacitatea de a supraveghea, ci si artistii si criticii urmariti. Astfel, s-a ndscut o situatie captivanta, de
confruntare Tntre putere si Grupul Galeriei, situatie care a permis si a condus la observarea ,de jos" a puterii.

GARDIENI ,,NEUTRALIZATI"” PRIN INTERMEDIUL UNEI GALERII GOALE

n octombrie 2009, artistul Pawet £ubowski a expus, la Galeria Szyperska din Poznan, o versiune inedita a celebrei lucrdri ,Le Vide/Golul” a
lui Yves Klein, creatd cu 51 de ani in urma. Versiunea lui Lubowski consta dintr-o Tncapere complet goala — dar pazita, totusi, cu stragnicie
de doi gardieni Tnarmati. Pe pereti existau doar doud afige informative: FOTOGRAFIEREA INTERZISA si GALERIE DOTATA CU SISTEM DE
SUPRAVEGHERE VIDEOQ. Publicul a fost, desigur, surprins sa constate ca niste paznici Tharmati cu pistoale nu supravegheau, de fapt, nimic,
Tntrucat opera nu putea fi nici macar fi fotografiata. Pe langa faptul ca o astfel de expozitie constituia atat o gluma la adresa pietei contempo-
rane de artd, cat si laimposibilitatea muzealizarii operei lui Klein, ea trebuie interpretata insa si in contextul termenului de ,subveghere”, dat
fiind ca si vizitatorii si paznicii erau Tn permanenta tinuti sub observatie si filmati. De altfel, cei doi gardieni habar nu aveau de rolul lor n cadrul
expozitiei — fusesera pur si simplu angajati pentru supravegherea incaperilor galeriei. Stupefactia lor fata de situatia in care se gaseau reiese
din Tnregistrarile video - fie ca discuta intre ei despre bizarul serviciu pe care trebuie s3- presteze, fie ca rad cu pofta despre ceea ce considera
afi o idee de-a dreptul ridicold, fie c3 Tsi invits colegii de la firma de paza pentru a le prezenta straniul lor loc de muncé. Intreaga situatie
reprezintd reversul situatiei normale: paznicii unei galerii sau ai unui muzeu sunt angajati pentru a pazi o serie de opere expuse, tinand Tn
acest scop sub observatie publicul din incintd. in cazul Galeriei Szyperska, paznicii erau, de fapt, cei tinuti sub observatie - aspect care i-a
descumpanit, deoarece presupunea renuntarea la stereotipia rolului lor. Este limpede c& in pofida armelor avute Tn dotare s-au simtit cat se
poate de ciudat, chiar amenintati intr-un fel. Circumstantele create de aceastd lucrare demonstreaza cd sentimentul de siguranta depinde Tn
mult mai mare masurd de conjunctura emotionald decét de prezenta unor arme. Paznicii au fost ,neutralizati“ prin intermediul unei simple
situatii atipice, epatante — care a permis ,transpunerea“ si mentinerea lor intr-o ipostaza mai neobisnuitd si ca atare ilara.

Expozitia a durat Tn total trei zile, iar cu fiecare noua zi paznicii se plictiseau din ce in ce mai mult: au Tnceput sa discute nu doar intre ei,
ci si sd intre Tn dialog cu vizitatorii, sa fumeze, sa ia loc pe cate un scaun sau sa se plimbe de-a lungul culoarelor cu pereti la fel de goi. Au
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Tncercat sa le explice vizitatorilor cd nu si-au pierdut mintile, ci pur si simplu sunt nevoiti sa duca la indeplinire o sarcina de serviciu lipsita de
sens pentru a-si castiga painea si cu care ei nu s-ar identifica nicidecum. in aceasta situatie creata de Pawet £ubowski, paznicii isi pierdeau
prestanta, Tntreaga lor autoritate fiind pusa sub semnul Tntrebarii, desi conduita lor continua sa fie una categorica, profesionista si sobra.
Atat vizitatorii cat si gardienii au actionat sub presiunea unor circumstante bizare, cu totul atipice, experimentul artistic demonstrand ca
autoritatea poate fi anihilata printr-o simpla inversare de roluri. Puterea celui care supravegheaza este, in consecintd, Thtotdeauna mai
mare decat a celui supravegheat. Existd, prin urmare, legaturi stranse Tntre capacitatea de a vedea/observa si putere.

MUZEUL. DIMINUAREA PUTERII UNEI INSTITUTII DE ARTA

In 2004, Hubert Czerepok realiza lucrarea video Muzeul — opera care ni-l infatiseaza pe artist n timpul unei discutii purtate cu un director si
curator de muzeu. Actiunea filmului se petrece Tntr-un muzeu care expune o ampla colectie de lucrari de artd moderna si contemporana.
Ambii barbati se plimba prin diferitele incaperi ale muzeului, directorul rdspunzand unei serii de intrebari ale oaspetelui si oferind numero-
ase informatii si detalii despre respectiva institutie de cultura. in timpul vizionarii acestei lucréri video, spectatorul nu stie niciodata exact
daca urmareste, de fapt, un interviu real cu directorul muzeului sau doar o regizare cat se poate de reusita. Desi acest aspect rdmane neelu-
cidat, problema autenticitatii interviului devine din ce Th ce mai neimportantd, deoarece chintesenta operei consta tocmai in posibilitatea
oferita spectatorului de a-1 tine pe directorul de muzeu sub observatie si de a afla, astfel, o sumedenie de detalii despre institutia Tn cauza,
fara ca acesta sa considere ca ar fi necesar sa si autocenzure Tn vreun fel explicatiile.

Cei doi barbati discuta despre lucrarile expuse, iar din dialog reiese ca arta nu poate fi definita precis si fara echivoc. intelegem c3 decizia
selectdrii unei opere Tn scopul expunerii ei Th cadrul unei colectii muzeale depinde, pana la urma, de o multime de factori si nicidecum
doar de gradul valorii sale artistice. Astfel, directorul de muzeu mentioneaza ca multe dintre lucrarile expuse au ajuns incluse pe furis in
colectie, dat fiind ca artistii tineau neaparat sa isi vada operele expuse Tn cadrului muzeului respectiv. Alte tablouri fusesera expuse ca ur-
mare a datoriilor mari pe care directorul de muzeu le avea fata de autor, includerea tablourilor Th expozitie exonerandu-1 de plata acestora.
Ulterior, ambii barbati pot fi vazuti jucandu-se cu niste fotolii interactive, prezente in muzeu. Directorul de muzeu aduce vorba si despre
presupusele asteptari ale publicului vizitator, care ar cauta pldceri si divertisment inclusiv in cadrul unei institutii de arta. Din acest motiv,
spune directorul, ar trebui reflectat serios daca nu cumva s-ar impune si servirea publicului cu popcorn, avand in vedere ca orice vizitator
sau vizitatoare este Tndreptatit/a sa se simtd la fel de bine Th incinta unui muzeu ca Tntr-un parc de distractii. lar aceasta relaxare ar putea fi
creata inclusiv prin intermediul unui mobilier pe masurd, confortabil. Aflam aici ca bancile din incinta muzeului au fost fabricate de o ruda a
directorului, aceeasi ruda fiind mai apoi rugata sa realizeze si cdpii ale unor tablouri de Philip Guston, furate intr-un moment in care paznicii
luau micul dejun. Cei doi barbati viziteaza si restaurantul muzeului - restaurant ce constituie, in mod vizibil, mandria directorului, in timp ce
pe fundalul sonor poate fi auzita discutia dintre cei doi potentiali hoti de artd, care fac observatii despre sistemul de supraveghere deficitar
din cadrul departamentului dedicat artei medievale. Ceva mai tarziu, directorul povesteste despre relatiile sale cu diverse studente la arte,
toate membre ale comunitatii locale, despre care crede c3 ar trebui sa-i fie profund recunoscatoare pentru ca a gasit timpul necesar s3 li
se dedice Tn pofida Tnaltei functii detinute Tntr-o institutie culturald de vaza. La finalul vizitei muzeului, directorul poate fi urmarit purtand o
discutie telefonicd extrem de deschisa, in care vorbeste fara retineri despre sumele mari pe care el si muzeul sdu tocmai le-au Tncasat ca
urmare a vanzarii unor opere de arta. In final, Tsi ia un succint rimas bun si dispare, in timp ce musafirul abandonat - adica artistul Hubert
Czerepok — distruge, cuprins de manie si frustrare, o piesd de mobilier din muzeu, realizand ca in calitate de tandr artist polonez nu are,
practic, nicio sansa sd-si expuna vreodata lucrarile Tn acest muzeu.

Ajungem, prin urmare, sa intelegem abia Tntr-un térziu ca intreaga discutie constituie, de fapt, o regizare persiflantd, o satird usturdtoare
la adresa muzeului ca personificare a unei institutii culturale deopotriva importante si influente. Artistul polonez analizeaz3 si critica me-
canismele de putere ale acestei institutii — reprezentate, in cazul de fatd, de persoana directorului de muzeu. Deficientele muzeului au fost,
desigur, exagerate pana la caricaturizare pentru a evidentia cat mai mult distorsiunile existente. Cine vizioneaza filmul se va amuza cu
sigurantd, dar va realiza totodata c3 reflectiile suscitate de acesta sunt departe de a fi amuzante si agreabile. Constatam ca nu exista criterii
obiective de evaluare a operelor de artd, ca persoanele puse 7n functii de raspundere, cum ar fi directorul de muzeu, Tsi urmaresc strict
propriile interese, fiind interesati doar sa castige cat mai multi bani fara a-si periclita in vreun fel slujba. Se folosesc de pozitia si influenta
detinute fie pentru a face achizitii ieftine de pe piata de artd, fie pentru a sustine fel de fel de rude sau cunostinte cu veleitdti artistice, in loc
sa coopereze n mod egal cu toti artistii demni de atentie. Lucrarea lui Czerepok dezvaluie o situatie din pdcate universal valabild n lumea
artei: banii si cunostintele au fost si raman factori decisivi pentru artistul care aspira sa-si vada lucrarile expuse ntr-o galerie de muzeu
sau care doreste s3 vanda una sau mai multe opere unei astfel de institutii de culturd. Tn lucrarea video semnat de Czerepok, directorul
de muzeu ne este prezentat drept o persoana extrem de cinicd, necugetata si lipsita de scrupule, care Tsi intelege pozitia strict ca pe o
sinecurd, buna de pastrat si de exploatat n vederea acumuldrii unei considerabile averi personale. Opera artistului polonez nu vizeaza
doar deconspirarea parghiilor puterii din muzee sau alte institutii de artd, ci mai ales evidentierea dezordinii si a lipsei de responsabilitate Tn
materie de selectare a exponatelor. Desi prin zdmbetul sau rasul nostru contribuim, pe parcursul viziondrii lucrarii lui Czerepok, la slabirea,
fie ea si minima, a autoritatii reprezentante de conducerea muzeului, nu reusim, totusi, sa schimbam cu ceva situatia globald. Institutiile
de cultura vor continua sa domine lumea artei si sa determine modul de evaluare aplicat mediului artistic. Monitorizand si aceste relatii tot
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»de jos”, vedem cu atat mai bine care sunt deficientele sistemului si numarul mare de reguli incalcate, drept care si criticile pot fi formulate
si directionate mult mai exact.

»DISCIPLINA MUNCII”. PREJUDICIEREA IMAGINII UNEI ORGANIZATII

Lucrarea Disciplina muncii (2002), a lui Rafat Jakubowicz este un alt exemplu relevant pentru strategia de ,subveghere”. Artistul a filmat un
tandr gardian responsabil cu paza unui teren de fabrica bine delimitat, santinela plimbandu-se de-a lungul unui gard de sarma ghimpata.
Gardul reprezint, fireste, bariera simbolica dintre artist si paznic, dar si dintre doua lumi complet diferite. Insusi terenul fabricii este extrem
de bine delimitat de Tmprejurimi, inducand, astfel, senzatia ca persoanele care muncesc in interiorul cladirii s-ar afla intr-o lume mult mai
buna, una la care omul obisnuit nu are acces. Totodatd, ne aflam Tnsa si sub impresia ca angajatii organizatiei au parte, de fapt, de o viata de
penitenciar. Trimiterile pe care le face acest film sunt multiple, plurivalente dar si ambivalente. Ambivalenta provine Th primul rand din existenta
celor doua lumi distincte, separate de gardul in cauza - spectatorul trebuie sa decid, prin urmare, carei lumi doreste s3 apartina: celei din
interior sau celei din exterior. Granita reprezentata de gardul de srma ghimpata in aceasta lucrare a lui Jakubowicz trezeste, pe rand, o serie
de reflectii despre putere si control - Tn cazul de fata despre puterea unui concern, care pe de o parte da de munca unui numar impresionant de
oameni, dar pe de alta i si exploateaza cu varf si indesat. Titlul ales de artist pentru lucrare este, la randul sdu, semnificativ: Disciplina muncii
semnaleaza, din start, ca salariatii acestei unitati de productie pot fi ,disciplinati” — masura careia i se vor supune, fireste, pentru a-si pastra
locurile de munca. Lucrarea se referd, de fapt, la un caz concret, anume la fabrica Volkswagen din Poznan, titlul in limba germana fiind Tn acest
sens deosebit de nimerit, deoarece determind, implicit, si o asociere cu istoricul relatiilor germano-poloneze de-a lungul vremii (relatii ce pot
fie descrise, eufemistic, drept ,,complicate”). Spre finalul filmului, spectatorul poate vedea un turn care aminteste de turnurile de observatie ale
lagarelor de concentrare naziste. Puterea concernelor este comparats, cu alte cuvinte, cu mecanismele de control proprii lagarelor de concen-
trare. Trimiterile artistului sunt atat de evidente, ncat lucrarea lui Jakubowicz a fost cenzuratd de galeria municipala Arsenal din Poznan. Con-
ducerea galeriei finantate de municipalitate s-a temut sa expuna Disciplina muncii, dat fiind numarul considerabil de locuitori ai orasului aflati
pe listele de plata ale concernului Volkswagen. Lucrarea a fost, in cele din urma, expusa n incinta imobilului unei grupari anarhiste din Poznan .
Disciplina muncii evidentiaza si slabeste - Tn sens figurat, desigur — puterea concernelor, preocupate mai ales sa se prezinte opiniei publice
ntr-o lumind cat mai favorabild, urmarind Tn realitate exclusiv profitul, pentru care sunt dispusi sa-si exploateze proprii salariati. Vizionand
imaginile cu santinela si turnul de observatie al fabricii, ajungem sa vedem, de fapt, latura intunecatd a universului concernelor.

»DESTRAMAREA“ FUNDAMENTULUI PUTERII RELIGIOASE

Artistul Mirostaw Batka a urmadrit transmisiunile n direct ale primului canal al televiziunii publice din Polonia cu ocazia vizitei Papei Bene-
dict al XVI-lea n lagdrele Auschwitz-Birkenau. Artistul a filmat un monitor pe care tocmai rulau imaginile transmise in direct, in baza
acestora fiind ulterior realizata lucrarea intitulatd Audi HBE F144 (2008). Cadrele ne prezinta mai Tntdi o masind neagra, pazitd de sase pana
la opt bodyguarzi - toti oameni tineri, Tmbracati Tn costume elegante, de culoare nchis3, si cdmasi albe. Urmatoarele cadre aratd masina
aflatd chiar sub celebra poarta pe care este inscriptionat sloganul “Arbeit macht frei” — neexistand, prin urmare, niciun dubiu cu privire la
locul desfasurarii actiunii. Din cauza geamurilor opace, care reflectad imaginile exterioare, nu putem vedea cine se afld la bordul masinii.
Putem doar deduce ca persoana din interior trebuie sa fie una de o anumita importanta si influenta. Puterea ei este atestata atat de pleiada
garzilor de corp prezente, cat si de masina inchisa la culoare, tipica persoanelor influente. Cadrele ne mai arata ca misteriosul calator nu-si
paraseste vehiculul - este, prin urmare, un personaj care observa totul, fara a se (dsa nsa tinut la randul sdu sub observatie.

Spectatorii lucrarii lui Batka stiu, desigur, ca imaginile redau vizita unui Suveran Pontif de origine germana intr-un fost lagar de extermi-
nare nazist — Auschwitz-Birkenau. Artistul prefera sa lase situatia necomentata, rezumandu-se la monitorizarea deplasarii unui vehicul pe
l&nga care alearga, neobositi, niste bodyguarzi. Fara niciun cuvant rostit, artistul reuseste sa destrame si diminueze Thsusi temeiul puterii
religioase, nebazat strict pe un real angajament empatic, aspect care se afla, asadar, in directa contradictie cu doctrina catolica principiala.

»SUBVEGHEREA” CA PANOPTIC SUBVERSIV

Exemplele prezentate Tn textul de fata si selectate din viata artistica poloneza recurg, toate, la utilizarea subversiva a unui panoptic descris
de Michel Foucault, dar si la cercetarea termenului de ,subveghere”, prezentand diferite tipuri de putere dintr-un unghi mai neobisnuit, ,de
jos”, pentru a demantela si slabi, intr-un final, Thsesi mecanismele de control. Deoarece puterea va ramane perpetuu identificatd cu per-
spectiva ,de sus” din cadrul complexului fenomen de monitorizare si supraveghere, ,rearanjarea” circumstantelor permite critica si chiar
disolutia acestei autoritati si dominatii. Artistii polonezi au analizat si continua sa analizeze Tntreaga varietate a formelor puterii — dedican-
du-se nu doar autoritatii brutale a statului comunist, ci si mecanismelor puterii din institutii de culturd, economice si chiar bisericesti. Tinem
sa subliniem ca operele majoritatii artistilor prezentati in acest text se bazeaza preponderent pe un limbaj vizual, nicidecum pe comentarii
verbale. Lucrarile realizate de artistii polonezi si care se Tncadreaza intr-o strategie de ,.subveghere” se prezintd de regula in mod atat de
explicit Tncat elucidarile devin practic de prisos. Pas cu pas, diversele tipuri de putere si mecanismele ei prezente Tn mediul artistic ajung
dezamorsate asemenea unor bombe reale. S3 sperdm ca arta va avea capacitatea de dezamorsare a acestor amenintari si in afara con-
textului artistic, Tn cadrul realitatii.
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THE SUBVERSIVE PANOPTICON OF THE

CONTROL DIMINISHING FORMS

SELECTION OF EXAMPLES FROM THE POLISH CONTEMPORARY
CULTURAL SCENE, WITHIN THE CONTEXT OF SOUSVEILLANCE
MARTA SMOLINSKA - ART CRITIC

Sousveillance, the term proposed by Mica Gherghescu as the theoretical theme of this year's Biennial, Police the police, could be easily
illustrated by a series of relevant examples of contemporary art in Poland. The first selected work was developed during the commu-
nist age, being conceived as a photograph. The following four works, all video based, were created after 2000, therefore belonging to a
totally different context. All of them approach four complex topics: the empty galleries’ guards, a museum'’s power mechanisms, a large
industrial unit as a symbol of power, as well as the power of the Church. The artists have come up with several subversive strategies,
which are either openly skeptical to the imposed superiority, control and surveillance, or look for their metaphorical dismantlement.

“WE CAN SEE YOU”- DISMANTLING THE MECHANISMS OF COMMUNIST SURVEILLANCE

In 1965 Warsaw, Foksal Gallery is founded by three young art critics. At the time, the gallery was running under the auspices of the
Fine Arts Union, under the subordination of the communist power and was involved in numerous ideological projects. With the help
of the Foksal Gallery, artists came to develop their conceptual art, which the communist power strove to confiscate. According to
Andrzej Turowski, starting from the ‘50s, the communist government had numerous attempts to present all undesirable artistic cur-
rents of the time in terms of strict communist ideology - in order to defuse and neutralize potentially ideological bombs. All exhibitions
were scrupulously supervised by the Fine Arts Union — and sometimes even censored. When Zbigniew Gostomski decided to cover
and wrap the interior windows of the gallery with several layers of paper, the work was immediately removed by the Fine Arts Union,
because its staff could not see what was happening inside the Gallery. In other words, Gostomski’s work was overshadowing power,
its agents suddenly finding themselves in the position of losing control, even if temporarily. Artists and art critics closely related to the
Foksal Gallery reacted exceptionally fast, developing a work that could undoubtedly be interpreted in the context of sousveillance, at
Tadeusz Kantor’s suggestion. The work, suggestively called We Can See You, stressed the fact that the power, here represented by
the Fine Arts Union, is in its turn under the Foksal Group’s careful surveillance. The photo displays the faces of seven artists and art
critics looking from the inside and appearing to be particularly involved in their monitoring activity. Paradoxically, the work managed
to escape censorship, despite the clearly provocative message, which revealed that not only the power has the oversight capacity, but
also the watched artists and critics. An exciting situation of confrontation was generated between the power and the Gallery Group,
which led to a “reverse” observation of the power.

GUARDS “TAMED” BY EMPTY GALLERIES

In October 2009, the artist Pawet Lubowski exhibited at Szyperska Gallery in Poznan a novel version of Yves Klein's famous work “Le
Vide”, created 51 years ago. £ubowski’s version consisted of a completely empty room - but kept under watch and ward by two armed
guards. On the wall one could only see two informative messages: NO PHOTOGRAPHY and GALLERY UNDER VIDEO SURVEILLANCE.
The audience was certainly surprised to see that the armed guards were not actually watching anything and that there was nothing

to be photographed. Besides the fact that such an exhibition was not only a joke for the current art market, but also for the impos-
sibility of putting Klein's work into the museum, it must be interpreted in the context of souveillance, given the fact that both visitors
and guards were constantly observed and filmed. As a matter of a fact, the two guards had no idea of their role in the exhibition - they
were simply employed to monitor the gallery rooms.

One can see their amazement towards the situation in the video recordings - they are either discussing about their bizarre job, heartily
laughing at what they consider to be a ridiculous idea or inviting their security company colleagues to show them their strange job.
The whole situation is the opposite of a normal one, when the guards of a gallery or museum are hired only to watch over a number of
exhibited works, keeping therefore an eye on the public too. In the case of Szyperska Gallery, the guards were actually the ones kept
under observation - a detail that discouraged them, as it implied waiving at the stereotyped character of their role. It is clear that de-
spite of being armed, they felt highly strange, even threatened somehow. The circumstances created by this work show that the sense
of security largely depends on emotional conditions, rather than on the presence of weapons. The guards have been “tamed” through
a simple atypical astound situation which allowed them to be “transposed” and kept in an unusual, therefore hilarious position.

The exhibition lasted for three days and with each day, the guards became even more bored: they began to talk not only among
themselves, but also to start speaking to the visitors, they smoked, they sat down and they would walk along the empty wall cor-
ridors. They tried to explain to the visitors that they are certainly not insane, but they have to carry out a stupid work task in order to
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earn their living - a task with which they would not identify with at all. In this situation created by Pawet tubowski, the guards lost
their reliable character, their whole authority being questioned, although their behavior continued to be an impressive, professional
and sober one. Both visitors and guards acted under the pressure of strange circumstances - the artistic experiment demonstrating
that the authority can be neutralized by a simple change of roles. The surveyor’s power is therefore greater than the surveyed one’s.
Hence, there are strong links between the ability of observation and power.

THE MUSEUM. REDUCING THE POWER OF AN ART INSTITUTION.

In 2004, Hubert Czerepok made a video entitled The Museum - a work that presents the artist during a discussion with a director
and museum curator. The film takes place in a museum that exhibits a broad collection of modern and contemporary artworks.
Both men walk through the numerous rooms of the museum, the director answering the guest’s questions and providing informa-
tion and details on that cultural institution. While watching the video, the viewer cannot tell whether he is seeing a real interview
with the museum’s director or just a successful mise-en-scéne. Although this issue remains unclear, the question regarding the
authenticity of the interview loses importance. The essence of the work is precisely the possibility the viewer is offered, to keep a
museum director under observation and learn a lot of details about the institution, without making the director believe he should
self-censor his explanations in any way.

The two men talk about the exhibited works and their talk shows there is no way we can define art precisely and unambiguously. We
understand that the selection of a work for the exhibition in a museum collection ultimately depends on many factors - not only on the
extent of his/her artistic value. Thus, the museum director noted that many of the works exhibited had been secretly included in the
collection, given the artists efforts to have their works shown in that museum. Other paintings were exhibited given the large debts
that the museum’s director had to their author: including the paintings in the exhibition would have absolved him from debt. Later on,
both men can be seen playing with some interactive chairs in the museum. The museum director also mentions the visitors’ alleged
expectations - that they would seek pleasure and entertainment everywhere, including art institutions. For this reason, the director
says, we should seriously reflect whether we should need to serve popcorn to the public, given the guests’ or visitors’ legitimate wish
to feel in a museum like in an amusement park. This relaxation could be induced even by new comfortable furniture. In this context,
we find out that the Museum benches were actually made by some relative of the director’s, the same relative who is then asked

to make copies of Philip Guston’s paintings, which were stolen while the guards were having their breakfast. The two men visit the
museum restaurant — which the director is clearly proud of -, where we can hear two potential art thieves speaking in the background
about the inadequate monitoring system from the medieval art department. Later on, the director gets to his relations with various
art students, all members of the local community, who, he believes, should be deeply grateful to him for finding some time for them,
despite his high office position in a prominent cultural institution. At the end of the visit, the director can be seen talking openly on the
phone about the large sums that they have just received from the sale of some artworks. Finally, he takes a brief farewell and disap-
pears while the abandoned guest - the artist, Hubert Czerepok — seized by anger and frustration, destroys a piece of furniture from the
museum, realizing that, as a young Polish artist, he has basically no chance to ever exhibit his works in a museum.

Only later we understand that the full discussion is actually an ironic mise en scéne, a scathing satire on museums as embodiments of
an equally important and influential cultural institution. The Polish artist critically examines the power mechanisms of this institution
- in this case represented by the museum director. The Museum'’s deficiencies were certainly exaggerated in order to fully highlight
the existing distortions. Those who watch the video will often laugh, but they will also understand that the discussions it raises are
far from being some funny and nice ones. We note that there isn’t any objective criteria in the virtue of which one could value and ap-
preciate the works of art, that people put into responsibility positions, such as the museum director, strictly follow their own interests,
their only concern being to earn as much money as possible without jeopardizing their job in any way. They use their position and
influence, either to make cheap acquisitions on the art market, or to support all kinds of relatives or acquaintances with artistic ambi-
tions, not for fair cooperation with all noteworthy artists. Czerepok’s work unfortunately reveals a generally valid situation in the art
world: money and connections have been and still are the crucial factors for the artist hoping to see his work exhibited in a museum
gallery or wanting to sell one or more pieces to such a cultural institution. In Czerepok’s video, the museum director is presented

as an extremely cynical, thoughtless and unscrupulous person who understands his position as a pure sinecure, worth keeping and
taking advantage of in order to gather a considerable personal fortune. Not only does the Polish artist’s work regard the disclosure of
the power levers in museums or other art institutions, but it also reveals the confusion and lack of accountability in the selection of art
exhibits. Although our helping smile or laugh while watching Czerepok’s work weakens, albeit minimally, the authority representing
the museum’s administration, we are unable to change the overall situation in any way. Cultural institutions will continue to dominate
the art world and to determine the assessment criteria for the artistic area. The “reverse” monitoring of these relations might help us
all better see the system'’s failures and breaking the rules. Accordingly, criticism could be more accurately expressed and targeted.
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“LABOUR DISCIPLINE”. DAMAGING THE IMAGE OF A CORPORATION

Rafat Jakubowicz's work Labour Discipline (2002) is another relevant example of sousveillance. The artist filmed a young guard in
charge of watching a well-marked factory area, while the sentinel was walking along a barbed wire fence. The fence is, of course, a
symbolic barrier between the artist and the security guard, but also between two completely different worlds. The factory land itself

is extremely well-marked by the surroundings — inducing the feeling that the people who work in the building live in a much better
world, a place where ordinary people have no access. However, we are also under the impression that the employees live somehow
in a prison. The work provides multiple and at the same time ambivalent references. This ambivalence comes primarily from the
existence of two distinct worlds, separated by the fence in question - the viewer must therefore decide to what world he wants to be-
long to: the inside or the outside. The barbed wire fence represented in Jakubowicz's work raises a series of reflections on power and
control - in this case the power of a corporation, which on the one hand employs an impressive number of people, but on the other
hand it takes advantage of them. The title chosen by the artist for his work is also significant: Labour Discipline emphasizes from the
beginning the fact that the employees of the production units can be “disciplined” — an action they, of course, comply with in order to
keep their jobs. The work refers in fact to a particular case, namely the Volkswagen factory in Poznan. The German title is particularly
fit for this purpose, as it immanently leads to a historical connection with the German-Polish relations over time - relations that can be
euphemistically described as “complicated.” . Towards the end of the film, the viewer can see a tower - reminding of the observation
towers in the Nazi concentration camps. In other words, the corporations’ power is compared to the particular control mechanisms of
the concentration camps. The artist’s point is so obvious, that Jakubowicz's work has been censored by the Town Gallery Arsenal in
Poznan. The Gallery’s administration, which is funded by the municipality, was afraid to exhibit Labour Discipline, given the consider-
able number of city residents who were on the payroll of the Volkswagen Group. The work was finally exhibited in the building of an
anarchist group in Poznan.

Labour Discipline highlights and decreases the corporations’ power - in a figurative sense, of course. Although they are especially
concerned to have the best public image possible, which they feed through many promises, corporations are in fact only seeking for
profits, at the price of their own employees’ exploitation. Watching the images featuring the guard and the factory’s observation tower,
we come to see the dark side of the corporation world.

“WEAKENING” THE RELIGIOUS POWER BASIS

Artist Mirostaw Batka watched the live broadcasts of the first public television channel in Poland during the visit of Pope Benedict XVI
at the Auschwitz-Birkenau concentration camp. The artist filmed a TV screen on which were broadcasted live images, the starting
point for the 2008 work, entitled Audi F144 HBE. The images firstly present a black car, watched by six to eight young guards wear-
ing elegant dark suits and white shirts. The following slides show the car located just below the gate on which the famous slogan
“Arbeit macht frei” is inscribed — therefore, there is no doubt about the setting. The mirror-like window reflecting exterior images
block us from seeing who exactly is inside the car. We can only imagine that the person inside must be really important and influent.
Its importance arises from the presence of the numerous bodyguards and the dark car, typical of nowadays high-ranked people. We
are also shown that the mysterious traveler doesn't leave the vehicle — becoming an all-seeing character, without being himself kept
under observation.

The viewers of Batka’s work certainly know that the images render a German Pope’s visit in the former Auschwitz-Birkenau Nazi
extermination camp. The artist prefers to leave the situation unedited, confining to monitor the movement of a vehicle surrounded by
tireless bodyguards running along. The artist manages, even without any spoken word, to permanently dismantle and diminish the
very power basis of the Church, which was never strictly related to real empathic companionship — an aspect in direct contradiction
with the central Catholic doctrine.

SOUSVEILLANCE AS SUBVERSIVE PANOPTICON

The examples presented in the text are all taken from the Polish artistic life and they all resort to a subversive use of Michel Fou-
cault’s Panopticon and also to the analysis of sousveillance. They all present various types of power from an unusual angle: in order
to weaken and finally dismantle the very mechanisms of control, we have a bottom to top view. Since power will always be identified
with the “top” perspective of the complex monitoring and surveillance phenomenon, “rearranging” the circumstances allows the dis-
mantling and even the dissolution of authority and domination. Polish artists have explored and continue to explore the whole range
of power forms - not only dedicated to the brutal communist state authority, but also to the power mechanisms of cultural, economic
and even religious institutions. We want to emphasize that the works of most of the artists presented in this text are mainly based
on visual language, not on verbal comments. The Polish artists’ works on the subject of sousveillance usually unravel themselves so
explicitly, so that additional explanations are actually useless. Therefore, the various types of power and its mechanisms present in
the art world are gradually defused like real bombs. Let’s hope art will be able to defuse these threats in the physical reality as well,
outside the realm of arts.
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DESPRE SUPRAVEGHERE Sl
DESPRE A Fl SUPRAVEGHEAT

MIRJANA PEITLER - CURATOR

n 1785, avocatul si filozoful Jeremy Bentham, fondatorul doctrinei utilitarismului, a proiectat o inchisoare pe care a denumit-o
Panopticon. Specificul acestui plan era construirea unui turn central, de unde puteau fi urmariti toti prizonierii, atat cei din celule,
cét si cei din afara, fara ca persoanele din turn sa fie observate. Prizonierul nu putea sti cu certitudine daca era sau nu suprave—
gheat; observatia propriu-zisa s-a transformat in posibilitatea de a fi supravegheat. Bentham si-a imaginat ca simpla supraveghere
constanta 1i va determina pe detinuti s3-si corecteze comportamentul. Si cd, pentru a evita pedeapsa, acestia vor accepta si isi vor
asuma ,ochiul disciplinar”.

Daca pentru mult timp a fost subiectul dezbaterii teoretice si politice, Panopticon-ul a fost reintrodus Tn dezbaterea filosofica si
cultural-sociologica contemporana de catre filosoful francez, Michel Foucault, Tn 1975. Acesta a Tnteles conceptul ca pe un model de
constructie a puterii in societatea de control contemporana, numita de el ,societate disciplinara”. Filosoful francez, Gilles Deleuze, a
continuat in parte opera lui Foucault. Tn eseul ,Post-script to the control-societies”, Deleuze combina aproape sub forma de mani-
fest tezele colegilor sai Tntr-o formula ce rezuma evolutia societatii de la una disciplinara la , 0 societate de control”.

“In societatile disciplinare, oamenii o luau Thtotdeauna de la capat (de la scoald acas3, de acasa la munca), pe cand in societéatile de
control aceste trasee nu se termind niciodatd - corporatia, sistemul educational, serviciile militare fiind coordonate metastabile, care
coexista Tn aceeasi inflexiune, ca Tntr-un sistem universal de deformare. [...] Tn societatile de control ceea ce conteaza nu mai este
0 semnaturd sau un numar, ci un cod: codul este o parold, pe cand societatile disciplinare sunt reglementate de ,cuvinte de paza”
(atat din punctul de vedere al integrarii, cat si al rezistentei). Limbajul numeric al controlului este format din coduri care marcheaza
accesul la informatie sau 7l blocheaza. Nu mai suntem 1n situatia de a opera cu binomul masa/individ. Indivizii au devenit , divizibili",
iar masele - esantioane, date, piete sau ,banci”'.

Mai departe, Deleuze descrie viziunea lui Felix Guattari despre un oras ,n care fiecare Tsi poate pardsi apartamentul, strada,
cartierul cu ajutorul unui card electronic, un card ce deschide anumite porti. Cardul ar putea sa nu functioneze la anumite ore. Ceea
ce conteaza nu sunt barierele Tn sine, ci mai degraba computerele care Tnregistreaza pozitia fiecarui individ, cu sau fara autorizatie™.

Sistemul penitenciar austriac a adoptat Tn 2006 aceastd practica inspaimantatoare, efectudnd o monitorizare a prizonierilor eliberati
conditionat timp de o zi prin supravegherea electronica a arestului la domiciliu. Un sistem de localizare prin GPS controleaza unde
poate merge un infractor si cand. Astfel, Tn viata de zi cu zi ne confruntdm cu noi forme de auto-disciplind Tntr-un mediu deschis,
total transparent, bazat pe monitorizare nominala si pedeapsa. , Controlul liberal” devine deci auto-control voluntar. Aceasta este o
fuziune, un fel de Tmbinare Tntre o societate disciplinard si una de control si uneori este foarte greu de vazut ce e in spatele lucrurilor
si cine controleaza pe cine. Cu toate acestea, ideea de a fi urmariti si supravegherea organizata individual nu ne mai sperie de multa
vreme. A devenit un lucru curent, si apreciat Th mass-media - in special la televiziune- sa ,ajungi sa fii observat”. ,Big Brother” a
devenit celebru Tn multe state. Folosit candva pentru a descrie state cu regimuri dictatoriale, termenul a devenit o inovatie in dome-
niul divertismentului.

Fenomenul Big Brother a fost un indiciu al schimbarii de sens, de la versiunea initial alegorica a lui Big Brother dupa Orwell — un
sinonim pentru masurile de control totalitare, de care nu putem scapa vreodata - la un Tnteles complet diferit, Th care oamenii se
lasa controlati cu placere si amuzament. Aceasta este victoria lui Big Brother. Oamenii s-au Tnghesuit sa participe. Cinismul emisi-
unilor de televiziune nu trebuia supraapreciat. Totusi, reality TV si alte astfel de forme de divertisment au devenit anoste. Saturatia
colectiva de principiul orwellian al societatii de control si atacul de la 11 septembrie au condus la consecinte aproape inimaginabile:
supravegherea video a devenit un lucru normal si face parte din infrastructura orasului, la fel ca si luminile stradale, semafoarele
sau trecerile de pietoni. Aproape mai importantd decat versiunea TV a lui Big Brother a fost functionarea paraleld a versiunii sale pe

1. Gilles Deleuze, L'autre journal, Nr. 1, Mai 1990
2. Ibid.
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internet. Fenomenul este corelat cu o culturd a Webcam-ului, cu camere conectate la internet care transmit Tn timp real. Versiunea
televizata a fost de fapt neglijata, Tntrucat arata Tn cea mai mare parte un rezumat al celor mai importante evenimente din ultimele
24 de ore. Structura evenimentului nu corespunde structurii monitorizarii. Supravegherea, monitorizarea, reprezintd mai mult decat
eveniment, iar lucrul fascinant e vidul, timpul neocupat, pierdut si timpul dintre evenimente.

Retorica supravegherii e reglementata de prezenta crescanda a mecanismelor de control Tn viata noastra de zi cu zi, iar supraveghe-
rea video reprezinta o uriasd Tncalcare a drepturilor noastre. Legea permite de asemenea cetatenilor s afle cine, unde, ce informatii
nregistreaza. In loc s& ne simtim n sigurantd, faptul ca putem fi urmariti oriunde lasé impresia de insecuritate, frica, pesimism
sau indiferentd. Suntem ,pur si simplu” observati sau de fapt Tnregistrati? Cat timp sunt imaginile stocate, cine se afla ,in spatele
camerei” sau la ce vor fi ulterior folosite informatiile?

Era asteptat ca dupa 11 septembrie, categoria de reality show sa-si piarda din atractia pe care o exercita Thainte de atacuri - ca si
cum trauma exploziei de la World Trade Centre ar fi diminuat interesul pentru acest tip de divertisment. Reality show-urile reprezinta
totusi o forma de monitorizare a imaginilor, iar monitorizarea este de multe ori, dar nu intotdeauna, o emisie Tn timp real. Tntrebarea
pe care o ridica acesta Bienala se refera la modul in care diferitele forme de monitorizare transforma propria noastra cultura. Cauta
limbajul potrivit de decodificare critica a acestei evolutii.

Cealalta problema se refera la monitorizarea si la controlul ,invizibil” al datelor. Problema principald este pusa de chiar aceasta
»invizibilitate”. Toate imaginile rezultate Th urma monitorizarii si supravegherii video, tot acel continut ,vizibil" devine subiect al
controlului informational. Un alt aspect important se refera la cat de departe poate ajunge controlul individului Tn activitatile zilnice
banale, cum ar fi prin utilizarea cash point-ului, cardului de credit sau telefonului mobil etc. Toate aceste activitati produc o cantitate
de informatii care, atunci cand sunt puse impreuna, creeaza o forma de artd, o arta a ,informatiilor ascunse”. n acest fel, o persoana
este redusa la miscdrile, la achizitiile sale, la Tnregistrarile Tn baze de date.

Ca subiect n arta, monitorizarea exista de cel putin 40 de ani. Problema accesibilitatii unei imagini video, o imagine Tn timp real
sau un loop, era virulenta Tnca din anii '60 pentru pionierii domeniului precum Andy Warhol, Dan Graham, Bruce Nauman. Privind
subiectul Tn sens mai larg, el poate fi vazut si ca o problema de veridicitate. De ce suntem fascinati observand imaginile camerelor
de supraveghere, chiar daca acestea sunt naive si simple Th comparatie cu productiile studiourilor hollywoodiene? Nasterea acestei
fascinatii nu este o coincidenta; digitalizarea a schimbat statutul spatiului fotografic si cinematografic, tratadndu-L ca pe o reproducere
a realitatii. Caracterul indicator al acestor imagini s-a pierdut. Putem afirma c& o fotografie arati astazi ceea ce sustine ca aratd? In
acelasi timp, avem de-a face cu fenomenul transmiterii in timp real: o structura care promite doar aparent o transmisiune directd a
ceea ce se Intdmpla n realitate. Aceasta conceptie nu corespunde posibilitatilor tehnologiei digitale de astazi.

Monitorizarea si protectia datelor reprezinta un subiect politic curent la nivelul UE. Daca ne oferiti datele dumneavoastra, atunci va
oferim cele mai diverse forme de asigurare. Retorica acestei asigurari este o manevra de sah geniald pentru a primi informatiile
pentru care deja exista o piata.

Bienala Tinerilor Artisti exploreaza o categorie larga de practici care constituie astazi arsenalul extins al controlului social. Totusi,
tindnd cont de rolul central jucat de un model arhitectural in evolutia supravegherii, accentul cade pe relatiile complexe dintre
conceptie si putere, dintre reprezentare si subiectivitate, dintre informatii si opresiune.

Daca Tn secolul al XVllI-lea, un desen ar fi putut deveni un model pentru un ntreg sistem social, cum pot modifica practicile
reprezentationale dominante sistemul actual? Ce se intampla, cu alte cuvinte, cand regandim Panopticon-ul in lumina transmiterii
imaginilor prin infrarosu, amprenta termala sau prin satelit? Care sunt, intr-adevar, consecintele sociologice si politice ale unei cul-
turi de control bazata progresiv pe o logicd non-experimentald de strangere si acumulare a informatiilor? In cercetarea practicilor
supravegherii n relatiile lor cu schimbarile logicii reprezentdrii, Bienala oferd o expunere a stdrii artei, bazata pe o gama completa
de modalitati de observatie - lucrari video, picturd, fotografie, instalatii video etc.
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ABOUT SURVEILLANCE
AND BEING SURVEILLED

MIRJANA PEITLER - CURATOR

In 1785 the philosopher and lawyer Jeremy Bentham, founder of the doctrine of utilitarianism, planned a prison that he termed
panopticon. The signature characteristic of this plan was a central tower, from which all prisoners, those in their cells or out

of them, could be observed, without those in the tower themselves being subject to scrutiny. Since they could never know for
sure whether they were being watched or not, the fact of actual observation was replaced by the possibility of being watched.
Bentham assumed that alone the presence of constant surveillance would lead the prisoners from misbehaving. And in order to
avoid punishment, they would accept and internalize the “disciplinary eye”.

While long the subject of theoretical and political debate, the panopticon was reintroduced into contemporary philosophical and
cultural-sociological discussion in 1975 by the French philosopher Michel Foucault. He saw it as a model of power construction
in contemporary surveillance society, what he called a “disciplinary society.” Another French philosopher, Gilles Deleuze more
or less continued Foucault’s work. In his essay: “Post-script to the control-societies” Deleuze combines almost manifest-like
the thesis of his colleague into the containment, formulizing the transformations of society from the disciplinary one to the
“society of control”:

“In the disciplinary societies one was always starting again (from school to the barracks, from the barracks to the factory), while
in the societies of control one is never finished with anything — the corporation, the educational system, the armed services
being metastable states coexisting in one and the same modulation, like a universal system of deformation. [...] In the societies
of control, on the other hand, what is important is no longer either a signature or a number, but a code: the code is a password,
while on the other hand disciplinary societies are regulated by watchwords (as much from the point of view of integration as
from that of resistance). The numerical language of control is made of codes that mark access to information, or reject it. We
no longer find ourselves dealing with the mass/individual pair. Individuals have become “dividuals,” and masses, samples, data,

UR

markets, or “banks”.

Further on, Deleuze describes Felix Guattari’s vision of a city ,in which each and everyone can leave their flat, their street, their
neighborhood with the help of an electronic card, a card that opens certain gates. The card though might not be valid at certain
hours. What is of importance are not the barriers themselves but rather the computers that register the position of each person,
whether authorized or not.“

The Austrian prison system appropriated this scary idea in 2006 and began to monitor day release prisoners with the aid of
electronically supervised house arrests (electronic monitoring). A GPS location system controls where a lawbreaker can go and
when. Since then, monitoring, observing and control became part of our lives too. So, what we face in the everyday life now, are
new ways of the self-discipline in the total-transparent, open environment, based on a personal monitoring and punishment.
Thus the “liberal control” turns out as voluntary self-control. This is a fusion, a kind of intertwine of disciplinary and control
society and sometimes it is very difficult to recognize what is what and who controls whom.

Nevertheless we are long not afraid any more from being watched and from privately organized surveillance. It has even
become fashionable, also in the mass media- especially on TV — to become “observed”. “Big Brother” has become popular in
many countries. The term once used to describe state of dictatorial regimes changed to something innovative in the sector of
entertainment.

The phenomenon of Big Brother was an indication for the change of meaning from the originally alegoric version of the Big
Brother after Orwell - as synonym for totalitarian control measures, from which one can never escape - to a completely dif-
ferent one, where people let themselves be controlled with pleasure and fun. That was finally the victory of Big Brother. The
people had torn themselves to be part of it. The cynicism of the television broadcast was not to be over-bid. But the interest for
the Reality-TV-Shows and similar kind of entertainment decreased and has been replaced by boredom. This collective tired-

1. Gilles Deleuze, L'autre journal, Nr. 1, Mai 1990
2. Ibid.
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ness of the Orwellian principle of the control society on one side and the attack from 9/11, have led to the almost unthinking
consequences: video surveillance has become normal and now belongs to the infrastructure of the city, rather like street-lights,
traffic-lights or zebra crossings. More important than the TV-level of Big Brother was the parallel running of its internet version.
The phenomenon has lot to do with the Webcam culture, thus with real time cameras, which are connected to the internet. The
television version has actually been neglected, because it showed mostly a summary of the highlights of the last 24 hours. The
event structure does not correspond to the structure of the monitoring. Surveillance, monitoring is more than just an event, and
that is the fascinating part of it — it is the emptiness, free time, empty duration, and the time between events.

Rhetoric of Surveillance devoted to the growing presence of control mechanisms in our every-day world. The video surveillance
represents huge debt in our rights. And the law also permits citizens to find out where, who records what personal informa-
tion. Instead of feeling secure, the fact that we can be watched anywhere leaves an impression of insecurity, fear, pessimism or
indifference. Do we know whether we are being “purely” observed, or actually recorded? Do we know how long the images are
stored, who is “behind the camera®, or what the information will be subsequently used for?

After September 11th, it was expected that the category of the Reality Show suddenly would not have the same attraction as
before the attacks - as if the trauma of the exploding World Trade Center would have changed the fascination of such real time
images. Real time images are however a form of monitoring images and a monitoring is often, but also not always, real time
transmission. Thus this Biennial shapes the question: how do different forms of the monitoring transform our everyday culture?
It looks for the vocabulary, in order to understand this development critically.

The other problem is one of the monitoring and “invisible” data control. Precisely this “invisibility“ is the problem. All that what
one traditionally understands under monitoring and closed circuit television - the images - that “visible” part is failing in the
data control. It concerns also, how far one can be controlled in some completely banal daily activities, such as by usage of cash
points, credit cards, mobile phones, etc. All these activities produce a quantity of data which, as soon as they are put together,
are forming an art of one’s portrait, an art of “datashadow”. In this way one is simply reduced to their movements, purchases,
data shade tear.

As a topic in art, monitoring has been occurring for at least forty years. The question about the readability of a video image,

a real time picture, or a close circuit loop, was virulent already in the sixties for the pioneers like Andy Warhol, Dan Graham,
Bruce Nauman. Viewing this topic broader, it could be also seen as a problem of realism. Why are we fascinated by observing
the images of surveillance cams, even if those are primitive and simple, compared with productions of the Hollywood studios?
It is not a coincidence that this fascination arises in the moment when the digitalization changed the status of the photographed
space and the cinematic space and questions it as a reproduction of reality. The indication character of the images is lost. Does
a photo today really show what it maintains to show? At the same time we have the phenomenon of the real time. That is a
structure, which only apparently promises a direct transmission of that what is really happening. This conception stands dia-
metrically contrary to the possibilities of the today’s digital technology.

Monitoring and data protection are current political topics EU-wide. If you give us your data, then we offer the most diverse
forms of comfort to you. The rhetoric of comfort is a brilliant chess manoeuvre, in order to receive these data, for which a mar-
ket exists.

The Biennial of Young Artists explores the wide range of practices that today constitutes the extensive arsenal of social control.
However, taking its cue from the central role in the genealogy of surveillance played by an architectural model, the focus is on the
complex relationships between design and power, between representation and subjectivity, between archives and oppression.

If a drawing could become the pattern for a whole social system of power in the 18th-century, to what comparatively does

that system change [if at all] along with shifts in dominant representational practices? What happens, in other words, when we
rethink the panopticon in terms of new infrared, thermal or satellite imaging practices? Indeed, what are the sociological and
political consequences of a surveillant culture based progressively on completely non-phenomenal logics of data capturing and
accumulation? In its investigation of the surveillance practices in their relationship to changing logics of representation, the
Biennial offers a state of the art summary, based on a full range of panopticism - video works, paintings, photography, installa-
tions etc.
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“Altogether” (2008)

DVD, mini DV, black & white / color, 15’, original English version

an Auguste Orts production coproduced by 233, desire productions

with the support of the Flanders Audiovisual Fund & Vlaamse Gemeenschap-
scommissie with Fairuz (camera), Boris Debackere (sound), Els Viaene (sound
recording), Danai Anesiadou (performance) and Sofie Benoot (production)
original music by David Shea

SViitorul e intunecat si cred cd, Tn ansamblu, acesta este
cel mai bun mod Tn care ni-l putem imagina.” Pornind de
la aceastd observatie, lucrarea “Altogether” recunoaste n
ntregime impasul ideologic al erei post-68. Prezenta simbolicd
a steagurilor si a cladirilor istorice, precum si mentinerea
capitalelor (nationale) ca atare a devenit discutabild. Proiectate
Tntr-un viitor (apropiat), ele apar Tn cea mai nesigura luming,
iar limbajul cinematografic subliniaza acest lucru: fragmentat
si asociativ, filmat alb-negru, proiectul reda schite ale peisajului
urban, unele dintre ele Tnregistrate Tn miscare cu o camera de
telefon, in timpul unei plimbari cu masina prin Bruxelles. Dar
ceea ce vedem de fapt este abstractia difuza a unui oras care
da senzatia unui spatiu negativ, al carui caracter virtual nu se
mai regaseste Tn subtitrare, ci in imaginea Tnsasi. Nu existd un
discurs, exista doar sunet. Avansand spre punctul culminant,
filmul conduce la prabusirea vizibilului, lasand privitorul ,blocat”
n interiorul situatiei curente: pe deplin constient de viitorul
(incert) ce se apropie, nestiind daca va putea avea vreo putere
asupra acestuia.

Auguste Orts/Herman Asselberghs

“On the whole, the future is dark, which is the best thing the
future can be, | think.” With this observation as a starting-
point, “Altogether” fully acknowledges the ideological
impasse of the post 68-era. The symbolic presence of flags
and historical buildings and of maintaining (national) capitals
as such has become arguable. Projected into the (near) future,
they appear in a most uncertain light, and the cinematograph-
ic language underlines this: fragmented and associative, shot
in black and white, the video shows sketchy images of urban
scenery, some of them shot with a moving cell-phone camera
on a car ride through Brussels. But what we actually see is a
shadowy abstraction of a city which gives the impression of

a negative space whose virtual character is no longer theo-
rized using a voice-over, but can be found in the image itself.
There is no speech, only sound. Approaching its climax, the
film advances towards the collapse of the visible, leaving the
viewer “locked in” inside the current situation: fully aware of
the (uncertain) future to come, wondering whether he or she
will be capable of exerting any influence on it.

Auguste Orts/Herman Asselberghs
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TEODOR GRAUR

in timpul evenimentelor din Decembrie '89, manifestantii au formulat niste slogane, care, strigate pe strazi, aveau rolul de a
Tntdmpina si calma ,inamicul”, de a-l determina s3 treaca de partea revolutionarilor. Bazate pe practica galeriei de pe stadioane, la
meciurile de fotbal, aceste Tndemnuri electrizau asistenta, neldsand loc la replica. S-a strigat atunci : ,Armata e cu noi!”, celor care
fusesera adusi pentru represalii, pe cand balanta nu se Tnclinase nca, definitiv, Tn favoarea poporului. Formula a avut succes, fiind
aplicatd, Tn continuare, la diverse grupuri (de autoritati). Nu-mi amintesc daca printre ele s-a aflat si fosta politie totalitara — ,Militia
populard”, dupd numele sau initial — instrument de control si intimidare a autoritatilor comuniste, dupa modelul sovietic aplicat Tn
toate tarile socialiste din Europa de Est; dar e posibil sa fi fost.

Mi-am amintit aceste lucruri pe cand priveam niste imagini de la inceputul anilor 80, din perioada cdnd ma apucasem de fotografie,
cu mare entuziasm.

Pe atunci eram foarte interesat de oameni Tn activitate, de tot ceea ce ar fi putut documenta ,0 actiune”. Duminica, Tn parcurile
bucurestene, lumea iesea la plimbare si se distra atat cat se putea Tn epoca: adultii se simteau liberi ca si copiii ,dandu-se” In lanturi
si cdlusei, cu barca pe lac, ba chiar si la karting. Chiar si pe vremea cand regimul totalitar Tsi inasprise presiunea si viata devenea
tot mai grea - prin lipsuri, restrictii si control — oamenii mai gdseau momente de destindere, cand uitau, pur si simplu, ca traiesc Tn
Europa de Est, in ,lagarul socialist”, iTn Romania lui Ceausescu ...

latd cum se distrau Tmpreuna cei controlati cu cei ce reprezentau autoritatea de stat, oamenii obisnuiti si cei Th uniforma, civilii si
militienii. Tn caruselul care se invarte cu vitez3, toti sunt egali, iar figurile lor se amestecd; doar camera foto, setata cu un timp de
expunere suficient de scurt, Ti poate distinge si individualiza. Imaginea monocroma nu ne da insa destula informatie pentru identi-
ficarea institutiei pe care o slujeau acesti militari: uniformele erau identice la politie si armatd, distingdndu-se numai prin culoare.
Privitorul actual nu mai poate sti daca personajele din poza sunt subofiteri de armata in kaki sau de militie, Tn albastrul specific,
dar acest detaliu nu mai are nici o importanta: si unii si ceilalti erau printre noi, deci erau, Tntr-un anumit fel, ,cu noi”. Sintagma are
0 ambiguitate: desemneaza atat niste lucruri ori persoane, care sunt de partea noastra, dar si unele care se afla numai printre noi,
nu se stie cu ce scop. De altfel, aceasta era realitatea momentului surprins de camera fotografica: acei militari aflati mai degraba in
timpul serviciului, s-au avantat alaturi de publicul din parcul de distractii, ca orice consumator de divertisment.

Adrenalina si autoritarism! — pare a fi un titlu care se desprinde din aceasta poveste de duminica Tn imagini, din Bucurestiul deceni-
ului al saptelea. Dar daca am fi cunoscut atunci sloganul de la ‘8% am fi putut intitula aceste fotografii simplu: ,MILITIA E CU NOI".
Teodor Graur, februarie 2010
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“Militia e cu noi!” (1981)
C-type print, variable dimensions,
courtesy of the artist

During the events of December 1989, demonstrators came up with slogans which, shouted in the streets, were meant to welcome
and calm down the “enemy” and determine him to pass on the side of the revolutionaries. Based on gallery practice in football,
these exhortations would galvanize the crowd, leaving it speechless.

“The army is with us” was shouted to those who had been brought for retaliation, when the balance was not turned yet in people’s
favour. The slogan was a success and was further applied to several groups (of authorities). | don’t remember if the former com-
munist police was among them - the “popular militia”, as it was initially called - instrument of control and intimidation of the com-
munist authorities inspired by the Soviet model and applied to all Eastern European socialist countries; but it might have been.

| remembered these things while looking at some images from the beginning of the ‘80s, when | had enthusiastically taken up
photography.

At that time, | was very interested in people who were “doing things”, in everything that could document “an action”. On Sundays,
people used to go out for a walk in Bucharest parks and have as much fun as they could at that time: the adults felt free as chil-
dren, “amusing themselves” in swings and carousels, boating on the lake, or even carting. Even back when the totalitarian regime
tightened its pressure and life became harder — with deprivation, restrictions and control -, people could find moments of leisure,
by simply forgetting they were living in Eastern Europe, in the “socialist camp”, in Ceausescu’s Romania ...

This is how they were enjoying themselves together, those under control and those who represented the state authority, ordinary
people and those in uniform, civilians and the “militia”. In the spinning carousel they are all on the same position and their faces
are diffuse; only the camera set on an adequate exposure time can distinguish and individualize them. Due to the fact that the po-
lice and army uniforms were identical, distinguishable only by colour, the monochrome image doesn't offer sufficient information
to identify the institution these soldiers served. The current viewer can no longer say whether the characters in the pictures are
non-commissioned army officers in khaki, or the “militia”, in its distinctive blue, but this detail is insignificant: both were among us
and, somehow, they were “with us”. The phrase is ambiguous because it designates things and people who are both on our side,
but also among us with no specific purpose. As a matter of fact, this is what the camera actually caught: those army officers who
were rather during service time, joined the crowd in the park, like any other entertainment consumer.

Excitement and authoritarianism! — seems to be a title that emerges from this pictured Sunday story of the ‘70s Bucharest. Had we
known then the slogan from 1989, we could have simply entitled them: “The Militia is with us”.

Teodor Graur, February 2010
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Decupaj de temporalitate suspendatd pe un peron din Cam-
pia Turzii, imaginea face parte din seria ,Domestic Pictures”,
serie doar aparent ,neintentionatd” de prelevari automate si
poetice. Imaginea lui Nicu Ilfoveanu se joaca aici cu denotatia
pe care orice fotografie o contine, o vehiculeazd prin identi-
tatea cu elementul sau referent (mai simplu spus prin rapor-
tul de asemanare); si in acelasi timp ,sur-prinde” impregnarea
subiectiva care alcatuieste cea de-a doua piele-peliculd a imagi-
nii. Astfel, fara sa fie documentare sau investigatie premeditats,
.cliseul” devine imagine-situatie, imagine-tipologie, imagine-
atmosfera. E tocmai tipul acela de imagine despre care Barthes
spunea ca vorbeste n tacere.

Mica Gherghescu

Cut-up of suspended temporality somewhere on the Campia
Turzii's railway station platform, the image comes from the
“Domestic Pictures” series, an apparently “unintentional”
sampling of automatic and poetic pieces. Nicu Ilfoveanu’s
work plays here with the denotation contained and conveyed
by any photograph through the equivalent of its referential
other (also called, in a simpler way, resemblance relation);
and, at the same time, it “catches” the subjective saturation,
spread as a second film-tissue onto the image’s surface. As
such, without being a premeditated document or investiga-
tion, it becomes a situation-image, typological image and
effect-image. It is exactly the same type of image that, for
Barthes, spoke in silence.

Mica Gherghescu

“Campia Turzii”, from “Domestic Pictures” series (1995 - 2000)
silvergelatin print, 12 x 16 cm
courtesy of the artist
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CHRISTOPH WACHTER

Instalatia WarRoom constituie o remarcabild Tncercare de
transpunere n viata reala a premiselor aflate la baza societatii
informationale si a cunoasterii — o civilizatie socio-umana
deschisa, coeziva si auto-formativa.

WarRoom este, de fapt, denumirea centrului de comanda al
unei autoritdti militare, strategice, tactice sau industriale. Ne
putem Tntreba, asadar, cum anume trebuie sa arate un centru de
comanda care Tsi propune sa impuna o structurd de putere nu pe
cale ierarhic, ci actiondnd n sens invers, prin examinarea ma-
tricelor puterii si avand ca scop depistarea unor elemente care sa
conduca apoi la eliminarea acesteia. (...)

Prin intermediul retelelor digitale avem de-acum la dispozitie
modalitati directe de a ne exprima parerile, acordul sau dezacor-
dul. Cu toate acestea, nu toti oamenii au acces la platformele
si retelele de comunicare. Tn cadrul WarRoom ne propunem s
facilitdm stabilirea de noi legaturi prin punerea la dispozitie a
unor terminale de internet si aparatura wireless, pentru a per-
mite cdt mai multor oameni conectarea si comunicarea online.
Spre deosebire de proiectele sociale, nu ne propunem Tns3 re-
ducerea aceastei problematici la chestiunea strictd a accesului
lainternet. (...)

WarRoom Tsi propune sa-i puna Tn contact pe cei exclusi din so-
cietate, pe toti cei nevoiti sa traiasca dincolo de dreptul la sanse
egale, cei care eludeaza paradigma ,omului productiv’, asa
cum este ea stabilita prin prisma productiei cognitive si valorice.
Prostituatele, oprimatii, copiii strazii, zilierii sunt expusi, cu totii,
unor atacuri si abuzuri, neavand altceva pe lume decét existenta
lor fizica, asupra careia rdman, Tn consecintd, fixati. n plus, cu
fiecare noua legdtura, respectiv tentativa de apropiere, ei se trez-
esc, de reguld, rapid redusi tot la trupurile lor, anume la statutul
de obiecte de placere sau de munca.

Scenografia acestui WarRoom permite ntalniri de la egal la
egal. WarRoom Tsi propune stabilirea, Tn baza unor chestionari
pe teme fundamentale, a unui model uman bazat pe concluzii si
asteptari. Potentialele misiuni sau chiar batalii pornite din acest
WarRoom sunt dedicate Tn Tntregime acestui ,noi* (anume oa-
menilor din aceasta tar3, ideii de deschidere si de libertate a opi-
niilor, utopiilor, idealurilor), dar si dorintei de auto-reprezentare
si de a putea vorbi Tn numele propriei persoane ... dincolo de
toate cerintele, atributiile si fragmentdrile create de strategiile
de putere.

Christoph Wachter & Mathias Jud

The installation WarRoom is a remarkable attempt to transpose in life the premises that found the informational and knowl-
edge society — an open, cohesive, and self formative social organization.

WarRoom designates in fact the command center of a military, strategic, tactical or industrial authority. We can therefore ask
ourselves what are the prerequisites of a command center that aims to inflict a power structure not hierarchically, but the
other way around, by examining the power patterns in the attempt to discover those elements that would later lead to the

elimination of power itself. (...)

With the help of digital networks, we now benefit from direct ways of expressing our opinions, our approval or disapproval.
Nonetheless, not everybody has access to communication platforms and networks. Through WarRoom we seek to facilitate
the establishment of new connections, by granting internet terminals and wireless equipment that would allow the connec-
tion and online communication for more and more persons. Unlike social projects, however, we do not aim to reduce this
problem to the sole concern of internet access. (...)

WarRoom seeks to facilitate contact between those banned from society, those who have to live beyond the right to equal
opportunities, and those who desist the paradigm of the “production man” as it is set by the standard of cognitive and axi-
ological production. The prostitutes, the oppressed, the homeless, the day laborers, are all exposed to attacks and abuse,
owning nothing but their physical existence, which is thus the focus of all their attention. Moreover, each new connection or
attempt of contact rapidly reduces them to their bodies, to the status of either pleasure or labor object.

The setting of this WarRoom allows meetings from equal positions. Based on the questioning of fundamental themes,
WarRoom tries to establish a human model set on conclusions and expectations. The potential missions or even fights that
this WarRoom might generate are fully devoted to this “us” (the people in this country, the idea of opening and freedom of
opinion, utopia, ideals), as well as to self representation and speaking for oneself ... beyond all demands, attributions and
ruptures created by domination strategies.

Christoph Wachter & Mathias Jud
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“War Room” (2010)

interactive multimedia installation,
mixed media, variable dimensions,
courtesy of the artists
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In 2002, Peter Weibel organiza la ZKM Karlsruhe
Tmpreuna cu Thomas Y. Levin si Ursula Frohne expozitia
reper CTRL [SPACE] Rhetorics of Surveillance from Ben-
tham to Big Brother. Analizand principiul panoptic din
perspectiva lacaniang, el afirma atunci cd sub masca
ritualurilor de control si a excedentului de vizibilitate
securitara se desfasoara complexe mecanisme libidi-
nale. Si daca ar putea fi imaginata o opozitie veritabild
si fiabild, aceasta nu poate sa existe decdt prin con-
fruntarea privirilor, ,observand observatorul, supra-
veghind supraveghetorul, monitorizadndu-| pe cel care
monitorizeaza.”

Imaginea ,Polizei ligt” [Politia minte] face parte din se-
ria ,Anschldge” [Atentate] si documenteaza un perfor-
mance din 1971. Ea este exemplara pentru acest dome-
niu al confruntarii privirilor, atat de testat de Weibel Tn
mediul actionist vienez de dupa 1968, in care confrun-
tarea se lega Tn mod intim si necesar de gestul exhibat
si provocator.

Mica Gherghescu

Together with Thomas Y. Levin and Ursula Frohne,
Peter Weibel organized in 2002 at ZKM Karlsruhe the
seminal exhibition CTRL [SPACE] Rhetorics of Surveil-
lance from Bentham to Big Brother. Highly inspired by
Lacan’s psychoanalysis, he revealed in his analysis of
the Panoptic principle that under the mask of control
rituals and exceeding security visibility underlies a
complex libidinal mechanism. And if one can imagine
a real viable opposition, this cannot operate but by
confronting the gaze. “Observing the observer, super-
vising the supervisor, monitoring the monitor.”
“Polizei liigt” [Police lies], a 1971 performance that
Weibel inserted in his “Anschlage” [Attacks] series, is
exemplary for this confrontation of the gaze, that Wei-
bel had already tested in the Viennese actionist milieu
after 1968, when confrontation was intimately linked
with the provocative, exhibited gesture.

Mica Gherghescu

“Polizei liigt”, from the “Anschlige” series (1970/1971)
C-type print, variable dimensions
courtesy of the artist
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F A N |

»Broken Threads” este manipularea unui film noir albanez,
din anii '70, astfel incat sa fie transformat, prin remontaj,
n propriul sau trailer, avand drept coloana sonora piesa
»The Curse of Mill Haven” interpretata de Nick Cave si Bad
Seeds de pe albumul Murder Ballads. Proiectul si pro-
pune sa abordeze fenomenul criminalitatii si al revolutiei,
Tncepand cu cea mai veche conspiratie iezuitd, demon-
strand ca revolutia nu se rezuma de fapt decét la infamul
motto: ,Munca mea Tncepe acolo unde se termina a ta”.
Din acest motiv, filmul nu a fost digitalizat prin procedeele
obisnuite, ci, Tn schimb, el a fost realizat pe ntreaga sa
duratd cu o minicamerd, pentru a respecta conceptul
proiectului. Proiectul ,Broken Threads” coreleaza piesa
lui Cave cu filmul noir albanez omonim, gravitand Tn ju-
rul mai multor agenti albanezi, fosti colaboratori nazisti
din timpul celui de-al Doilea Razboi Mondial, care op-
erau Tmpotriva regimului socialist si care revenisera pe
neasteptate Tn tara lor pentru a sabota si distruge cateva
obiective importante din planurile industriale secrete ale
tarii. Filmul pune accentul pe relatia dintre memorie si ac-
tualitate, dintre dusmani vechi si noi, toate reunite intr-o
poveste de spionaj cu intrigi internationale si Tn care, ca de
obicei, conspiratia esueaza exemplar.

Fani Zguro

“Broken Threads” is the manipulation of a ‘70s Alba-
nian noir movie so as to transform it into its trailer, by
collating footage and using as a soundtrack Nick Cave
and the Bad Seeds’ “The Curse of Mill Haven”, from the
album Murder Ballads. This project aims at tackling
the phenomenon of crime and revolution starting from
the earliest Jesuit conspiracy, showing revolution is
nothing but the infamous motto: my work starts when
yours is done. For this reason the movie wasn't digi-
talized through usual processes, but was instead filmed
with a handicam for the whole of its duration, so as to
respect the project’s concept. “Broken Threads” elabo-
rates Cave’s track with Albanian noir movie “Broken
Threads”, revolving around a bunch of Albanian agents
— former Nazi collaborators during WWII - operating
against the socialist system, suddenly coming back to
their homeland to sabotage and destroy some impor-
tant objectives in the country’s secret industrial plans.
The movie stresses the relationship between memory
and actuality, old and new enemies, adding up in a noir
spy story showing international plots and conspiracy
finally failing, as usual, in the best of ways.

Fani Zguro
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“Broken Threads” (2007)
video, sound, 7'05"
courtesy of the artist




CHTO DELAT?2(WHAT
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O DECLARATIE DESPRE POLITICA,
CUNOA§TEHE S1 ARTA

Cu ocazia celei de-a cincea aniversdri

a Grupului Chto Delat (2008)

Comentarii de Dmitry Vilensky (DV) & David Riff, 2010

01. PRINCIPII: ORGANIZARE AUTONOMA, COLECTIVISM, SOLI-
DARITATE

Platforma CHTO DELAT reuneste artisti, filosofi, sociolo-
gi, activisti, dar si oameni interesati de o cercetare critica si
independentd, de publicatii sau proiecte artistice, pedagogice si
activiste. Toate initiativele platformei sunt organizate conform
principiilor de auto-organizare si colectivism. Acestea sunt re-
alizate prin coordonarea politica a grupurilor de lucru — grupuri
contemporane asemanatoare sovietelor. Proiectele acestor gru-
puri alcdtuiesc Tntreaga platforma si sunt stréns legate unul de
celdlalt.Tn acelasi timp, Tnsisi existenta platformei oferd un con-
text comun n interpretarea proiectelor individuale. De aseme-
nea, suntem ghidati de principiul de solidaritate. Organizam si
sustinem retele mutuale de asistenta Tmpreuna cu toate grupurile
fundamentale care Tmpartasesc principiile internationalismului,
feminismului si egalitatii.

DV: Toti au renuntat de multd vreme sa se mai preocupe de po-
sibila elaborare a unor reguli exacte pentru organizarea unui
colectiv. Rar se mai poate Tntalni vreun manifest nou sau vreo
declaratie. Cultul spontaneitatii, al reactiei si al tacticii — ca resp-
ingere a regulilor gata facute — e la ordinea zilei. Si cu toate aces-
tea, tactica e mai putin decat o metoda. Doar reunind tactica si
strategia poti construi o metoda. De aceea cred cd e o buna ncer-
care ca, din cand n cand, sa se mai redacteze si niste declaratii.
DR: Dar de ce apare acum aceasta declaratie? Cred cd marcheaza
un moment important in deplasarea grupului CHTO DELAT de la
o institutie colectiva la o contra-institutie. ncercdm s& plasdm
lucrurile cu care am fost sau nu de acord in ultimii ani Tntr-un
context mai amplu, cu noi date componente; incercam sa subli-
niem o atitudine contra-institutionala foarte diferitd de institutiile
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ierarhice si opresive care produc relatiile sociale n mediul artis-
tic contemporan. Scopul unei astfel de atitudini utopice este ca
ne arata cat de departe putem sa mergem pentru a ne realiza
visurile de solidaritate. Acesta este, Tn primul rénd, principalul
scop al declaratiilor si nu schitarea unor reguli.

DV: Acestea sunt principiile de baza ale structurii platformei
- pe care as putea, de asemenea, sd 0 numesc o structura de
lucru ideald, care, din pacate, functioneaza diferit in realitate.
Problema principala este lipsa de initiativa colectiva, pasivitatea
tot mai ridicata a celor mai multi dintre participanti. Astfel, Tn
acest moment, platforma reprezintd mai degraba un spatiu al
identificarii, un fel de marca identitara a persoanelor implicate
direct si care ocupa o anumita pozitie Tn cadrul ei. De aseme-
nea, sper cd n timpul potentialei schimbari a situatiei politice
generale represiv-reactionare spre una progresistd, platforma
va putea sd joace rolul de declansator al unui proces diferit si va
putea sa faciliteze accesul unui numar tot mai mare de membri
la instrumentele muncii colective.

02. A CERE (IM)POSIBILUL

Tn acest moment istoric reactionar, cand cerintele potentiale ele-
mentare sunt privite ca o imposibilitate romantica, noi rdmanem
realisti si ne concentram asupra lucrurilor simple si accesibile.
Trebuie sa ldsam n urma frustrdrile prilejuite de esecurile is-
torice pentru a repromova idei de stdnga si a redescoperi
potentialul lor emancipator.

Credem ca fiecare persoana are dreptul de a trai demn. Tot ceea
ce trebuie sa facem este sa gasim Tn noi forta de a lupta pentru
asta. Motivatia principald se regaseste n respingerea tuturor
formelor de asuprire, de Tnstrainare artificiala si de exploatare
a oamenilor. De aceea, militdm pentru o redistribuire a bogdtiei
produse de oameni si a resurselor naturale care sa fie justa si
directionata catre asigurarea bunastdrii tuturor.

Suntem internationalisti: cerem recunoasterea egalitatii oameni-
lor, indiferent de locul n care traiesc sau din care provin.
Suntem feministi: ne pozitionam Tmpotriva tuturor formelor pa-
triarhale, Tmpotriva homofobiei si inegalitatii de gen.

DV: Acest paragraf asupra principiilor ne ajutd sa clarificdm
cateva aspecte locale ale politicii de stanga intr-o situatie Tn
care miscari fundamentale precum internationalismul si femi-
nismul sau conceptul de egalitate nu pot fi intelese de la sine.
M3 ajutd sa ma detasez clar de nationalismul de stanga, de anu-
mite organizatii traditionale bazate pe ierarhie si organizarea
patriarhala.

Am decis sa nu abordam Tn aceastd declaratie problema cen-
tralismului democratic sau posibilitatea reconsiderarii sale;
este o metoda de actiune colectiva destul de Tnvechita, dar inca
interesantd, combindnd principiile participarii si reprezentarii.
Panad la un anumit punct, structura noastra se bazeazd pe



IS TO BE DONE?)

legatura dintre diferite initiative si poate fi considerata ca un tip
de experimentare a acestui principiu.

DR: Tn opinia mea, termenul “de stanga” este prea insipid. (Im)
posibilitatea aflata n joc este tocmai potentialul de emancipare
al comunismului Tn conditii post-comuniste. Atunci, de ce vor-
bim despre aceasta vaga notiune de ,sténga”? Cred ca am op-
tat pentru acest cuvant nu datoritd faptului ca suna mai putin
amenintator decat comunism, ci pentru cd si ideile liberale de
stanga cu privire la organizarea zilei de lucru, la drepturile omu-
lui, la asigurdrile de sanatate sunt astdzi considerate ca ireal-
izabile, iar feminismul si globalizarea au fost Tnsusite de catre
ideologii noului imperialism. Este foarte important sa recuperam
toate aceste momente si sa gasim calea de a dovedi ca egali-
tatea de gen si globalizarea sunt posibile doar Tn contextul unei
schimbdri mai ample.

03. CAPITALISMUL NU ESTE SINONIMUL UNIVERSALITATII
Capitalul nu este totalizator, iar teza populara conform careia ,nu
existd nimic Tn afara capitalului” este falsa. Sarcina intelectua-
lului si a artistului este de a se angaja in demascarea completa
a mitului care sustine lipsa alternativelor la sistemul capitalist
global. Insistam pe evidenta: o lume lipsita de dominatia profitu-
lui si a exploatarii nu numai ca poate fi creatd, dar exista deja la
nivelul micropoliticilor si micro-economiilor relatiilor umane si
actiunilor creative.

Trebuie sa dezvaluim acest spatiu de viata si fericire cat mai mul-
tor oameni. Devenirea istoricd a acestei emancipari economice,
politice, intelectuale si creative se concretizeaza in comunism.
DR: Da. Grupul a hotarat la un moment dat sa renunte la di-
mensiunea ultra-imanentd a capitalismului contemporan, in
care toate actiunile politice sunt sortite sa devind doar o activi-
tate profitabild economic. Noi respingem atitudinea aceasta de
deznadejde, dar revendicdm Tn acelasi timp cuvantul de ,uni-
versalitate”. E un cuvant necesar pentru a putea explica si mo-
tiva comunismul azi. Capitalismul, sistemul de productie actual,
reprezintd un ansamblu de relatii economice si sociale construit
pe forme extreme de inegalitate, pe care le exploateaza sau pe
care le creaza artificial. Parca am asista la o competitie Tntre
mai multe forme diferite de capitalism care, Th mod miraculos,
lucreazd Tmpreund pentru a creste productivitatea ntregului
sistem. Exista colturi ale lumii unde acest ansamblu de caractere
atavice prosper3, locuri pe care capitalul global le lasad deoparte
numai pentru a le lua n stapanire mai tarziu, sau zone pe care
le elaboreaz3, le stabilizeaza si apoi le abandoneaza. Odata ce
capitalul a inceput sd circule, trebuie sa patrundem Tn interstitiile
procesului, sd ne imagindm si sa ne readucem aminte cuvintele
lui Marx care spunea c3 fiecare societate traditionald poarta in
pantece o societate noud.

DV: Da, acesta a fost cel mai dezbatut punct al discutiei noastre

interne si este important sa-i urmarim evolutia. Poate ar fi tre-
buit sa vorbim despre o totalitate dialectica de contradictii...

04. DECODIFICAREA COMUNISTA A REALITATII CAPITALISTE
Persoana cu adevarat liberd, cea care traieste in deplindtatea
fiintei sale, este o persoana deschisa fatd de numeroase stiinte
si discipline, se raporteaza critic la sine si la lume. Cu toate aces-
tea, specializarea limitata a cunostiintelor stiintifice Tn societatea
capitalistd deplaseaza cunoasterea n serviciul clasei dominante.
Cercetarea individuald serveste intereselor private, pe cand
studierea societatii, analizd bazata pe exprimare critica, nu este
sustinuta institutional.

Noi afirmam ca exista doar o singura forma de cunoastere - cea
care ne face sa intelegem cd menirea fiintelor umane este s
traiasca libere alaturi de alte fiinte umane. Cunoasterea critica
nu ar trebui sa fie considerata o marf3, iar rdspandirea ei la scara
larga - prin cultura si educatie - reprezinta scopul fiecarui in-
telectual si analist cultural. Numim aceasta sinteza de teorie si
practicd, aceastd cunoastere a lumii si a evolutiei sale: decodifi-
carea comunista a realitatii capitaliste.

Sa-1 citdm din nou pe Marx: “Noi nu spunem lumii: Tncetati lupt-
ele pentru ca sunt absurde; va vom furniza adevaratul slogan al
luptei. Noi doar Ti aratam ce Tnseamna a lupta cu adevarat pen-
tru un scop, iar constiinta este lucrul pe care lumea trebuie sa-I
dobandeasca, chiar si impotriva propriei vointe.” (Scrisoare catre
Arnold Ruge, septembrie 1843)

DV: Teza potrivit careia ,ceea ce este” existd cu necesitate doar
pentru ca vrem noi sa credem ca exista nu prea are sens pentru
acea acceptiune orgolioasa din definitia cuvantului ,cunoastere”
prin care se descriu modalitdti de supunere a constiintei.
in acelasi timp, trebuie si admitem c& pentru moment,
cunoasterea presupune existenta mai multor discipline, iar noi
trebuie sa Tncercam sa atingem perfectiunea in fiecare dintre ele.
Aceasta reprezinta acum cea mai importanta contributie pe care
o putem aduce cauzei emanciparii.

Am folosit un citat foarte provocator si foarte important din op-
era lui Marx care pune Tn discutie rolul intelectualului si respon-
sabilitatea sa fata de cei oprimati. Citatul face trecerea spre para-
graful urmator care abordeaza problema avangardei vazuta ca o
relatie Tntre spontaneitatea luptei si pozitia factorilor externi care
ar trebui sa participe la organizarea unei strategii de dezvoltare
a constiintei umane.

DR: Referindu-ne la ultimul citat si la rolul “cunoasterii” pentru
emancipare, una dintre problemele si piedicile cele mai mari
n vederea unei reevaludri concrete a comunismului este ideea
conform cdreia cunoasterea revolutionara consta Tntr-o reteta
sociald radicald ,gresitd”, care aplicatd la momentul oportun
va conduce la un maximum de consecinte devastatoare. Citatul
din scrisoarea catre Arnold Ruge spune ceva cu totul diferit: in-
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telectualul nu trebuie sa Tndeplineascd misiunea prometeica
a culturalizarii maselor. Tn schimb, el ar trebui s3 respecte
miscarile interne ale societatii, s3 rdmana deseori Tntr-o tacere
Tngaduitoare, determinand organic cursul istoriei, articuldndu-
se pe sine Tn ciuda distorsiunilor ideologice. Marx adauga fap-
tul ca ,Mereu existd un motiv, desi nu Tntotdeauna intr-o forma
rezonabild”. ,Decodificarea comunistd a realitatii"(o sintagma
inventatd de Dziga Vertov) ar Tnsemna descifrarea povestilor
trunchiate despre lupta pentru libertate, explicadnd nu doar isto-
ria si modul de functionare a acestor mecanisme de opresiune,
Ci si ceea ce facem aici si acum pentru a transforma aceste me-
canisme Tn instrumente ale emanciparii noastre.

05. INCREDERE IN AVANGARDA INTELECTUALA SI ARTISTICA A
SECOLULUI AL XX-LEA

Suntem constienti de importanta ideilor avangardei secolului al
XX-lea pentru regandirea si Tnnoirea traditiei filosofice si poli-
tice de stanga. Noi credem c3, pentru ca aceasta restaurare sa
aiba loc, este nevoie de o abordare extrem de deschisa si non-
dogmatica ce presupune o receptare critica a ideilor, conceptelor
si practicilor formate Tn afara cadrului doctrinal marxist. Scopul
nostru primar este de a recrea legatura fntre actiunea politica,

gandirea angajata si inovatia artistica.

DV: Multi oameni vad astazi avangarda ca pe un lucru discredi-
tat de experienta sovietica Tn care ,dictatura proletariatului” a
degenerat destul de repede intr-o ,dictaturd asupra proletar-
iatului”, o masura totalitard pe care miscarea anticapitalista a
ncercat Tn mod explicit s3 o respinga. Tn ciuda principiilor anti-
avangardiste ale ,miscarii migcarilor” (o revoltd organizata atat
Tmpotriva vechii stangi staliniste si pretentiilor sale universale
de adevar, cat si impotriva noii drepte neoliberale) credem ca o
parte din continutul avangardei este crucial pentru Tntelegerea
artei contemporane. Propunem o rediscutare a avangardei, dar
printr-o lectura diferita a structurii sale: o lectura care plaseaza
potentialul politic al artei nu doar Tn cadrul autonomiei estetice,
ci si Tn autonomia practicilor politice, depasind astfel campul lim-
itat al politicilor aplicate. A gandi relatia dintre ,artd” si ,politica”
fara a invoca ideile avangardei ar diminua importanta ambelor
domenii; e ca si cum am reduce avangarda doar la o pura inovatie
adusad n ,forma” productiei artistice. Astfel, radicalitatea artei nu
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poate fi redusa la legatura ei cu imperativele sociale sau politice
sau lainovatiile stilistice formale, ci poate fi inteleasa si prin forta
sa poetica, prin abilitatea de a pune sub semnul Tntrebarii si de
a destabiliza notiunile de politic, social, cultural si artistic. Avan-
garda este un coup d'état impotriva istoriei, facand posibile noi
forme de expresie Tn arta si politica.

Pentru moment, elementele istorice ale esteticii avangardiste
compun o noua structurd. Astazi, putem vorbi de urmatoarea
clasificare:

a) realismul ca metoda estetica

b) loialitate fatd de impulsul revolutionar al avangardei

¢) autonomia ca auto-organizare politica

DR: Gandindu-ne retrospectiv, aceste afirmatii cu privire la
importanta avangardei par un pic prea vagi.Toata lumea pretinde
avangarda ca propria mostenire. Important este sa distingem
ntre diferitele pretentii. Distinctia nu s-ar reduce doar la ches-
tiunea ,formei” (opunand un realism avangardist figurativ unui
formalism avangardist abstract), ci ar merge in profunzime,
preocupandu-se de ideologia modernista a avangardei ca atare.
Cultul irationalului, tendinta artei spre obiectivarea formalista
amestecata cu o relatie aproape animista cu lumea lucrurilor, cul-
tul devalorizarii mestesugului si celebrarea Noului, unde inovatia
devine un mijloc Tn sine, toate reprezintd fatete ale modernitatii
pe care le-am putea respinge, valabile nu doar pentru trecut, ci
si in vremurile noastre. Ele servesc deseori ca politica autonoma
pentru a justifica o viata boema, iar mai tarziu sunt afisate ca al-
ibi social. Poate ca cele mai interesante momente al avangardei
sunt cele de Tntoarcere cdtre modernism, realism sau clasicism
revolutionar, atunci cand Tncearca sa capteze o estetica idealista
cu finalitate materialist, cand Tntelege Tntreaga mostenire a ar-
tei clasice ca pe un bazin de captare in vederea unei ,estetici a
rezistentei”. Poate cd aceasta este descoperirea capitald a avan-
gardei: arta, nu ca mijloc de autocriticd, ci ca autocapturare si
favorizare a unei decodificari comuniste a istoriei artei.

06. STRUCTURA DE CLASA

Una dintre problemele teoretice fundamentale rdmane definirea
structurii de clasa a societatii contemporane. Astazi, intr-un mo-
ment Tn care relatiile de munca se afla Tntr-un proces radical de
transformare, notiunea de clasa Tnsasi sufera modificari. Nu mai
putem folosi in Tntregime definitiile anterioare de “proletariat”
si “burghezie”; nu ne mai putem baza pe vechile forme de orga-
nizare a luptei de eliberare.

Trebuie sa continudm reexaminarea teoriei de clasd luand in
considerare dezvoltarea antagonismului dintre munca si capital
si afirmam c& acest antagonism ramane unul central. Transfor-
marea societatii nu a facut-o sa dispara ; dimpotriva, acest an-
tagonism s-a intensificat si, Tn consecintd, trebuie reinterpretat.
Ne confruntdm, de asemenea, cu problema regandirii strategiilor
si sarcinilor criticului intr-o conjunctura n care structura fortelor
productive se schimba.

DR: Problema structurii de clasa n societdtile post-socialiste
este una foarte dificila, cu atdt mai mult cu cat ne confruntdm



cu sfarsitul unei tranzitii importante de la fordismul socialist
Tnvechit la o versiune a economiei resurselor post-fordistd, o
echilibrare dupa faza initiald a acumularii. Este clar Tn schimb ca
imaginea clasica a muncitorului din fabrica, alb si de sex mas-
culin, care Tncad domina politica de stanga reprezinta o limitare
reactionard. Conduce la formarea unei clientele politice si nu
include numeroasele grupuri defavorizate care fac munca so-
cialmente necesard pentru mentinerea cresterii productivitatii
capitalismului Tn conditiile unei economii globale. Structura nu
include doar forta de munca a imigrantilor, ci si munca domestica
neplatita Tntr-o societate Tn care relatiile de gen traditionalist-
patriarhale sunt reinstituite, aldturi de sclavia salariald in do-
meniul serviciilor, masivele ,armate de rezervd” formate din
consumatori semi-independenti, liber-profesionisti si chiar
functionari publici.. Tn aceastd complicatd alcituire de clasa,
trebuie sa ne Tntrebam nu doar despre rolul intelectualului, ci si
despre cel al elitei intelectuale Tn general: ,capitalul creativ” este
reprezentat de o elitd urbana privilegiatd? Este vorba oare de
un potential ,cognitariat” [clasa cunoscatorilor] sau de un ,pre-
cariat” [clasa dependentilor]? Cum putem sa fim si ,intelectual
angajati” si cum putem sa evita sa ne autoidealizdm?

07. MISIUNEA ARTEI CONTEMPORANE

Arta contemporand produsa ca bun de consum sau ca divertis-
ment nu este arta. A devenit o simpla banda rulanta de falsificari
si sedative manufacturate pentru divertismentul unei ,clase cre-
ative” saturate de noutate. Una dintre sarcinile noastre vitale se
referd la demascarea actualului sistem de control ideologic si
manipulare a oamenilor. Pseudo-creativitatea acestui sistem nu
este altceva decat transformarea in marfa nu doar a castigurilor
materiale, ci si a tuturor formelor de viata.

Suntem convinsi de faptul ca adevarata arta este aceea care dez-
automatizeaza constiinta - Tntai pe cea a artistului si apoi pe cea
a spectatorului. Arta este deschisa tuturor si nici puterea, nici
capitalul nu pot monopoliza ,proprietatea” artistica. Un raspuns
la persistenta dezbatere asupra autonomiei artei este acela al
posibilitatii artei de a fi produsa independent de institutii, fie ele
private sau de stat. Negarea de sine este esentiald pentru ca dez-
voltarea artei sd aibd loc n afara practicilor institutionale.

Ca o forma publica de revelare a potentialului creativ al fiecaruia,
locul artei n lupta revolutionard a fost si va fi mereu Tn miezul
evenimentelor, Tn piete si fn comunitati. Tn astfel de momente,
arta ia forma teatrului de strada, afiselor, graffiti-ului, proiectiei
n aer liber, poeziei si muzicii. in noua etap3 istoricd pe care o
trdim, misiunea autenticd a artistului este de a renova aceste
forme de expresie.

DR: Ultimul paragraf al acestei declaratii a fost indelung discu-
tat, deoarece o parte dintre membri Chto Delat [-au considerat
prea orientat spre problema ,mijloacelor”, ca o excludere a altor
forme creative, mai traditionale si mai putin , deschise” de auto-
implinire. Totusi, in Rusia, afirmarea artei Tn spatiul public are o
dimensiune suplimentard, in special pentru ca astfel de practici
au fost marginalizate sau chiar desfiintate n istoria recentd. Arta

contemporana depinde de initiativa oligarhilor si a nevestelor
lor. Pentru a satisface dorintele hiper-burgheze de reprezentare,
artistii universalizeazd anumite valori intr-o forma provoca-
toare: adevarul artei este calificat dupa bunul plac, cand ca au-
tonomie n haosul bazarului, cdnd ca heteronomie n puritatea
unei bai turcesti. Arta contemporana poate sa aibda o misiune
diferit, Tn afara institutiilor burgheze. Un neajuns al acestui text
este cd, Tn acest moment crucial, nu admite ca arta creeazd noi
practici institutionale atunci cand functioneaza in afara institutiei
burgheze, si devine astfel o contra-institutie. Sarcina principald a
unei contra-institutii este sa se asigure ca mijloacele de productie
culturald nu cad din nou Tn mainile artistului privilegiat (autentic),
sau nu participa Tntr-o economie de piatd a marfurilor culturale.

08. CE ROL OCUPA ARTA REVOLUTIONARA INTR-UN TIMP
REACTIONAR?

Cu toate cd miscarile de masa pentru transformarea societatii
sunt absente temporar, rolul artei este totusi de partea celor
oprimati. Misiunea lor este de a elabora noi forme de ntelegere
provocatoare si critica a lumii din perspectiva eliberarii colective.
Arta nu ar trebuie sd existe doar pentru muzee si vanzatori, ci
si pentru a dezvolta si articula o noud forma de ,senzualitate
emancipatd”. Ar trebui sa devina un instrument de percepere si
cunoastere a lumii n totalitatea contradictiilor sale.

Muzeele si institutiile de arta ar trebui sa functioneze ca de-
pozitari si laboratoare de explorare estetica a lumii. Ar trebui,
totusi, sa le scutim de privatizare, management financiar si
subordonarea fata de logica populista a industriei culturale. Ar
fi gresit refuzul de a lucra cu institutii culturale sau academice
- Tn ciuda faptului ca majoritatea acestor institutii din Tntreaga
lume sunt angajate intr-o propaganda flagrantd in favoarea
unui cult al marfurilor si a unei cunoasteri servile. Propaganda
politica a tuturor celorlalte forme de vocatie umand fie provoaca
o respingere dura din partea sistemului, fie cooptarea n propria
reprezentatie. Tn acelasi timp, sistemul nu este omogen - este
lacom, stupid si dependent. Astazi, acesta ne permite sa folosim
institutiile pentru a ne avansa si promova cunoasterea. Putem
populariza aceste cunostinte fara a permite denaturarea lor.
Acesta este motivul pentru care trebuie sa stabilim criterii clare
n functie de care sa decidem Tn ce locuri ne putem duce lupta,
care proiecte ar trebui boicotate si denuntate, cu cine si Tn ce
conditii putem colabora.

09. PROGRAMUL NOSTRU DE BAZA

In situatia actuald, propunem comunititilor care se
autoguverneaza sa utilizeze urmatorul program de baza ca ghid:
- Nu permiteti interventii externe pe masura ce va elaborati ide-
ile si va realizati proiectele. Nu acordati drepturi exclusive de
distributie a lucrarilor voastre. Nu promovati, direct sau indirect,
institutiile puterii Tn cadrul proiectelor voastre.

- Relatiile economice ar trebui construite Tntr-o maniera politica.
Este necesar sa cereti Tn mod colectiv recompensarea corectd
si demna a muncii voastre. Intrand Tntr-o relatie de lucru cu
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institutiile puterii, le demonstrati natura capitalistd exploata-
toare.

- Nu luati parte la proiecte a caror rezultate (capital simbolic,
valoare adaugata) pot fi folosite pentru scopuri politice care con-
travin scopurilor interne ale lucrarii voastre colective.

- Dupd cum va dati seama, proiectul vostru ar trebui sa va
,desconspire” cat mai putin munca. in acelasi timp, este necesar
sa depuneti eforturi Tn vederea credrii unor situatii a caror valo-
are sa se manifeste dincolo de limitele concrete ale relatiilor de
productie. Acest lucru Tnseamnd ca se impune analizarea valorii
de utilizare a operei Tn asa fel Tncat intentiile institutiilor puterii
de a o transforma Tntr-o valoare de schimb sa fie supuse unor
presiuni puternice.

- Tn acelasi timp, insistdm asupra unei critici fard compromi-
suri si o luptd Tmpotriva tuturor institutiilor de culturd care Tsi
bazeaza activitatea pe coruptie si pe servicii primitive, realizate
conform intereselor comerciale, ale statului si ideologiei. Trebuie
sd-i ,mustram” Tn mod constant pe acesti cretini si pe acesti
ticalosi si sa le aratam locul rusinos pe care il ocupa n istorie.
Vom utiliza toate mijloacele pe care le avem la dispozitie pentru
a face posibil acest lucru. [...]

10. ASPECTUL LOCAL AL LUPTEI

Cerem, cel putin, desfiintarea cenzurii tacite si sfarsitul tuturor
formelor de represiune a activitatii politice si culturale.

Din aceasta cerere rezulta cd Tn Rusia avem nevoie de spriji-
nul public si al statului pentru proiectele de cercetare sociala si
pentru practicile de critica de artd, independente de interesele
private. Evitand alegerea traditionald intre ,reformism” si ,radi-
calism” insistdm pe cdutarea unei structuri specifice, locale, de
cereri si programe de transformare. Pentru inceput, avem cateva
cereri concrete. Fondurile publice pentru sprijinirea cercetarii si
artei, precum si pentru alte initiative de baza trebuie distribuite
transparent Tn spatiul public. Acestea ar trebuie, de asemenea,
utilizate pentru sustinerea lucrarilor al caror scop priveste critica
dura a institutiilor puterii contemporane, atat in cultura, cat si in
politica. Pe de alta parte, aceste lucruri ar fi posibile doar ca par-
te a unei transformari sociale radicale care ar submina ntregul
sistem capitalist autoritar. Pentru a putea crea conditiile acestei
transformari, avem nevoie de noi forme de coordonare cu cele-
lalte fronturi de luptd - cu muncitorii, sindicatele, ecologistii,
reprezentantele gruparilor feministe si activistii anti-autoritate.
Trebuie s& raspandim modele de auto-educatie activista si sa
militdm pentru politizarea practicilor artistice si intelectuale.
Acestea reprezinta bazele unei viitoare consoliddri a stangii si a
suprematiei ideilor noastre Tn societate.

DV: Acestea sunt cerintele de baza care reflecta conditiile poli-
tice curente ale existentei culturii si activismului in Rusia. Tn
acelasi timp, subliniem ca o cerere pentru drepturi democratice
fundamentale este extrem de importantd in cazul nostru, fi-
ind o conditie prealabild pentru a merge mai departe. Tn timpul
Revolutiei din Februarie 1917, clasa muncitoare si toate cat-
egoriile defavorizate puteau in sfarsit sa devina principala forta
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motrice a acestui tip de cerere tipic burgheza.

De asemenea, vom insista ca, Tntr-un stat democratic doar for-
mal Tn care cultura este sustinuta de platitorii de taxe, toti oa-
menii care nu voteaza pentru cei aflati acum la putere(chiar si in
Rusia putem uneori vorbi de peste 50 % din electorat) ar trebui
sd aiba acces la banii publici pentru a-si exprima nevoile politice
si culturale.

DR: n realitate, cererile curente ale activistilor culturali din Rusia
sunt chiar mai simple decat cele prezentate. Am putea cere chiar
ca statul sa Tnceteze hartuirea activistilor, limitandu-le actiunile
pentru a-si demonstra autoritatea, si sa opreasca vinderea tu-
turor institutiilor culturale, limitdndu-se doar la evacuarea lor,
daca este oportun. O altd cerere fundamentald adresata statu-
lui si elitei este aceea de a opri sponsorizarea si Tncurajarea
proto-fascistilor (deveniti Tntre timp adevarati fascisti care ucid
jurnalisti si activisti) sau a fascistilor din lumea falsa a artei care
castigd premii si asa mai departe. Recitind sectiunea precedents,
totul pare mai radical ca niciodata : sa ceri ca statul sa spon-
sorizeze Tn mod transparent o arta criticd, Tn conditiile Tn care
acelasi stat tocmai si-a evacuat colectia de arta moderna. Sa ceri
bani politistilor atunci cand Tsi fac rondul de control ! Cu adevarat
o cerere revolutionard, la fel de radicald ca si realitatea.

11. MUNCITORI CULTURALI - ARTISTI, INTELECTUALI, CURA-
TORI SI CERCETATORI! Uniti-va cu clasa muncitoare! Tn ciuda tu-
turor evenimentelor, aceasta din urma Tsi continua lupta pentru
libertate si pentru demnitatea ei umana. Numai Tmpreuna putem
sa ne eliberam de saracia vietii cotidiene, de depresie si teama!
Nu existd decat o singura lume - si ea va fi cea pe care o con-
struim astazi!

A DECLARATION ON POLITICS,
KNOWLEDGE, AND ART

On the Fifth Anniversary of

the Chto Delat Work Group (2008)

Comments by Dmitry Vilensky (DV) & David Riff (DR)
made in 2010

01. OUR PRINCIPLES: SELF-ORGANIZATION, COLLECTIV-
ISM, SOLIDARITY

The Chto Delat platform gathers artists, philosophers, social
researchers, activists and others, whose endeavour is the
collaborative achievement of critical and independent re-
search, of editorial, artistic, educational and activist projects.
All the platform’s initiatives are based on the principles of
self-organization and collectivism. These principles are put
into practice through the political coordination of working
groups — the contemporary analogue of the Soviets. Closely
coordinated with one another, the projects undertaken by any
part of this group are representative for the entire platform.



At the same time, the very existence of the platform cre-
ates a common context for interpreting the projects of the
individual participants.

Another principle that guides us is solidarity. We thus orga-
nize and support mutual assistance networks and grassroots
groups that share the principles of internationalism, femi-
nism, and equality.

DV: Everybody has given up long ago bothering over the
question of whether it is possible or not to create precise
rules for organizing a collective work. It happens less and
less to come across a new manifesto or declaration of prin-
ciples. The cult for spontaneity, reactivity, and tactics — the
rejection of ready-made rules — is the common practice.
Tactics, however, is something less than method. Only by
uniting tactics and strategy can we reach the method. Hence
it is a good thing to try one’s hand at writing declarations
from time to time.

DR: But why this declaration now? | think it marks an
important point in Chto Delat’s evolution from collective to
counter-institution. What we are trying to do is attempt to
translate the things we've learned to (dis)agree upon over
the last years into a broader context with new components;
to outline the principles of counter-institutional behavior as
very different from the extremely hierarchical and exploit-
ative institutions producing the social relations of the art
world today. The main use of such an admittedly utopian
endeavor is arguably that it shows us how far we still have
to go in order to accomplish our dreams of solidarity. That is
the whole point of writing declarations in the first place - and
not the frame of “rules”.

DV: These are the basic principles of the platform’s struc-
ture — | would also call them the ideal structure of work
that unfortunately functions differently in reality. The main

problem is the lack of collective initiative, the growing pas-
sivity of the most of the participants. So, at the moment,

the platform rather works as an identity space; the kind of
identity that marks all people who are openly involved within
it, at a certain basic position. | also hope that during the pos-
sible change of general political situation — from repressive-
reactionary towards progressive —, the platform could trigger
a different process and a growing number of members with
their own tools for collective work.

02. DEMANDING THE (IM)POSSIBLE

At this reactionary historical moment, when possible el-
ementary demands are regarded as a romantic impossibility,
we keep our realism and insist on certain simple, intel-
ligible things. We have to move away from the frustrations
produced by historical failures to advance leftist ideas and
discover anew their emancipatory potential.

Our claim is that everybody is free to live a life of dignity. All
we have to do is find the strength within ourselves to fight
for it. What motivates us most is the rejection of all forms of
oppression, the artificial alienation of people, and exploita-
tion. That is why we stand for a model of fair distribution of
the wealth produced by human labor and the exploitation

of all natural resources that should be directed towards the
common welfare.

We are internationalists: we demand the recognition of all
people’s equality, no matter where they live or where they
come from.

We are feminists: we are against all forms of patriarchy,
homophobia, and gender inequality.

DV: Another aspect of this paragraph devoted to principles
helps us to better sort out some local aspects of leftist poli-
tics, at a time when basic things like internationalism, femi-
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nism, and equality do not go without saying. It helps us make
a clear break with leftist nationalism and traditional leftist
organizations, which are based on hierarchy and patriarchy.
One thing we have decided not to tackle in this declaration is
the issue of democratic centralism and the possibility of its
reconsideration as one of old fashioned but still very interest-
ing method of collective work, combining the principles of
participation and representation. The fact that our structure
is based on the nexus of different initiatives could be consid-
ered, up to a certain extent, an experiment of this principle.
DR: In my opinion, the term “leftist” is too wishy-washy. The
(im)possibility which is at stake here is the emancipatory
potential of communism under post-communist circumstanc-
es. So why this vague “leftism”? | guess we opted for using
the word not only because it sounds less threatening than
communism, but also because even left liberal ideas on the
regulation of the workday, basic human rights, health insur-
ance and so on are regarded today as impossibilities, while
feminism and internationalism are expropriated by the ideo-
logues of the new imperialism. It is very important to reclaim
all these moments and to find the strength for pursuing the
idea that true gender equality and internationalism are only
possible within the frame of a broader change, for example.

03. CAPITALISM IS NOT A TOTALITY

We believe that capital is not a totality and that the popular
thesis according to which “there is nothing outside capital” is
false. The task of the intellectual and the artist is to engage
in a thoroughgoing process of unmasking the myth that says
there are no alternatives to the global capitalist system. We
insist on the obvious: a world without the dominion of profit
and exploitation not only could be created, but it has always
existed in the micro-politics and micro-economies of human
relationships and creative labor.

We have to reveal this joyous space of life to the greatest
number of people. The historical becoming of this economic,
political, intellectual, and creative emancipation is commu-
nism.

DR: Yes. The group once agreed to break with the ultra-
immanentist totalization of contemporary capitalism, within
which all political action is doomed to become just little more
than an economically profitable performance. We reject that
kind of hopelessness. But at the same time, the word “total-
ity” is something we should claim. We need it to explain and
motivate the notion of communism nowadays. Capitalism,
the current mode of production, is the ensemble of economic
and social relations spread out across extreme inequalities,
which it exploits or even creates artificially. As if we saw
many different species of capitalism competing with one
another, and miraculously working together to raise the pro-
ductivity of the system as a whole. At the same time, there
are nooks and crannies where atavisms thrive, places that
global capital leaves aside, only to capture them later on, or
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areas it develops, fixes, and abandons. Once capital flees, we
need to work in these “interstices” to re-imagine what Marx
meant when saying that every old society is pregnant with a
new one.

DV: Yes, it was the most argued point in our internal discus-
sion and it is important to follow its development. Perhaps
we should have spoken of a dialectical totality of contradic-
tions ...

04. THE COMMUNIST DECODING OF CAPITALIST REALITY
The person who is genuinely free, who lives in the fullness
of his/her being, is a person who is alive to various sciences
and disciplines, who critically examines him/herself and

the world. However, the narrow specialization of scientific
knowledge in capitalist society places knowledge at the
service of the dominant class. Individual research serves
private interests, while research of society, which is based
on the universality of critical utterance, is not institutionally
supported.

We state that there is only one form of knowledge— the
knowledge that enables the discovery of the human calling:
to be free along with other human beings. Critical knowledge
should not be a commodity, and its maximally widespread
distribution — enlightenment and education — is the quest
of each intellectual and cultural worker. This synthesis

of theory and practice, of knowledge on the world and its
transformation, is what we call the communist decoding of
capitalist reality.

We repeat along with Marx: “We do not say to the world:
Cease your struggles, they are foolish; we will give you the
true slogan of struggle. We merely show the world what it

is really fighting for, and consciousness is something that it
has to acquire, even if it does not want to.” (Letter to Arnold
Ruge, September 1843.)

DV: The thesis that what is there is there because we believe
it to be, hardly makes any sense for the proud use of the
word knowledge to describe methods for enslaving con-
sciousness. At the same time we should acknowledge that,
for the time being, knowledge consists of many disciplines
and that we must try to achieve perfection in any of them.
This is the most we can contribute at this moment to the
cause of emancipation.

We chose a very provocative quote from Marx, which we
consider very important because it challenges the role of
the intellectual and his/her responsibility for the oppressed.
This quote brings us to the next paragraph which tackles the
issue of the avant-garde as a relation between spontaneity of
struggles and the position of external agencies supposed to
put up a strategy that would develop human consciousness.
DR: Regarding the last quote and the role of “knowledge” for
emancipation. One of the biggest problems and challenges
of any meaningful re-evaluation of communism is the idea
that revolutionary knowledge consists of the “wrong” radical



social recipe to be applied at the right time, leading to a cli-
max of murderous consequences. The quote from the letter
to Arnold Ruge says something very different: the intellectual
does not have some Promethean mission to fulfill, in order
to enlighten the masses. Instead, she/he should respect the
struggles within the society, often compliantly silent, organi-
cally determining the course of history, articulating him/her-
self through extreme ideological distortions. “Reason always
exists, though not always in a reasonable form,” Marx says
in the next sentence. The “communist decoding of reality”

(a term invented by Dziga Vertov) would mean decipher-

ing these garbled histories of struggle for human freedom;
not just explaining the workings and histories of the current
mechanisms of oppression, but what we are already doing
here and now to turn these very mechanisms into instru-
ments for our emancipation.

05. FAITHFULNESS TO THE INTELLECTUAL AND ARTISTIC
AVANT-GARDES OF THE TWENTIETH CENTURY

We recognize the importance of twentieth-century avant-
garde approach for the rethinking and renewal of the leftist
philosophical and political tradition. We believe that what we
need for this renewal to happen is a maximally open, non-
dogmatic approach that presupposes a critical reception of
ideas, concepts, and practices created outside the framework
of doctrinal Marxism. Our urgent task is to reconnect political
action, engaged thought, and artistic innovation.

DV: However, many people today see the avant-garde as
something that has been discredited by the Soviet experi-
ence, where the “dictatorship of the proletariat” rapidly
degenerated into a “dictatorship over the proletariat”, a to-
talitarian situation the anti-capitalist movement has explicitly
sought to reject. But despite the anti-vanguardist principles
of the “movement of movements” — which should be con-
sidered as much a rebellion against the old Stalinist left and
its universal claims to truth as it is against the neo-liberal
new right —, we believe that some of the essential content of
the avant-garde is crucial for understanding contemporary
art. What we are proposing is the return towards a discus-
sion of the avant-garde but through a different reading of its
composition: a reading which not only locates the political

potential of art within the autonomy of the aesthetic expe-
rience, but also within the autonomy of political practices
which overcome the limited field of applied politics. We argue
that conceiving the “political” elements in art without any
commitment to the ideas of the avant-garde would diminish
both concepts just as much as conceiving the avant-garde

as pure innovation within the “form” of art production alone.
Therefore, the radicalism of art cannot be reduced to its
connection to social or political imperatives nor to formal
stylistic innovation, but it should also be understood through
its poetic force; its ability to question and destabilize the very
notions of “political”, “social”, “cultural” and “artistic”. The
avant-garde is a coup d’ état against history, rendering new
possibilities visible in both art and politics.

At the moment, the historical components of the avant-garde
aesthetics now fall into place in a new composition. Today,
we could claim the following taxonomy:

a) realism as an aesthetic method;

b) fidelity toward the revolutionary impulse of the avant-
garde;

c) autonomy as political self-organization.

DR: The stress on the avant-garde’s importance seems a
little vague in retrospect. Everyone claims the avant-garde
as his/her own legacy. It is important to differentiate these
claims against other claims. One such difference would not
just lie in the surface of form (for a figurative avant-garde
realism, against an abstract avant-garde formalism), but
would rather go deeper, concerning the modernist ideology
of the avant-garde as such. The cult of irrationality, the arts’
tendency toward formalist objectification mixed with a nearly
animist relation to the world of things, the cult for art’s lack
of skills, and the celebration of the New, where innovation
becomes a means to itself: these are instances of modernism
that we might reject both historically and in our own time.
They often serve as an autonomous politics of Bohemia, later
exhibited as a social alibi. Maybe the most interesting mo-
ments of the avant-garde are the returns to modernism, to
realism, to revolutionary classicism, its attempts to capture
idealist aesthetics for materialist goals, its understand-

ing of the entire legacy of classical art as the watershed for
“aesthetics of resistance.” Maybe this is the most important
discovery of the avant-garde: art as a means of capturing
itself by effecting the communist decoding of art history, not
as a critique of itself.

06. CLASS STRUCTURE

One of the basic theoretical problems still remains the
definition of contemporary society’s class structure. At the
moment, when labor relations are in a process of radical
transformation, the very notion of class is changing as well.
We can no longer wholly rely on the previous definitions of
proletariat and bourgeoisie, or on old forms of organizing the
struggle for liberation.

51



We believe in the continuous re-examination of class theory
by considering the contemporary development of the antago-
nism between labor and capital. We believe this antagonism
remains central. The transformation of society has not lead
to its disappearance; on the contrary, this antagonism has
only been amplified and therefore it requires a new interpre-
tation. We also face the question of rethinking the strategies
and tasks of the critical intellectual in a conjuncture where
the configuration of productive forces is changing.

DR: The question of class composition in post-socialist so-
cieties is a very difficult one, especially because we are now
experiencing the tail end of a momentous transition from
obsolete socialist Fordism to some version of post-Fordist
resource economy, a normalization phase after the primitive
accumulation. However, one thing that is already very clear
is that the classical image of the white male factory worker,
still dominant in leftist politics, is a reactionary limitation. It
leads to political clientele and it does not include many dis-
enfranchised groups that do the labor which is socially nec-
essary to keep capitalism’s productivity growing under the
conditions of the global economy. This would not just include
migrant labor, but also unpaid domestic work within a society
where traditionalist patriarchal gender relations are being
re-instituted, wage slavery is being used in private indus-
tries, massive “reserve armies” of semi-employed consum-
ers, freelancers, and even office clerks are being created ...
Within this puzzling class structure, we should question the
role of the intellectual and the entire intelligentsia: is it the
privileged urban elite that represents “creative capital”, is

it a potential “cognitariat” or “precariat”? How can we avoid
idealizing ourselves while posing this question as “engaged
intellectuals™?

07. THE TASKS OF CONTEMPORARY ART

Contemporary art that is produced as a commodity or a form
of entertainment is not art. It has become the conveyor-belt
manufacture of counterfeits and narcotics for the enjoyment
of a “creative class” which is sated with novelty. One of our
most vital tasks today is to unmask the current system of
ideological control and mass manipulation. The so-called
creativity of this particular system is nothing more than the
very commodification of their labor fruition, of all their ways
of life.

We are convinced that genuine art de-automates conscious-
ness— first the artist’s, then the viewer’s. Given art’s open-
ness to the wide public, neither power nor capital could have
a monopoly on art. One answer to the everlasting debate
over art’s autonomy regards the possibility of independent
production of art institutions, whether state owned or pri-
vate. Self-negation is essential, for the development of art
takes place outside institutional practices.

As a public form of unfolding individual creative potential, the
place of art during revolutionary struggles has always been
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and will always be in the very heart of events, on the squares
and in the communes. In such cases, art takes the form of
street theater, posters, actions, graffiti, grassroots cinema,
poetry, and music. At this new historical stage, a genuine
artist’s task is to renew these expression forms.

DR: The last paragraph of this part of the declaration was
long debated on. Some members of Chto Delat considered

it too media-specific: an exclusion of more traditional, less
“open” forms of creative self-fulfillment. However, the as-
sertion of art in Russian public space has opened a new
dimension, precisely because such practices have been
minimized or even abolished under the current conditions.
Contemporary art depends on the initiatives of oligarchs and
their wives. In order to meet this hyper-bourgeois appetite
for representation, artists tend to universalize certain values
into certain sensual forms: the truth of art is proclaimed as
the autonomy in the great bazaar and as the heteronomy

in its adjacent Turkish bath. One could juxtapose this to a
different task for contemporary art, one working outside the
bourgeois institutions. A shortcoming of this text is that it
does not admit — not even at this crucial point —, that art cre-
ates new institutional practices when operating outside the
bourgeois institutions, thus becoming a counter-institution.
Counter-institutions face one central task: to ensure that
the means of cultural production shall not fall back into the
hands of the privileged (genuine) artists, or participate in a
market economy of cultural commodities.

08. WHAT IS THE PURPOSE OF REVOLUTIONARY ART IN
TIMES OF REACTION?

Although mass movements supporting social transformation
are temporarily absent, the purpose of art is nevertheless to
be on the side of the oppressed. Its central goal should be to
create new forms for the sensual and critical apprehension of
the world from a collective liberation perspective. Art should
not exist for museums and dealers; it should develop and
articulate new modes of “emancipated sensuality.” It should
become an instrument for seeing and knowing the world in
the totality of its contradictions.

Museums and art institutions should function as depositories
and laboratories for the aesthetic exploration of the world.
We should, however, keep them safe from privatization, capi-
talization, or subordination to the populist logic of the culture
industry. That is why would consider it wrong to refuse any
kind of work with cultural and academic institutions. Still,
most of these institutions all around the world are engaged
in flagrant propaganda of commaodity fetishism and servile
knowledge. The political propaganda of all other forms of
human calling is either harshly rejected by the system or
turned into a spectacle by the very system. The system itself
is not homogeneous - it is greedy, it is stupid and dependent.
This now leaves us room for using the same institutions in
order to advance and promote our own knowledge. We have



the chance to bring this knowledge to a wide audience with-
out succumbing to its distortion.

That is why we need to develop clear criteria for deciding in
which venues we can conduct our struggle, which projects
should be boycotted and denounced, with whom and under
what conditions we collaborate.

09. OUR BASIC PROGRAM

Under the current circumstances, we propose that self-
governed collectives shall use the following basic program as
their guide:

- Don’t allow external factors to interfere while developing
your ideas and accomplishing your projects. Don’t give away
exclusive distribution rights for your work. Don’t directly or
indirectly advertise the institutions of power and capital used
for your projects.

- Economic relations must be politically built. You need to
collectively demand your labor should be fairly and worthily
compensated. By getting into a work relation with the insti-
tutions of power, you demonstrate their capitalistic, exploit-
ative nature.

- Don’t take part in projects whose results (symbolic capital,
surplus value) might be used for political ends that contradict
the internal tasks of your collective’s work.

- While developing your project, you should try to make your
work as “non-transparent” as possible. At the same time,
you should strive to create situations whose meaning could
only be fully manifested outside the narrow frame of con-
crete production relations. This means you should construe
the use value of the work in such a way that institutions of
power will be hard pressed when trying to convert it into
exchange value.

At the same time, we keep advocating uncompromising
critique of struggle against all cultural institutions that build
their work on corruption and primitive servicing according to
commercial interests, against state, and ideology. We must
constantly “slap” these dimwits and prostitutes “on the wrist”
and expose their shameful place in history. We will use all
the means at our disposal to make this happen.

DV: The most important and practical case of the implemen-
tation of these ideas (see in appendix) — “We are not off!”
(see below)

10. THE LOCAL ASPECT OF THE STRUGGLE

The least we demand is the abolition of tacit censorship and
the ending of all repression of political and cultural activity.
Consequently, what we need in Russia is public support for so-
cial research projects and critical art practices, independent of
any private interest. Avoiding the predicament of “reformism”
versus “radicalism,” we act for the reach of a specific, local
configuration of demands and transformational programs.

For a start, we demand a few concrete things. Public funds
should be transparently distributed for the support of research

and art in public space, as well for grassroots initiatives. They
should also support work that harshly criticizes contemporary
institutions of power, both cultural and political. On the other
hand, this is possible only during radical social transforma-
tion that would undermine the entire system of authoritarian
capitalism. In order to foster proper conditions for this kind of
transformation, we need new forms of coordination with all
the other struggling fronts — workers, trade unions, environ-
mentalists, feminists, anti-authoritarian activists. We have to
disseminate models of activist self-education and politicization
of artistic and intellectual practices. These are the bases for a
future broader consolidation of leftism and for the hegemony
of our ideas in society.

DV: These are some basic demands that reflect the pres-

ent political environment of culture and activism in Russia.
At the same time, we emphasize that the demand for basic
democratic rights is urgent in our situation, for it is just a
prerequisite for further steps. Just like the Revolution in
February 1917, when the working class and all oppressed
people eventually became the main driving force of this typi-
cal bourgeois demand.

We also stress on the fact that in formally democratic states,
where culture is supported by the tax payers, all those who
do not vote for the current power (in Russia, it is sometimes
the case for more than 50% of the population) should also
have access to public money to express their cultural and
political needs.

DR: In reality, the current demands of cultural activists in
Russia are even more basic than this. We could demand the
state stopped harassing art activists and framing them to re-
inforce their power. We could also demand the state stopped
selling out all cultural institutions and just simply evict them
when necessary. Another basic demand could be for the
state and the elite to stop sponsoring or encouraging proto-
fascists, who become real fascists, murdering journalists and
activists, or fake art world fascists who win art prizes, and
so on. Re-reading the previous section, it all sounds more
radical than ever: to ask for transparent state sponsorship
for critical art from a state that has just evicted its own 20th
century art collection. To ask the militia, when they round
you up on mayday for money! A truly revolutionary demand,
as radical as reality itself.

11. CULTURAL WORKERS - ARTISTS, INTELLECTUALS,
CURATORS, AND RESEARCHERS!

Unite with all working people! Despite everything, they
continue their struggle for freedom and human dignity. Only
together can we free ourselves from the poverty of everyday
life, from depression, and fear. There is only one world —
and it will be what we make it today!

Chto Delat
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MARIA LUIZA ALECSANDRU

Proiectul ,CCTeVezi" a fost realizat Tn 2008, in Timisoara, Tntr-
un context Tn care, Tn Romania, sistemele de supraveghere cu
circuit Tnchis CCTV au Tnceput sa fie din ce Tn ce mai prezente
n spatiul public, crednd astfel fie un sentiment de sigurants, fie
de paranoia, n functie de experientele personale ale fiecdruia si
de modul in care ne raportam la ideea de securitate/autoritate.
Proiectul este un continuu work-in-progress care poate fi deru-
lat Tn orice spatiu public.

Camera sau, mai precis, ochiul din spatele ei, Tsi asuma ne-
voia de voyeurism si, simultan, nevoia de a controla realitatea
Tnconjurdtoare. Cum oare putem defini altfel supravegherea
publicd, daca nu ca pe un amestec de voyeurism si control?
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Spre deosebire de sora sa — camera de supraveghere — camera
fotografica sau video, dupa caz, Tsi submineaza propria functie,
Tn primul rénd prin locul pe care si-| alege pentru a supraveg-
hea, facand-o posibila tintd a unui alt sistem de supraveghere
sau a unui alt voyeur.

Conceptul de sistem de supraveghere este la randul sdu submi-
nat prin derizoriul finalitatii gestului. Voyeur-ul din spatele ca-
merei tine mereu sa se autodeconspire Tn final, ca Tn imaginile
difuzate la ,camera ascunsa” Tn care cel filmat arata cu degetul
spre cel care filmeaza. (...)

Maria Luiza Alecsandru



“CCTeVezi” (2008)
C-type print, 40 x 50 cm
courtesy of the artist

The project “CCTeVezi” was created in 2008 in Timisoara,
when closed-circuit television surveillance cameras began to
be increasingly present in the Romanian public space, thus
creating a feeling of either security or paranoia depending on
one’s personal experiences and the way one relates to the
idea of security/authority.

The project is an ongoing work-in-progress that can be de-
ployed in any public space.

The camera or, better said, the eye behind it, simultane-
ously assumes its need for voyeurism and for controlling the
surrounding reality. For how should we define public surveil-
lance, if not as a mixture of voyeurism and control?

Unlike its sister — the surveillance camera - the photo or the
video camera undermines its own role, primarily through the
location it chooses to monitor and which makes it, just as
easily, a virtual target of another surveillance system or of
another voyeur.

The concept of surveillance system is in its turn undermined
by the futility of the gesture. The final goal of the voyeur
behind the camera is to unveil himself, like in the images on
candid camera when one points to the one who is filming. (...)
Maria Luiza Alecsandru
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ELENA CIOBANU

25 aprilie 2008

Am ajuns Tn Londra, metropola cea mai populata din Uniunea
Europeand, avand peste 7 milioane de locuitori. Primul lucru
pe care |-am observat au fost anunturile de la metrou: Tn cazul
n care vad ceva suspect, trebuie sd apelez un numar gratuit;
anunturi peste anunturi.

Lucrurile care Tmi rdman Tn minte sunt crima, atacuri si vigilenta
cerutd locuitorilor Londrei. Dupa aceea, cand incep sa merg
prin oras, spirala terorii se Tnrautateste. Peste tot sunt camere,
anunturi scrise ce avertizeaza trecatorii ca sunt permanent
supravegheati, avertismente legate de presiunile pe care
infractiunile le exercitd asupra orasului, de masurile necesare pe
care trebuie sa le ia fiecare locuitor Tn parte, de responsabilitatea
pe care fiecare trebuie sa si-o asume, de interdictii. Am senzatia
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ca traiesc Tn cel mai periculos loc de pe pamant, dar sunt sigura
cé asta este departe de a fi adevarat. Am Tnceput sd Tmi pun
ntrebari cu privire la veridicitatea acestui presupus pericol si la
necesitatea acestor reactii vehemente.

mi trece prin minte ideea Panopticon-ului lui Foucault (locul de
unde totul poate fi observat), ca un model de a obtine puterea
intr-o ,societate disciplinara”. Individul nu stie cand sau daca
este supravegheat, dar trebuie sa presupuna tot timpul ca este.
Ce determinare puternica!

incep s& ma gandesc la un experiment, la acela de a deveni
cetdteanul paranoic de vigilent, care sunt constrans sa devin, de
a fi atat In fata, cat si in spatele camerelor.

Elena Ciobanu




25 April 2008

I have arrived in London, the most populous municipality

in the European Union, with a population of over 7,000,000
people. First thing | are notice the announcements from the
tube: if | see anything suspicious | am to call a free number.
Still at the tube, announcements all over.

The things that stay in my mind: crime, assaults, and
vigilance required from the people of London. Later, as |
begin walking through the city, the terror spiral just gets
worst. There are cameras all over, written announcements
warning the passers-by they are constantly under
surveillance, notices about the pressure crime exercises
on the city, about the necessary measures that must be
taken by each inhabitant, about the responsibility one must

assume, and about interdictions. | feel like living in the most
dangerous place on earth, but I'm sure that’s far from being
true. | start to wonder about the reality of this presumed
danger, about the necessity of these virulent reactions.

The idea of Foucault’s Panopticon (the place from where
everything can be seen) — as a model of gaining power in a
‘disciplinary society’ — crosses my mind. The individual does
not know when and if he’s under surveillance, but he has to
presume at all times that he is. What a powerful determinant!
| begin to think of an experiment, about becoming the
paranoid-vigilant citizen | am urged to be, about being both
in front and behind the cameras.

Elena Ciobanu

“Sleepwalking into a surveillance society” (2008)
photoinstallation, variable dimensions,
courtesy of the artist
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I STRUKTURA

“Here and There” (2009/2010)
multimedia site-specific installation,
variable dimensions,

courtesy of the artists

,Here and There” este o interventie artisticd care ocupa atat
spatiul public, cat si pe cel al galeriei, legate prin conexiunea
wireless de internet.

Pentru editia a patra a Bienalei Tinerilor Artisti, Bucuresti, 2010
vom aplica ideea supravegherii video Tntr-un spatiu aflat undeva
n oras (preferabil un loc intens circulat de oameni), in timp ce
filmul va rula live Tn spatiul expozitiei, cu ajutorul unei conexiuni
de Internet wireless.

Aceasta lucrare se coreleaza cu tema Bienalei Tn ceea ce priveste
activarea tehnicilor de control si a formelor de supraveghere
video. Noi utilizam astfel de instrumente politienesti ca unelte de
analizd si discutie asupra aspectelor jocului de putere.

in acest caz, camerele de supraveghere sunt folosite pentru a
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delimita si a scoate Tn relief un anumit spatiu. Astfel, acel spatiu
devine un centru al atentiei si actiunii unde participantii pot sa-si
asume un dublu rol. Primul rol este al protagonistului, a celui
care se afla Tn acel spatiu determinat si atrage atentia asupra sa,
care ,devine vizibil", pe cand celalalt rol este al unui observa-
tor neidentificat, protejat, cu un anumit grad de control si putere.
Acestea sunt rolurile observatorului si al celui care este obser-
vat. Multi dintre noi Tsi asuma ambele roluri din cand in cand.

Ca interventie artisticd, proiectul devine o forma inversata de su-
praveghere, o activitate desfasurata de cei care sunt in general
subiectul ei, si mai exact, o forma de subveghere ca o intregis-
trare a comunitatii nu in scopul precis al unui plan politic. Din
moment ce ,subvegherea” se refera la aducerea camerei sau a



altui instrument de observatie la nivel uman, noi facem posibila
supravegherea oricui, astfel Tncat oamenii obignuiti sa fie cei care
privesc, mai degrabd decat autoritdtile.

Aici avem Tn vedere concluzia unora dintre teoriile subvegherii
si anume aceea ca ,noi” suntem Big Brother si nu ,ei". Cu aju-
torul celor mai recente progrese tehnologice, aceste sisteme
de urmarire si Tnregistrare au devenit accesibile tuturor pe
telefoanele noastre mobile, pe camere video sau computere,
determindndu-ne sa le facem jocul. Motivul pentru care subve-
gherea este o preocupare atat de mare este ca aceasta nu este
controlata si nu existd modalitati transparent evidente ca ar pu-
tea fi adusa sub control.

Pe de o parte, un obiect aflat sub supraveghere intr-un spatiu
public va scoate in evidenta problema unei ,supravegheri en-
demice” si mentalitatea de dupa 11 septembrie 2001. Supra-
vegherea ca stare artisticd este tot mai des folosita Tn multe
imprejurari de zi cu zi: de politia locald si Tn afaceri, Tn banci, scoli

»Here and There” is an artistic intervention which occupies
both public and gallery space and is linked with wireless
internet connection.

For the purpose of the fourth edition of the Young Artists’
Biennial Bucharest 2010 we would realize the idea of video
surveillance in a montage space set somewhere in the city
(preferably in a location with high circulation of people),
while the footage would be played live in the main exhibition
space of the Biennial using wireless internet connection.
This work correlates with the theme of the Biennial in terms
of activating the techniques of control and forms of video
surveillance. We use such policing instruments as a work
tool for analysis and discussion on the forms of the power
game.

In this case surveillance cameras are used in order to
separate and emphasize certain space. In this way that place
becomes a place of great attention and action where the
participants are able to assume double role. One is to be a
protagonist, to exist in that determined space and thus draw
attention to oneself, “to become visible”, while the other role
is a role of the observer who remains unidentified, protected,
with a certain amount of control and power. Those are the
roles of the observer and the observed. Many of us take both
of these roles from time to time.

As an artistic intervention it becomes a form of inverse
surveillance as an activity undertaken by those who are
generally the subject of surveillance, and to be precise,

a form of sousveillance as a community-based recording
without necessarily involving any specific political agenda.
Since “sousveillance” denotes bringing the camera or other
means of observation down to human level, we are making

si magazine. Fiecare miscare ne poate fi prinsa de camere, fie ca
suntem la cumparaturi Tntr-un magazin alimentar sau conducem
pe autostradd. Sustinatorii spun cd vom fi in sigurantd, dar totusi
cu ce pret? Se pare ca cel mai eficient sistem de productie capi-
talist este de fapt un stat politienesc de tip comunist, fortificat
prin tehnologii americane de tip ,homeland security” si patruns
de o retorica de genul ,razboi Tmpotriva terorii”. Discutiile cu
privire la cele mai recente tehnologii de urmarire si rapoarte asu-
pra metodelor de a pastra siguranta cetatenilor ne transforma in
»Ssomnambuli Tntr-o societate a supravegherii”, fara niciun fel de
intimitate sub ochiul mereu deschis al statului.

Pe de alta parte, Tntelegénd existenta oportunitatii de a-si asuma
rolul de observator, ne va fi foarte greu sa refuzam continuarea
tentativei de a urmari de la distantd cu sentimentul de putere si
control pe care 1l oferd. O schimbare de roluri si o transformare
Tn ,urmaritor”.

diSTRUKTURA

the surveillance available to everyone so that ordinary people
can watch, rather than higher authorities.

Here we're approaching the conclusion of some of the
sousveillance theories saying that Big Brother is “us”, not
“them”. With the latest technological advances these tracking
and recording systems became accessible to all of us within
our mobile phones, cameras and computers, making us play
their game. The reason sousveillance is such a concern is
that it is not under control and there are no transparently
obvious ways it could be brought under control.

On one hand, an object under surveillance in public place

will emphasize the issue of “endemic surveillance” and post
9/11 mentality. State-of-the-art surveillance is increasingly
being used in more every-day settings. By local police and
businesses. In banks, schools and stores. Our every move
could be captured by cameras, whether we’re shopping in the
grocery store or driving on the freeway. Proponents say it
will keep us safe, but at what cost? It turns out that the most
efficient delivery system for capitalism is actually a commu-
nist-style police state, fortressed with American “homeland
security” technologies, pumped up with “war on terror”
rhetoric. Discussing on latest people-tracking technology and
reports on methods to keep its citizens safe we are “sleep-
walking into a surveillance society” with zero privacy under
the unblinking eye of the state.

On the other hand, realizing there is an opportunity to as-
sume the role of the observer, it will be hard to refuse to go
along with the attempt to observe from the distance with the
sense of power and control. To switch roles and become a
“watcher”.

diSTRUKTURA
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CARLA AHLANDER

“Untitled” (2005)
bilboard, 2 x 3 m
courtesy of the artist

Lucrarea ,Untitled”, 2005 (imagine a fostei cladiri a Ministerului
Securitatii Statului din Berlin) documenteaza o ordine sociala
bazata pe putere si controlul individului.

Dimensiunea simbolicd a scenografiei Tncdperii consolideaza
impactul vizual creat de sistemul represiv; ea alimenteaza in
acelasi timp o conceptie mecanicista despre procesele muncii si
contribuie la stabilirea de roluri si ierarhii.

Sistemul totalitar, aflat Tn centrul preocuparilor Carlei
Ahlander, este tratat dintr-o prespectiva externa. Ea analizeaz
proprietatile unor ncdperi, care, o datd integrate n structu-
rile de putere, devin instante eficiente de control si disciplin;
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mai mult dec3t atat, ea radiografiazd aceste Tncaperi pe care,
ntr-adevar, nu oricine le poate asocia cu experiente proprii si
care, de obicei, nu sunt considerate demne de fotografiat. Ex-
punand aceste lucrari in exterior printr-un format publicitar,
ele dezvdluie cu atadt mai mult numeroasele mecanisme din
spatele constelatiilor autoritare. In ciuda absentei des&varsite
a persoanelor din aceste imagini, obiectele din Tncaperi consti-
tuie o multime de Tnlocuitori adusi Tmpreuna de un scop anume,
permitdnd individului sa-si gdseasca rolul social predefinit.
Nikola Dietrich, 2005



“Untitled”, 2005 (the former Stasi building, Berlin) registers

a social order founded on power and control of the individual.

The setting of the room upholds a symbolic dimension,

able to enhance the visual effect of a repressive system;

it nourishes the idea of a mechanistic conception of work
processes, and favors, at the same time, role and hierarchy
establishment.

At the centre of Carla Ahlander’s interest, the totalitarian
system is dealt with from an outside view. She examines
the properties of spaces which, within power structures,
become effective control and discipline instances; moreover,

she radiographs rooms that, undoubtedly, not everybody can
associate with personal experiences, apparently not worthy
to be photographed. Transferring these images in the public
space, in an advertisement layout, Ahlander’s works empha-
sise all the more the numerous mechanisms lying behind
authoritarian constellations.

Despite the total absence of individuals in these images, the
objects in the rooms set up, however, a variety of placehol-
ders connected by a specific purpose, helping the individual
find his predefined social role.

Nikola Dietrich, 2005
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ARTSTATION (ANNE HAYES
& GLENN DAVIDSON)

Imaginea butoanelor devine din ce Tn ce mai seducatoare si
trebuie sa ne Tntrebam: cum ne afecteaza acest lucru? Butonul
ON/OFF a devenit atat de omniprezent in vietile noastre, Tncat
aproape ca hu mai suntem constienti de existenta lui. Sa fie vorba
oare de o forma de conditionare subversiva? Cine e responsabil
pentru acest lucru? Ce rol are butonul ON/OFF in schimbarile
climatice? Si mai mult: toate butoanele comuteaza pe ON si pe
OFF? Detinem oare Tntregul control sau avem doar impresia ca
o facem? La aceasta multime ametitoare de Tntrebari ce Tnca nu
au primit un raspuns, se adauga o alta: cand a aparut butonul
ON/OFF?

Din cauza nenumaratelor Tntrebari, trebuie folosite metode exacte
care sa stabileasca limitele cercetarii, astfel Tncat aceasta sa nu fie
ea Tnsdsi acaparata de un mecanism de comutare. Astfel, unele
problemesevorsituainafaraarieidecercetaresielevorfisemnalate,
dar vor ramane neanalizate.

Glenn Davidson (Artstation) la Radiator Symposium,
“Exploits in the Wireless City”, 15-16 ianuarie 2009

Buttons are becoming ever more seductive and one must
ask: is this affecting us? The ON/OFF button has become so
ubiquitous in our lives we are almost unaware of it. Is this

a form of underlying conditioning? Who is responsible for
this? How is the ON/OFF button involved in climate change?
And moreover, do all buttons switch ON and OFF? Are we
given full control or is this just an illusion? This dizzying ar-
ray of questions, unaddressed until now, is accompanied by
another: where did the first ON/OFF button emerge?
Because of the abundant arising problems, exacting meth-
ods must be used to limit the research, such that it will not
be overrun by buttons. For this reason, some aspects will
fall beyond the research, and will remain illuminated but
untouched.

Glenn Davidson (Artstation) at Radiator Symposium,
“Exploits in the Wireless City”, 15-16 January 2009

“ON/OFF”
interactive installation
2009

courtesy of the artists
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VLAD NANCA

Orice manual banal de semiotica va relua definitia clasicd a semnului ca ,inlocuitor” a/ de ... ,ceva”. Peirce spune de exemplu ca:
»un semn tine locul la ceva n ideea ca produce sau modifica (...) Ceea ce este Tnlocuit se numeste obiectul sdu; ceea ce vehiculeazs,
semnificatia sa; iar ideea pe care o genereazd este interpretantul sdu”. Ceea ce nu salveaza deloc definitia de o generalitate paralizanta.
Vlad Nanca mizeaza pe aceastd incertitudine esentiald a semnului si ataca tocmai modalitdtile noastre de a-l intelege si de a-i de-
coda mesajul. Nu trebuie uitat cd o conventie universal acceptata, ca Tn cazul indicatoarelor rutiere sau urbane, se fondeaza exclusiv
pe un raport simbolic si arbitrar. Adica pe un raport ce poate fi mereu bruiat. Ce mai poate semnaliza atunci un panou circular rosu
atunci cand Ti dizolvi puterea de interdictie Tntr-o silueta filiforma de sensibilitate minimalista?

Mica Gherghescu

“Red sign” (2010)
installation,
courtesy of the artist

Any basic semiotics reader will start with the sign’s classical definition as a “substitute” for/ of “something”. For example,
Peirce says: “a sign stands for something to the idea which it produces, or modifies .... That for which it stands is called its
object; that which it conveys, its meaning; and the idea to which it gives rise, its interpretant”. This doesn’t spare the defini-
tion from a paralyzing generality. Vlad Nanca bets on this essential uncertainty of the sign and attacks precisely our ways of
understanding it and decoding its message. One should not forget that universally accepted conventions, as for road or urban
signs, are created exclusively on symbolic and arbitrary correlations. That is, in terms that can always be jammed. Then,
what could a red circular panel signal when you dissolve its interdiction into a slender minimalist silhouette?

Mica Gherghescu
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“The X key”, from the “Time Capsules” series (2009)
polylite resin, lightbox, 10 x 10 x 10 cm
urtesy of the artist

~Time Capsules” ale lui Zoltan Bela interogheaza autoritatea regimului comunist fata de lumea copilariei. Racheta-ascutitoare si cheia
purtata la gat sunt doud locuri comune ale memoriei colective apartindnd unei generatii de soimi ai patriei si pionieri, manipulata de un
regim autoritar. Produse de serie ale unei epoci disparute, aceste capsule ale timpului au fost recuperate si reconvertite artistic. Trecute
n lumea produsului-marfa de tip capitalist, ,Time Capsules” functioneaza simbolic precum ouadle de cristal prin care se poate circula
Tntr-un univers disparut. Energia lor melancolica este conservata imponderabil in plasticul antidegradabil. Aceste forme deservesc
conceptul Police the police fiind piese simbolice muzeificate ale patrunderii si manifestarii puterii Tn universul copilariei.

Cosmin Ndsui

Zoltan Bela’s work — “Time Capsules” - interrogates the authority projected by the communist regime upon the childhood
world. The sharpener-rocket and the key worn around the neck are two commonplaces of a collective memory which belonged
to an entire generation represented by the “little falcons” national scouts and young pioneers, a generation manipulated by an
authoritarian regime. Serial products of the past, these time capsules have been recovered and artistically reconverted. Trans-
formed in capitalist commodity products, “Time Capsules” act symbolically as the crystal eggs through which one can travel in a
past universe. Their melancholic energy is imponderably preserved in non-degradable plastic. These forms serve the Police the
police concept as they are symbolic museum pieces of the authority’s intrusion and action in the childhood universe.

Cosmin Ndsui
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“The Pencil Sharpener”, from the “Time Capsules” series (2009)
polylite resin, lightbox, 10 x 10 x 10 cm
courtesy of the artist
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M ARUZC

Ceea ce ma preocupa este folosirea eronatd a simbolurilor si
miturilor contemporane si a reglementdrilor nationale, politice,
ale spatiului public si ale propriei mele vieti (artistice). Acestea
devin pentru mine un subiect de studiu si le utilizez in interventii
sau instalatii care Tmi permit sa dezvalui artificialitatea care se
ascunde n spatele lor.

Filmul ,In search of the suspicious”, prezentat pentru prima data
la Bienala de la Praga, prezinta doi falsi politisti (eu si un prieten),
care cautd bombe Tntr-o statie de metrou din Berlin. Calatorii sunt
perchezitionati si trebuie sa prezinte actele de identitate. Intentia
mea a fost sa scot la lumina o form3 iconicd a ,securitatii”, prin
folosirea de haine militare si a unui semn de avertizare fascist.
Se simt calatorii mai Tn siguranta alaturi de acesti oameni bizari

B I J L

aflati Tn cdutarea unui comportament suspect sau, oare, acesti
agenti de sigurantd sunt ei Tnsisi suspecti? in orice caz, un turist
a chemat politia pentru a pune capat performance-ului nostru.
(...)

Ca artist si ca individ am cautat Tntotdeauna ,posibilitati de liber-
tate totald”. Pentru a scapa de realitate, am locuit Tn squat-uri si
am cantat intr-o formatie de muzica gotica. insa de fiecare data
m-am lovit de reguli, reglementari si simboluri stricte. Acum le
analizez si le folosesc n lucrarile mele, nu pentru a le schimba
structura internd, ci pentru a le ataca imaginea superficiala si mi-
turile care le Tnsotesc.

Marc Bijl
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My work deals with the common misuse of contemporary

symbols, myths and regulations of nations, politics, public

space, and my personal (artistic) life. | investigate and use

them for interventions or installations which allow me to

reveal the artificiality behind them.

For the Prague Biennale | made a video, “In search of the

suspicious”, in which you can see two fake “security men” (me

and a friend) looking for bombs in the subway of the Berlin.

People get searched and have to show their identity cards. My

aim was to show an “iconesque” form of “security”, including

military clothes and a fascistic warning sign. Do people feel

safer with these strange men around looking for suspicious

behavior, or are the security men themselves suspicious?

In the end, a tourist called the real police to stop our perfor-

mance. (...)

As an artist and an individual | was always looking for the

“rules of total freedom”. | lived in squat houses and played

gothic music in a band to escape reality. But everywhere |

went | was bound by rigid rules, regulations, and symbols.

Now | investigate and use them in my work, trying not to “ o
change their inner structure, but to attack their superficial In Search of the sv'l';g'o"";:ﬂ:d (§01?53)
image and myths. courtesy of the artist
Marc Bijl




ROBERTO

“Jardim Invisivel” (2008)
15", hdv video, sound
courtesy of the artist

.«Jardim Invisivel» pune in scend peisajul nocturn al unui
cartier suburban din Statele Unite. ntr-o organizare spatiala
care sfideaza regulile de utilizare ale spatiului public, este
creat un nou univers, in care o siluetd solitard Tndeplineste
sarcina anevoioasa de a uda o gradina arida.” (Roberto Bellini)

Monotonia si laboriozitatea gestului au uneori capacitatea
impecabila de a genera forta metaforicd si de a invada cotidia-
nul. Aparenta lentoare a actiunii poate induce stari contem-
plative, hipnotice. «Jardim Invisivel» Tmbina perfect structura
binara dintre ,a stala panda”si ,a sta de veghe”. Filmul Tncepe,
prospectiv si poetic, cu un extras din Calvino si se dezvolta
stratificat, prin focalizari progresive, cu intervale contempla-
tive, unde Tntunericul devine densitate, tacerea devine sunet,
ascunsul devine asteptare. O temporalitate pling, aluziva,
pluteste Tn jur, punctata de spoturi si becuri, amplificate ca
niste lanterne reflectorizante auratice.

Mica Gherghescu
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“«Jardim Invisivel» deals with the nocturnal landscape of a
suburban neighborhood in the United States. In this spatial
organization that defies public use a new world is imagined,
in which a solitary figure executes the arduous task of water-
ing this arid garden.” (Roberto Bellini)

Monotony and laboriousness of the same are sometimes
exquisitely capable of generating metaphorical power and
suffuse the ordinary. Apparent tediousness of the work can
induce hypnotic, contemplative states. «Jardim Invisivel»
perfectly accommodates the binary couple “watchfulness”
- “wakefulness”. It starts, prospectively and poetically, with
Calvino’s excerpt and it deploys itself in layers, progressive
focuses, contemplative intervals where blackness becomes
thickness, silence becomes sound, the hidden becomes
expectancy. A filled, allusive temporality hovers around,
punctuated by spotlights and bulbs, amplified as reflector-
izing auratic lanterns.

Mica Gherghescu




NEIL BELOUFA & DORIAN GAUDIN

FHEMIER
SECOURS

Pe 2 aprilie 2007, un monolit alb paraziteaza o strada din Paris,
starnind diverse reactii. Majoritatea masinilor blocate manifesta
Tnsa o resemnare surprinzatoare, asemandatoare cu o forma de
contemplare religioasd ce ar putea trada potentiala virtualitate
a monolitului.

Astfel, realitatea se transforma intr-un fel de film SF fara sens.
S-a intdmplat cu adevarat? Este cumva un efect special sau un
obiect 3D? Acesti oameni sunt actorii?

Filmul nu poate fi privit nici ca o documentatie sculpturald
minimalista, nici ca un documentar, nici ca Tnregistrarea unei
camere de supraveghere, ca o interpretare artisticd, un remake,
un film SF sau pur si simplu ca o fictiune. Nu are sens, nu exista
un echilibru, iar imaginile par sa fie niste greseli. Monolitul-
sculptura joaca rolul unui permanent punct culminant. Lucrarea
trece dincolo de barierele realitdtii si fictiunii, pentru a crea un
teritoriu nou si coerent, real si ireal Tn acelasi timp.

Neil Beloufa si Dorian Gaudin

“2007, April the second” (2007)
video, sound, 14’
courtesy of the artists

The second of April 2007, a white monolith invades a street
of Paris. It raises various reactions, but most blocked cars
show a surprising resignation, resembling an almost reli-
gious contemplation that could betray the potential virtual
character of the monolith.

By doing so, reality falls into a kind of meaningless science
fiction movie. Did it really happen? Is it a special effect, or a
3D object? Are these people actors?

It's no use to try seeing this film as a minimalist sculpture
documentation, a documentary, a security camera film, an
artistic performance, a remake, a science fiction movie or
as a pure fiction movie. It doesn’t make sense, it keeps on
wavering and images appear like mistakes. The sculpture-
monolith acts on the movie like a permanent climax. This
piece aims to escape the fields of reality and fiction to create
a new coherent territory, fake and real at the same time.
Neil Beloufa and Dorian Gaudin
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LEVENTE

BENEDEK

Proiectul este o reprezentare experimentald a imaginii stereotipe
a Romaniei n contextul sdu european, un sir de imagini (conceput
sistematic, dar lipsit de o ,intelectualizare conceptualista”) care
reflectd, prin mijloace traditionale, o fatd a realitatii romanesti cu
scopul de a ridica intrebari. Intrebari actuale care vizeaza confu-
zia majora Tntre imaginea tarii si valoarea ei, clisee si identitati
false, prostitutia (in sensul ei cel mai larg) in mass media si in
clasa politicd. Am Tncercat sa caut un fel de punct de intersectie
intre'o ,realitate vizibila prin prisma.mass-mediei” si un demers
artistic ironic si subiectiv. Putin exagerat, as spune ca am folosit
aceasta realitate neprofunda ca un readymade. Odata cu intrarea
Romaniei in Uniunea Europeana, fenomenul autopromovarii si
al autoidentificarii a_devenit-mai accentuat in peisajul ,mioritic”
romanesc. Pe mine m-a interesat o identitate falsa care este
promovata si hipermediatizata Th' mass-media romaneasca, fo-
losind elementele si figurile reprezentative si specifice ale'acestei
identitati. Am Tncercat sa reprezint prima mea impresie despre
Romaénia actuala pornind televizorul.

Levente Benedek

“Serve and Protect”, from the “Euromaniac” series (2008)
oil on canvas, 50 x 100 cm
courtesy of the artist
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This project is an experiment meant to typify the stereotypical
image of Romania in the European context: a series of images
(systematically developed, but lacking any “conceptualist
intellectualization”) that reflects a side of the Romanian real-
ity, using traditional means, in order to raise current ques-
tions regarding the major confusion between the country’s
image and its worth, the clichés and false identities, the way
prostitution (in the broadest sense) is covered by media and
approached by the political class. | tried to find a kind of an in-
tersection point between a “tangible reality seen through the
media’s eye” and an ironic and subjective artistic approach.
Exaggerating a little, | could say that | used this shallow real-
ity as a readymade. The phenomenon of self-assertion and
self-identification has become more acute in the native land-
scape along with Romania’s EU accession. | was interested in
a false identity, promoted and hyper-advertised by Romanian
media, which uses specific facts and figures considered as
representative for that identity. | tried to represent my first
impression about Romania by turning on the television.
Levente Benedek
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Prezentata pentru prima oara la galeria G99 din Brno, instalatia
,0ut of Nowhere” a fost creata initial Tn cadrul proiectului ,Pos-
sibilities are Great, Reasons are Few", de la galeria Plda din
Jihlava (2008), Tn cadrul careia imagini individuale si Tnramate
erau suspendate pe pereti si sustinute (atat fizic, cat si simbolic)
de scanduri conectate Tntre ele. Structura aceasta un pic subreda
poate fi vazuta ca un fel de alegorie universald. Expozitia , Out of
Nowhere” este Tnsa si mai radicala. Atat imagini Tnramate, cat
si nefnrdmate sunt tintuite Tn tavan de niste scanduri, prin forta
verticald a textelor Tnscrise pe ele — care, paradoxal, abunda
n Tndoieli — ajutand astfel sipcile s& mentina imaginile la locul
lor. Manunchiul acesta de imagini, desene si texte puse laolalta
reprezintd o metafora a sistemului, a oricarei ierarhii, fie ea
sociald, politica sau religioasa, dar si a artei n general.

Edith JeFdabkovd

The “Out of Nowhere” installation, first displayed at the G99
Gallery in Brno, originates in the “Possibilities Are Great,
Reasons Are Few” project. This project was created for the
Plda Gallery in Jihlava (2008), where individual pictures still
hung in frames on walls, were supported (both physically
and symbolically) by interconnected laths. This somewhat
rickety structure may be quite a universal allegory. The “Out
of Nowhere” exhibition is even more radicalized. Pictures,
both framed and frameless, are pinned to the ceiling with
laths, with the vertical force of texts — paradoxically over-
flowing with doubts - inscribed on them and aiding the laths
to hold the pictures in place. This relative bundle of pictures,
drawings and texts is a metaphor of the system, of any so-
cial, state or religious hierarchy, as well as of art itself.
Edith Jeidbkovd

“Qut of Nowhere” (2009)
site-specific installation,

mixed media, variable dimensions,
courtesy of the artists
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EMANUEL BORCESCU

Instalatia Tsi propune sd introduca privitorul Tn universul ab-
surd al autoritdtii jandarmului interbelic, univers apropiat de
cel kafkian. Pornind de la o arhivd de fotografii documentare
despre jandarmi si viata lor publica privatd, am construit cateva
ipostaze aproape suprarealiste, grotesti prin ironie si absurd.
Picturile Tnramate baroc si agatate pe tapetul cu motive ce in-
tregesc universul politienesc (tapetul este decorat cu medalio-
ane reprezentand sapca, pistolul, catusele jandarmului) redau
atmosfera burgheza a politistului, complacerea acelui dolce far
niente al Establishment-ului. Complezenta gesturilor politienesti,
pedeapsa ca ritual somptuos, hobby-ul vanatorii reinterpretat la
un nivel grosier, amanta si picanteriile, ritualurile pompieriste
legate de sarbatorile nationale sunt doar cateva dintre subiectele
pe care le-am comentat.

Emanuel Borcescu
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The installation aims to introduce the viewer into the absurd
universe of gendarme authority, universe similar to that
described by Kafka. Having as a leave point an archive of
documentary photo concerning gendarmes and their public and
private life, | built, with irony and absurdity, almost surreal and
grotesque representations. The baroquely framed paintings
hanging on a wallpaper with themes which replenish the
constabulary universe (the wallpaper is decorated with inserts
representing the gendarme’s cap, his gun and handcuffs) render
the policeman’s bourgeois atmosphere, the indulgency in the
dolce farniente of the Establishment. The compliance of police
gestures, the punishment as sumptuous ritual, the hobby of
hunting reinterpreted at a primary level, the mistress and the
piquancies, the pompiériste rituals in national celebrations are
some of the topics | commented upon.

Emanuel Borcescu






JASMINA CIBIC

0 actiune/interventie performativa care se desfdsoara Tntr-un muzeu este inteleasd ca fictiune, daca nu din alte motive, macar
datoritd ambiantei arhitecturale care o Thconjoara. Spatiile de tranzitie sau, cum spune Marc Augé, non-spatiile, mi-au starnit curi-
ozitatea tocmai din cauza relatiei pe care o Tntretin cu experienta. Mai exact, sunt spatii Tn care aceasta din urma nu are loc, desi este
anuntatd implicit de forma lor arhitecturala. n acelasi timp, m-a interesat sa observ cine detine destul de multa putere in contextul
contemporan pentru a garanta adevarul experientei. Asa mi-am Tnceput lucrul, inserdnd paradigma sistemului meu personal Tn
sistemul rigid al aeroporturilor si al altor spatii de tranzitie, deoarece chiar Tn sistemul acestora din urma existenta autoritatii pre-
cum si respectul pasagerilor fatd de ea sunt indiscutabile.

Jasmina Cibic, “Airport Projects/ Interview”, interviu cu Simona Vidmar
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“Boutique Airports I & Il (2007)
C-type print
courtesy of the artist

An action/ performative intervention which takes place within a museum is a propos understood as fiction, if not for other reasons,
than solely due to the nature of its surrounding architectural engagement. Transitional spaces, or non-places, as Marc Augé named
them, intrigued me precisely because of their relationship to experience - these are namely spaces, where the latter never takes
place, even though its promise remains inherent throughout their architectural form. At the same time, | was interested in who
holds sufficient authority within the contemporary condition in order to guarantee the truth of experience. This is how my work on
the insertion of a personal system paradigm into the existing rigid systems of airports and other transitional spaces began, as it is
within the latter that the existence of authority and the passenger’s commitment to it is an undisputable fact.

Jasmina Cibic, From “Airport Projects/ Interview”, with Simona Vidmar
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ALEXANDRA CROITORU

“ROM_" (2004 - 2005)
C-type Print, variable dimensions,
courtesy of the artist

in lucrarile Alexandrei Croitoru apare un portret insidios al puterii
- 0 pseudo-figura, un chip ascuns de o masca tricotata in culorile
nationale ale unei tari Tn care lebedele si ordinea au fost puse in
pericol, transformind orice Tntreprindere turistica ulterioara, oricit
de inocenta, intr-un razboi psihologic. La adapostul mastii, puterea
Tmparte lumea Tn natiuni avansate si natiuni intirziate, identifictnd
adversarul prin citeva trasaturi schematice. Ceea ce vedem e
produsul acestei sociologii rudimentare: un portret saracit, o alta
masca Tmpletita din stereotipuri si ipoteze vulgare, imaginea fixd a
calatorului care tiraste dupa el o origine vinovata.

Puterea pare eficientd, netulburatd, confirmatd Tn scopurile
ei, dintre care cel mai important este acela de a se comunica.
Acolo unde ne asteptam la stratageme si avataruri perfide,
ntilnim situatii Tn care codul functioneaza perfect si transparent.
Alexandra nu recurge la metafore si de aici cred ca vine forta
imaginilor - ea construieste o scend pe care raportul de forte e
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prezentat nud, evacuat din sfera complicitatii tacite, si chiar prin
aceasta bulversat. ,Obiectul” puterii, aflat pe plaja Tnsoritd sau
in preajma reperelor turistice, mereu supravegheat dintr-un
Panopticon de campanie, se conformeaza, chiar anticipeaza
dorintele acestei priviri: adopta codurile vestimentare ale locului
si un comportament turistic plin de solicitudine, dar nu se poate
debarasa de originea care transforma orice promenada intr-o
mica golgota pitoreasca. Fotografiile de vacanta joaca pe acel mod
alironiei care simuleaza seductia, care Tsi ia preopinentul Tn serios,
1i ia cuvintele din gura, 7i da dreptate Tn exces, 1i amplifica ideile si
trage din ele concluzii disproportionate. Ironia Tsi ia avint inspirat
de forta lor, extrapoleaza n toate directiile, are un atac de gindire
exclusiv laterald si pierde ideea, o abandoneaza dezumflata si
stinghera - dezolantd, dar mai apropiatd de dimensiunea reald (o
cagula tricolora cumparata de la magazinul Steaua).

Mihnea Mircan, 2004



Alexandra Croitoru’s works present us
with an insidious portrait of power - a
pseudo-figure, a face hidden behind

a mask knit in the national colors of a
country in which swans and public order
have been in some way jeopardized,
transforming any subsequent touristic
endeavor, however innocent, into psycho-
logical warfare. Thus sheltered, power
divides the world into advanced nations
and belated nations, discerning the ad-
versary by several schematic traits. What
we see is the outcome of this rudimen-
tary sociology: an impoverished portrait,
another mask woven from stereotypes
and vulgar hypotheses, the fixed image
of the traveler dragging behind himself a
culpable origin.

Power seems effective, untroubled,
confirmed in its aims, of which the most
important is that of communicating itself.
Where we had expected stratagems and
perfidious avatars, we encounter situa-
tions in which the code works perfectly
and transparently. Alexandra makes use
of no metaphors and this, | think, is where
the strength of the images lies - she
assembles a stage on which the rela-
tion of forces is presented ‘in the nude’,
removed from the field of tacit complicity
and consequently baffled. Either on sunny
beaches or in front of tourist landmarks,
the ‘object’ of power is monitored from

a travel-size Panopticon. It conforms to
and even anticipates the desires of this
gaze, embracing the local dress code and
a standard tourist behavior, yet it cannot
rid itself of the origin that transforms any
promenade into a tiny and picturesque
Golgotha. The holiday photos play on that
mode of irony that simulates seduction:
taking the interlocutor seriously, being
swept of one’s feet, approving in excess,
amplifying the other’s ideas and drawing
disproportionate conclusions from them.
Irony dashes forward, extrapolates in all
directions, undergoes a fit of exclusively
lateral thinking and loses the idea, aban-
dons it deflated and forlorn. Desolate, but
somewhat closer to the real significance
- a ski mask in the national colors bought
from the store of the football team Steaua.
Mihnea Mircan, 2004
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NEMES CSABA

Opera recenta a lui Csaba Nemes, atat pictura cét si filmul, abordeaza complexitatea memoriei publice si tempereaza intensitatea emotiei
publice generate de o retorica politica simplistd. Acest lucru este pus in evidenta in proiectul REMAKE (2007), principala sa serie de animatii
ce are ca subiect revoltele de la Budapesta din toamna anului 2006, cu ocazia celei de-a cincizecea aniversari a Revolutiei Ungare. REMAKE
porneste de la reconstituirea de catre protestatari, cincizeci de ani mai tarziu, a evenimentelor simbolice de la Revolutia din 1956 si ne
Tndreapta atentia asupra particularitatilor unei situatii bizare: de la devastarea cladirii Televiziunii Ungare (in 1956 era vorba despre cladirea
Radio), la dardmarea simbolurilor comuniste de pe monumentele publice. REMAKE restabileste evenimente revolutionare care nu au avut
loc Tn '56, dar care, Tn mod ipotetic, s-ar fi putut intdmpla: de la crearea unei baricade pe strada din litere de beton compunand cuvantul
.Libertate”, la confiscarea unui tanc rusesc si conducerea sa spre inamic (in spetd, politia ungara protestatara).

Tncele din urmd, preocuparea artistului nu se indreapta decat partial spre justetea sau greselile disputei politice care au declansat tulburarile
sau spre rolul jucat de media in prezentarea si transformarea Th senzational a revoltelor. El se orienteaza Th primul rand spre modul in care
evenimentele au fost resimtite de catre indivizi, de la o fata care a fost prinsa, din intdmplare, intre randurile politiei, la protestatarii confuzi
care, dupa ce au luat cu asalt cladirea televiziunii, nu au avut nimic mai bun de facut decat s jefuiasca un automat de Turo Rudi, la randul
sau un simbol al identitatii nationale, pe care probabil credeau ca il apara.

Maja si Reuben Fowkes, din Nemes Csaba, Mindennap 56/Everyday 56, Knoll Galerie, Budapesta, 2009.

Csaba Nemes's recent work, across both painting and film, recovers the complexity of public memory and defuses the intensity of
public emotion generated by simplistic political rhetoric. This is clearly evident in REMAKE (2007), his major series of animated
films about the riots in Budapest in autumn 2006 on the 50th anniversary of the Hungarian Revolution. REMAKE takes as a start-
ing point the strange phenomenon of the re-enactment of symbolic events from the 1956 revolution by protesters fifty years later,
from the storming of the Hungarian Television building (the Radio building in '56), to the pulling down of communist symbols from
public monuments, as well as the enactment of revolutionary events that never happened in '56, but conceivably might have. From
making a street barricade from concrete letters spelling “Liberty”, to taking control of a Russian tank and driving it towards the
enemy (in this case the Hungarian riot police), REMAKE refocuses our attention on the singularities of a bizarre situation.

The artist’s ultimate concern is not with the rights and wrongs of the political dispute that flamed the disorders, and only partly
with the role of the media in sensationalizing and packaging the riots. His primary interest is in how the events were experienced
by individuals, from a girl caught up by chance in between police lines, to the mixed up rioters who, after storming the TV building,
could think of nothing better to do than loot a Turo Rudi machine, itself a symbol of the national identity they probably believed they
were defending.

Maja and Reuben Fowkes, from Nemes Csaba, Mindennap 56/Everyday 56, Knoll Galerie, Budapest, 2009.
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“Remake” (2007)
animation, 24’
courtesy of the artist
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UROS

»-..Conform autorului, principalul scop al ,Populist Project” este
de a prezenta relatiile dintre cultura celebritatii si identitate. El
este compus din mai multe lucrari: ,God Loves the Dreams of
Serbian Artists”, ,Celebrities”, ,Hometown Boys” si ,Pioneers”.
Prima parte, ,,God Loves the Dreams of Serbian Artists”, include
fotografii ale autorului alaturi de cei mai celebri jucatori de fotbal
din lume ai momentului, ca un nou simbol. Cea de-a doua parte,
,Celebrities”, Infatiseaza imaginea autorului Tnconjurat de artisti
celebri, staruri de cinema, sportivi, editori, politicieni si sotiile
lor, caricaturisti, staruri rock si alte personalitati publice care
apar de obicei pe copertele revistelor.

Partea a treia, ,Hometown Boys”, este conceputa ca un simu-
lacru al Primei Reviste Sarbe de Pornografie, Artd si Societa-
te, constand doar din coperte ce anuntd un continut care nu
abordeaza catusi de putin probleme de sociologie, arta, teorie
sau pornografie. Ultima parte, ,Pioneers”, este realizata ca o se-
rie de portrete ale unor celebri artisti internationali si specialisti
n domeniul artei, Oleg Kulik, Zbygnew Libera, Lorand Hegyi,
Yuri Leiderman sau Luchezar Boyadjiev care provin din fosta
Europa de Est comunistad si care poarta cu mandrie o esarfa
rosie de pionier, aflati Tn glorioasa postura preluata din iconogra-
fia realismului socialist. Avand ca scop identificarea rolului lipsei
de actiune culturald (critica) fatd de neindeplinirea obligatiile
publice, ,Populist Project” incepe prin a urmari un spatiu imagi-
nar de actiune. Considerand ca succesul n sport sau Tn muzic3,
sau cel putin Tn vanzarile ambulante si comertul semi-legal,
reprezintd instrumente contemporane importante la indeméana
membrilor unei comunitati neprivilegiate pentru a depasi bari-
erele ierarhice si a se Tnscrie Tntr-un cdmp mai larg de reprezen-
tare, ,Populist Project” a conturat spatiul de actiune culturald
ca urmare a neindeplinirii obligatiilor publice, prin deschiderea
unei galerii de imagini ce reprezinta o forma de succes anterior,
descrisd de integrarea gandirii sociale articulate si a eforturilor
culturale critice. In aceast3 privintd, rolul intelectualului autentic,
ca reprezentant veritabil al unui anumit grup social neprivilegiat,
militdnd Tn numele acestuia Tn sfera sociald si culturalg, la care
alti membri ai grupului nu au acces, este Tnlocuit cu un intelectu-
al artificial. Ca o forma hibrida, cu diferite tipuri de apartenete si
afilieri, acesta creeaza o legatura ntre diversele grupuri angaja-
te Tn lupta Tmpotriva suprematiei sistemului actual si transforma
pozitia lor de responsabilitate fatd de cei neprivilegiati Tntr-un
locus al efectelor universalizante si Tntr-un Tntemeiat punct de
plecare pentru o viitoare schimbare sociala legitima.”

Din ,,Art & Culture on the Battleground of Populism”

de Stevan Vukovié; Publicat initial in ,,Uro$ Djurié /
New Values”, Samizdat, Belgrad, 2003
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“...According to its author, the main issue of the Populist Project
is to show the interactions between star-system and identity. Its
components are titled “God Loves the Dreams of Serbian Art-
ists”, “Celebrities”, “Hometown Boys” and “Pioneers”. The first
component, “God Loves the Dreams of Serbian Artists”, includes
photographic images of the author, posing with the world’s most
popular football players of the moment, as a form of new icon.
The second component, “Celebrities”, features the image of the
author surrounded by famous artists, movie stars, sportsmen,
publishers, politicians or their wives, cartoonists, avant-garde
rock’n roll stars, and other public personalities who usually ap-
pear on the cover of lifestyle magazines. The third component,
“Hometown Boys”, is conceived as the simulacrum of the First
Serbian Porn, Art & Society magazine, consisting solely of front-
pages announcing its non-existent content on issues related to
sociology, art and theory, and hardcore pornography. Finally,
the fourth segment, “Pioneers”, is made as a set of portraits of
internationally well-known artists and art-related professionals
originating from the region of former Eastern Europe, such as
Oleg Kulik, Zbygnew Libera, Lorand Hegyi, Yuri Leiderman, or
Luchezar Boyadjiev, proudly wearing a red pioneer scarf, in the
glorious posture taken from the iconography of socialist realism.
Its mission being the identification of the role of the missing
(critical) cultural agent of incomplete popular tasks, the Populist
Project begins by staging an imaginary place meant to host the
agent in absence. Considering that being successful in sport and
music, or at least in street hustling and semi-legal trades, are
the major contemporary tools available for the members of a
certain underprivileged community for trespassing social hier-
archies and inscribing them into the wider representational filed,
the Populist Project has staged the place for the cultural agent
of incomplete popular tasks by opening the gallery of images
representing success of a formerly described kind for interfac-
ing with articulated social thought and critical cultural efforts. In
that respect, the role of the organic intellectual, as the genuine
and authentic representative of a certain underprivileged social
group, fighting on behalf of it in the wider social and cultural
sphere, to which other members do not have any access, is be-
ing replaced by the synthetic intellectual. As a hybrid form of in-
between nature, with different types of belonging and affiliations,
it creates a link between the different groups engaged in the
popular struggle against the hegemony of the current system,
and transforms their position of responsibility with respect to the
underprivileged into a locus of universalizing effects, and into a
valid starting point for legitimate future social change.”

From “Art & Culture on the Battleground of Populism”
by Stevan Vukovié; originally published in «Uros$ Djurié /
New Values», Samizdat, Belgrade, 2003



nPopulist project / Hometown Boys”
1999/2000
courtesy of the artist
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HARM VAN DEN DORPEL

n ,Ethereal Others”, Harm van den Dorpel alcatuieste o arhiva de portrete anonime, surprinse prin intermediul unui alt site interfata,
Ethereal Self. O data conectat la acesta din urma si prins Tn fascinatia pentru imaginea cristalina si Tnselatoare a unei prisme de
diamant, internautul fie ignora din automatism de , utilizator” pericolul de a fi vazut de alti oameni, fie consimte Tn ciuda avertismen-
telor sa-si dezvaluie chipul prin intermediul webcam-ului personal. Tsi lasa jos garda de securitate vizual3; devine obiect de privit si
Tnceteazd sa mai detina controlul asupra limitelor propriei expuneri. Capturate si stocate Th marea baza de chipuri, aflata undeva pe
granita dintre permis si intruziune clandestina, lucrarea lui van den Dorpel incearca sa tematizeze prin hacktivism subtil modul Tn
care ne oferim privirilor altora.

Mica Gherghescu

Pl |

“Ethereal Others” (2010)
video installation
courtesy of the artist

With “Ethereal Others”, Harm van den Dorpel puts together an archive made entirely of anonymous portraits, taken through
the Ethereal Self interface website. Once connected to the latter and fascinated by the crystalline, alluring diamond prism,
the user either automatically ignores the danger of being seen by other people or, despite warnings, agrees to unveil his face
in front of his/her personal webcam. He lets his visual security guard down. He becomes object to be seen, thus giving up
the full control over the limits of his own exposure. Captured and stocked in the comprehensive portrait-base, somewhere
in-between permission and clandestine intrusion, van den Dorpel’s work tries to bring forth by subtle hacktivism the way we
show ourselves to the Other.

Mica Gherghescu
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PASCUA

“Gaze” (2009)
video, 6'58"
courtesy of the artist

Supraveghere cosmica. Politie interstelara. Luna plina si haita de
varcolaci. Noaptea ca topos al privirii alterate si al pandei. Ati-
tudinea critica subtild Tn care puterea metaforei este mult mai
radicald decét declaratia politica afisatd. Poetul care este mult
mai marginal decat activistul. Stranietatea care vine din faptul
ca Tti dai seama ca oricat ai observa, tot Tti scapa niste zone ne-
guroase si impalpabile. Sau, mai bine, Niklas Luhmann, Ich sehe
was, was Du nicht siehst.

Mica Gherghescu

L SISTO

Cosmic surveillance. Intergalactic police. Full moon and
werewolf pack. Night as topos for altered gaze and watch.
Subtle critical attitude where the power of the metaphor is
much more radical than the exhibited political declaration. The
poet is much more marginal than the activist. The uncanny,
because no matter how much you observe, you'll always miss
some black, untouchable zones. Or better yet, Niklas Luh-
mann, Ich sehe was, was Du nicht siehst.

Mica Gherghescu



ALDO GIANNOTTI &




STEFANO GIURIATI

Lucrarea lui Aldo Giannotti si a lui Stefano Giuriati,
,Carabinieri. Stazione mobile” este un foarte bun
exemplu de geopolitica aplicata. Ea documenteaza,
cartografiazd si pune ingenios Tntrebari despre
puterea de interventie a autoritatilor intr-un spatiu
aflat mereu Tn schimbare, cu granite poroase.
Cand incepe oare sa fie considerata trecerea fron-
tierelor un act transgresiv? Cand se prabuseste
distanta dintre legalitate si ilegalitate Tn echivoc?
Cum se poate pastra calitatea spectrald a puterii
si a agentilor ei n teritorii mereu delocalizate?
Punand Tn scend imageria simbolica a carabinie-
rului, cu toatd postura sa sculpturald si cu toata
ornamentica adosatd, deplasandu-1in afara ,sferei
lui de actiune” si, mai mult, fisurandu-i pozitia prin
imitare performativa si fictiune, lucrarea celor doi
artisti exploreaza limita extrem de fragild dintre
acumularea de putere si pierderea ei.

Mica Gherghescu

Aldo Giannotti and Stefano Giuriati’s project
“Carabinieri. Stazione mobile” is a vivid exam-
ple of applied geopolitics. It wittily documents,
maps and questions the authority’s power of
intervention facing continuously porous fron-
tiers. Where does the act of crossing borders
start to be considered a transgressive action?
When does the seemingly well-established
difference between legal and illegal collapse
into the equivocal? How is it possible to keep
the specter-like quality of the force and of its
agents in constantly shifting territories? By
staging the symbolic imagery of the carabiniere,
in all its sculptural stance and decorum, by
displacing and relocating him “out of his range”
and, moreover, by eroding his position through
performative imitation and fiction, the work
explores the infinitely fragile distance between
empowerment and disempowerment.

Mica Gherghescu

“Carabinieri, Stazione Mobile” (2006 - 2009)
performance, photo documentation
courtesy of the artists
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LUKASZ GRONOWSKI

Lucrarea ,Animal Inside” este o Tncercare de a identifica o mo-
dalitate de a Tnlatura bagajul cultural care determina rolurile so-
ciale stereotipe. Uniforma (functionarilor publici sau a celor care
reprezinta clase sociale) nu acopera Tntregul corp, ci numai anu-
mite parti ale lui. Cu toate acestea, ea domina si conditioneaza
modul Tn care este receptat purtatorul ei. Uneori uniforma
confera celui care o poartd sentimentul de control, alteori
subjuga. Am intervenit asupra uniformei prin mici modificari,
cum ar fi decuparea unor gauri in caschete, in incercarea de a-i
slabi puterea de influenta.

tukasz Gronowski
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| was looking for the form which could help me take away
the cultural luggage of stereotypical social roles. The uni-
form (of public servants or of those who represent social
classes) does not cover the whole body, but it only covers it
partially; still, it dominates and determines the way in which
the person wearing it is perceived. Sometimes, uniforms as-
sign control, sometimes they subdue the individual. | interact
with the uniform by simple interventions like cutting small
holes in the caps. This way, | am trying to weaken its power
of influence.

tukasz Gronowski



“Animal Inside” (2009)
4 photo prints, 40 x 40 cm
courtesy of the artist
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DRITON HAJREDIN|
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ginting?” (2003) : g
dimensions /



-
Ideea ca pictura ca gen artistic este n‘E
Ea a fost declaratd si demonstrata cu ocaz
diferite. Driton Hajredini redeschide a
du-l Tntr-un context ironic. El trateaz
o simpld omucidere, montand o scend c
in care o face politia atunci cand se conf

si-a prezentat pentru prima data ideé la A cade

Pristina, institutie care Tn instalatie est
sit de viatd, fard identitate proprie. intre

a omorat pictura?” pare sa ramana d
Totusi, Tn practica, artistul nu are Inca cer y
rii, declardnd public: ,Jur, eu sunt un pi u"ﬁ




OLIVER

/

LARIC

“Versions” (2010)
video, sound, 8’48 '
courtesy of the artist

“Missile Variations” (2010)
wooden planks, airbrush, 42 x 59 cm
courtesy of the artist

in 2008, Garda Revolutionara iraniana a publicat o fotografie
reprezentand patru rachete detonate ntr-o zona desertica de tes-
tare. Dupa ce a fost publicatd Th numeroase ziare internationale,
cititorii si editorii au descoperit ca una dintre cele patru rachete
a fost creata digital din alte doud rachete din imagine. Cititorii
au reactionat prin modificarea fotografiei dupa propriul plac: au
adaugat mai multe rachete, le-au sters, au schimbat traiectoria
acestora si au introdus personaje straine suplimentare n peisaj.
La cautarea pe Google a incidentului, puteau fi gasite toate vari-
antele. Versiunea cu patruzeci de rachete coexistd alaturi de cea
cu patru rachete.

Manipularea si falsificarea imaginii nu reprezintd o noutate. As-
pectul specific al acestui incident este dat de modificarea par-
ticipatorie. Consumatorii au luat parte la explorarea potentialului
Tntdmplarii, actionand Tn calitate de producatori. Graficianul initial
a actionat ca un creator, realizand o imagine care invita involuntar
la infinite reinterpretari. Autenticitatea este hotarata de privitorul
care ,photoshopeaza” imaginea deja ,photoshopata”.
Oliver Laric
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In 2008, the Iranian Revolutionary Guard published a photo-
graph depicting four missiles fired at a desert test site. After
being published by numerous international newspapers,
readers and editors discovered that one of the four missiles
was digitally constructed from two of the other missiles in
the image. Readers reacted by modifying the image on their
own terms: adding multiple missiles, deleting them, chang-
ing the trajectory of the missiles and placing further foreign
characters into the landscape.

When Googling the incident, all variations appear. The forty
missile version coexists with the four missile version.
Fauxtography is no novelty. The peculiar aspect of this
incident is the participatory modification. Consumers took
part in the exploration of missile potency, acting as produc-
ers. The initial photoshopper acted as a composer, creating a
score that was involuntarily inviting to infinite reinterpreta-
tions. Authenticity is decided on by the viewer photoshop-
ping the photoshopped.

Oliver Laric
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THEO LIGTHART

-
“The Searchers” (2007)
- video, sound,6%22" w | ]
b cortesy of the'artist X &% | g
\"- r iy i - : s o

...amerge Tn padure, a te detasa de tot. Retragerea Tn padure este aici ridicata la rangul imperativ de nesupunere civila. Cel care se
plimba prin padure este partizanul, artistul, barbarul, teroristul. Termenul traseaza o paralela Tntre activitatea artistica si practica
politica. A Tntelege arta ca refugiu Tn padure Thseamna a o defini ca avangarda. Ideologia teleologica a avangardei a fost o doctrind
a retragerii in padure. Cel care se retrage in padure este liber si independent; calea lui este una a rezistentei. Este un maestru al
camuflajului care Tsi poate schimba Tnfatisarea dupa plac. Devine invizibil si Tsi induce inamicii Tn eroare.

Theo Ligthart

... to go into the forest; to detach oneself from everything. Retreat into the forest is here elevated to an imperative title for
civil disobedience. The walker in the forest is a synonym for partisan, artist, barbarian, terrorist. The parallels between artis-
tic activity and political practice are outlined by this term. To understand art as retreat into the forest also means to define it
as vanguard. The teleological ideology of the avant-garde was a doctrine of the retreat into the forest.

He who retreats into the forest is free and independent; his path is one of resistance. He is a master of camouflage who can
change his appearance at will. He becomes invisible and misleads his enemies.

Theo Ligthart




OLIVIA MIHAL'!'IANU

,Persona” este un proiect fotografic de auto-supraveghere constand Tntr-o serie larga de autoportrete realizate Tn locuri, situatii si
circumstante diferite, cu un echipament foto special, care faciliteaza fotografierea din pozitii neobisnuite si dificile. El se bazeaza pe
un dialog direct cu aparatul de fotografiat, axandu-se pe propria mea persoana ca figura centrald, Tn timp ce toate celelalte persoane,
obiecte, elemente de arhitectura si peisaj graviteaza n jur. ,Persona” pune accentul pe o dubla perceptie: pe de o parte, le sunt prezen-
tate celorlalti propria mea imagine si propriul meu caracter, iar pe de alta parte se are Tn vedere modul Tn care acestia le percep.
Olivia Mihdltianu

“Persona” (2006 - 2007)
C-type print, lightbox,

50 x50 cm

courtesy of the artist

“Persona”, a photographic self-surveillance project, consists in a large series of self-portraits taken in different places, situa-
tions and circumstances with a special photographic equipment that facilitates shooting from unusual and difficult angles.
The project is based on a direct dialogue with the camera, focusing on my own person as a central figure while all the other
persons, objects, elements of architecture and landscape flutter around. “Persona” focuses on a double perception: firstly, it
presents my own image/character to the others; secondly, it concentrates on the way the others perceive it.

Olivia Mihdltianu
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MAXIM LIULCA

Demersul meu are ca punct de plecare miturile contemporane create de societatea actuald, modul de gandire stereotip al ,omului-
masa”, surplusul — uneori exagerat — de posibilitati pe care individul le are astazi.

M3 intereseaza nu atat cliseele, cat modul de gandire pe care ele Tl induc individului, dar si crearea unor realitdti virtuale. Pornind de
la niste imagini, fie ale unor inventii inutile care chiar au existat, fie de la niste obiecte despre care se poate spune ca au devenit mituri
ale societatii contemporane absurde, Tmi permit sa creez realitdti virtual-absurde, dar pe care omul de astazi, influentat de clisee,
le-ar putea percepe ca reale. Incerc sa creez spatii ambiguo-absurde, prin prisma cliseelor si a miturilor deja existente n societate,
spatii care definesc individul de astazi, dar care sunt, totodata, niste utopii.

Maxim Liulca
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“Untitled (Ufo)” (2008)
40x60cm, oil on canvas,
courtesy of the artist

“Untitled (Room simulator)” (2010)
130x110cm, oil on canvas,
courtesy of the artist

What interests me in my approach are the contemporary myths created in today’s society, the mass way of thinking through
stereotypes, the abundance of opportunities — sometimes excessive - that one has nowadays.

I am concerned not so much with clichés, but with the way people think through them, and with creating virtual realities.
Based on images either of some past — but real — useless inventions, or of objects that we could say have become myths of
contemporary society, | dare create virtual-absurd realities, but which might become real in one’s conventional interpreta-
tion. | try to shape ambiguous-absurd spaces, through clichés and myths that already exist in society, spaces which define
today’s individual, but which are, at the same time, utopias.

Maxim Liulca




“Serial Guard” (2008)
6 pieces, print on canvas
variable dimensions
courtesy of the artists

META GROUP




Lupul cel Rau este un vanator superb. Oamenii- privesc ca pe un ani-
mal fioros si salbatic, apropiindu-se de el cu precautie. Din nefericire,
numarul lupilor care trdiesc in sdlbdticie s-a micsorat considerabil.
Vanatorii tineri si chiar lipsiti de experientd pun pusca la ochi si —
BANG - lupul e mort. Intelegerea fata de lupi si fata de habitatul lor i
face pe conservationists sa afirme ca disparitia lupilor pe arii extinse
ar provoca teribile dezechilibre ecologice. ,Sa investim Tn protectia
animalelor amenintate” este o formuld universald lansata de
conservationists. Ei planuiesc sa repopuleze cu lupi arii forestiere in-
tinse, dar populatia locald e Tncd reticenta fatd de aceastd idee.

La editia din 2008 a Bienalei Tinerilor Artisti, ca artisti, dar mai ales
ca organizatori, ne-am simtit pe pozitia de conservationists atunci
cand, Tn selectia curatorului Ami Barak, am inclus proiectul lui Miklés
Szilard printre celelalte. Gestul lui Miklds, de a-1 trimite pe Sebastian
Big, considerat ,,un cleptoman, o persoana cu implusuri irezistibile de
a fura”, cu scopul de a-| reprezenta la Bienala, l-am citit ca pe o de-
plasare dinspre obiect spre experientd, spre conceptual. Dar, n mo-
mentul Tn care din expozitie a disparut lucrarea italianului Nicola Gob-

betto, ne-am situat brusc pe pozitia populatiei locale, reticente fatd de
ideile conservationistilor de a repopula cu lupi Tntinse arii forestiere.
Disparitia lucrarii lui Nicola Gobbetto din spatiul expozitiei am pus-o
pe seama tendintelor cleptomane pe care Mikl6s Szilard le descria ca
facand parte din gestul sdu artistic.

Ce aurmat a generat tocmai tema actualei Bienale. Am chemat atunci
gardieni publici care au supravegheat intreaga expozitie, pana la
sfarsit. Fotografiile facute n acel cadru, cu gardienii Tn fata lucrarilor,
sunt expuse n editia de anul acesta a Bienalei ; asa s-a si nscut jocul
de concepte intre supraveghere si subveghere din editia de fata.

Am considerat ca alegerea dintre un obiect concret si unul teoretic, in
vizual, a Tmbracat Th acest caz o formula imperativa, iar investigatia
artistica ar fi putut atinge chiar investigatia judiciara.

Cum strategiile artistice de critica institutionald au devenit din ce Tn
ce mai perverse, mai complexe, am pendulat, Tn final, intre a ne simti
consevationists sau populatie locald, direct afectata de ideile acestora.
2META Group

The Bad Wolf is a great hunter. People see it as a fierce, sav-
age animal and approach it with caution. Unfortunately, the
number of wolves living in the wild has decreased considerably.
Young and even inexperienced hunters point at the target and

- BANG - the wolf is dead. Conservationists’ sympathy towards
the wolves and their environment makes them argue that the
wolves’ extinction in large areas could cause terrible ecological
imbalances. “Investing in the endangered animals’ protection”
is a universal formula launched by conservationists. They plan
to repopulate large forest areas with wolves, but the local com-
munity is still reluctant to the idea.

At the 2008 edition of the Biennial of Young Artists, we felt, as
artists but especially as organisers, like conservationists when
we included in Ami Barak’s selection Miklés Szilard's project.
We've interpreted Miklés’s gesture of sending Sebastian Big

on his behalf - passing for a “kleptomaniac, a person with ir-
resistible stealing impulses”-, as a shift from the object to the
experience and the concept. But when Nicola Gobbetto’s work
disappeared from the exhibition, we suddenly felt in the posi-
tion of the local community, reluctant to the conservationists’

idea of repopulating large sylvan areas with wolves.

We put the disappearance of Nicola Gobbetto’s work from the
exhibition on the account of the kleptomaniac impulses that
Miklés Szilard, described as being part of his artistic view.
What followed led to the current Biennial’'s theme. We then
called the public guards who ensured security for the entire
exhibition, till the end. We took pictures in that context, with
the guards in front of the works, and these are exhibited in this
year’s Biennial; and this is how the game between surveillance
and sousveillance was born.

We considered that the choice between a tangible and a
notional object has been, in this case, visually rendered as an
imperative formula and the artistic investigation could even
reach the judicial one.

As the artistic strategies of institutional critique have become
increasingly perverted and complex, we finally ended up feeling
both in the position of the conservationists and of the local com-
munity, directly influenced by theirs ideas.

2META Group
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“Walking house”
house unit, variable dimensions
courtesy of the artists
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Politica

Scopul fundamental al politicii este sa protejeze drepturile persoanelor. Negand aceastd afirmatie obtinem: ,scopul fundamental al
politicii este sa nu protejeze drepturile persoanelor”. Acest lucru sugereaza ca una dintre sarcinile politicienilor ar putea fi, de exemplu,
sa renunte la drepturile lor si la ale celorlalti. Acesta este un nonsens. Sau ca politica are un scop mult mai important, ce nu are legdtura
cu persoanele si, implicit, cu drepturile lor. Acest lucru este un pur nonsens. Asadar, acum stim ca scopul de baza al politicii este pro-
tejarea drepturilor indivizilor. Cu alte cuvinte, nu putem vorbi despre politica Tntr-un mod semnificativ fara sa presupunem ca scopul
ei fundamental este protejarea drepturilor persoanelor. Concentratiile de putere nu respecta intotdeauna aceste drepturi. Daca negdm
acest lucru, obtinem: ,concentratiile de putere respecta intodeauna drepturile persoanelor”. Acest lucru nu corespunde cu experientele
noastre. Este evident cd, dacd vrem sa protejam drepturile persoanelor, trebuie sa organizdm concentratii de putere cat mai mici cu
putinta. Din moment ce scopul fundamental al politicii este sa protejeze drepturile persoanelor, este vital pentru politica sa Thcercdm sa
organizam concentratii de putere cat mai mici posibil. Este evident cd nu putem ldsa in seama altora sarcina de a apara drepturile per-
soanelor. E absurd sa gandim ca putem s alegem un numar restrans de oameni care sa apere drepturile unui numar mare de persoane,
pentru ca aici vorbim, prin definitie, de concentrarea puterii. Si stim cd acestea nu respectd Tntotdeauna drepturile persoanelor. Este
clar c&, dac cineva se preocupd de persoane si de drepturile lor, acela trebuie s3 se preocupe de politica. Tn cazul in care cineva este o
persoana si, astfel, se preocupa de politica si de drepturile indivizilor, devine decisiva organizarea Tn concentratii de putere cat mai mici.
Devine decisiv sa gasim moduri de a trdi si de a ne comporta, care sa corespundd cu ceea ce stim despre persoane, despre drepturile
persoanelor, etc. Este clar ca aceasta este cea mai importanta misiune a noastra,

chiar dacd intreaga noastra existentd este amenintata.

Este evident c3d si artistii trebuie sa fie constienti de persoane, de drepturile acestora, de influenta concentratiilor de putere si c3, astfel,
ei trebuie sa se preocupe de politica. Este evident ca nimic nu poate fi mai important decat aceasta preocupare. Si artistii trebuie, mai
ntai de toate, sd se preocupe de constientizarea acestui lucru, Tncercand sd se organizeze Tn concentratii de putere cat mai mici cu
putinta. Astfel, avem o situatie n care fundamentul etic, si, astfel, etica, devin decisive pentru estetic, iar politica devine decisiva pentru
realizarea artei. Estetica trebuie sd fie, Tn primul rénd, o examinare si o stiintd a posibilitatilor de existenta Tn concentratii de putere cat
mai mici si de organizare intr-un mod in care s ne respectam reciproc drepturile. Tntr-un mod care s3 lase loc persoanelor si care s3
fie semnificativ pentru viata lor de zi cu zi.

Din N55, “Art and Reality”

Politics

The fundamental purpose of politics is to protect persons’ rights. If we deny this assertion, it means the fundamental purpose of
politics is not to protect persons’ rights. This suggests that one of the basic tasks of politicians could be, for example, to give up
their and others’ rights. This has no meaning. Or that there is a more important purpose to politics which does not have anything
to do with persons and therefore also has nothing to do with the persons’ rights. That is plain nonsense. Therefore, we now know
that the basic purpose of politics is to protect the persons’ rights. In other words, we cannot talk about politics in a way that
makes sense without the assumption that the fundamental purpose of politics is to protect the persons’ rights. Concentrations

of power do not always respect the persons’ rights. If one denies this fact, it means concentrations of power always respect the
rights of persons. This does not correspond to our experiences. It is obvious that if we want to protect the rights of persons, we
have to organize in as small concentrations of power as possible. Since the fundamental purpose of politics is to protect the per-
sons’ rights, it is of decisive importance to politics that we seek to organize in as small concentrations of power as possible. It is
clear that we cannot leave it to others to protect the rights of persons. The possibility to elect a small number of people to protect
the rights of a vast number of people is absurd, because here we are by definition talking about concentration of power. And we
know that concentrations of power do not always respect the rights of persons. It is clear that if one is conscious of persons and
their rights, one must be concerned with politics. It is clear that if one is a person and thus concerned with politics and conscious
of the persons’ rights, it becomes of decisive importance to organize in as small concentrations of power as possible. It becomes
of decisive importance to find ways of living and behaving which correspond to our knowledge of persons, the rights of persons,
etc. It is clear that this is our most important task as our whole existence is threatened.

It is obvious that artists too must be conscious of persons, the persons’ rights and the influence of concentrations of power and
that they must accordingly be concerned with politics. It is obvious that nothing can be more important than to concern oneself
with this exactly. Artists also must first and foremost be concerned with creating awareness on this, and with trying to organize
in as small concentrations of power as possible. This way, we have a case where the fundamental ethical norm, and thus ethics,
become decisive for aesthetics, and politics becomes decisive to the performance of art. Aesthetics must first and foremost be an
examination of, and a science about the possibilities of existence in as small concentrations of power as possible and of organiz-
ing ourselves such as to respect each other’s rights: in a way that makes room for persons and that is significant for our daily life.
From N55, “Art and Reality”
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“Surveillance panel” (2010)

object, wooden panel, metal bars, 220 x 89 x 4 cm and c-type prints (80 x 80 cm, 50 x 70 cm)

courtesy of the artist

un panou pe care scrie ceva ne poate face sa gandim ca cineva ne
urmareste fiecare miscare. dar e doar un text, pus pe o suprafata de
metal, agezat undeva la marginea strazii. din neglijenta, sau printr-un
automatism mental consideram ca mesajul scris e adevarat.

»daca e scris acolo, Tnseamna ca asa e”. nimeni nu se mai uita dupa
celelalte lucruri care ar trebui sa faca textul una cu realitatea. prezenta
camerelor de luat vederi in apropiere pare un lucru de la sine inteles.
intentia mea e sa prelungesc inertia mentala a privitorului pana in
punctul Tn care aceasta nu mai functioneaza. deplasand pancarta
de pe strada Tn spatiul expozitiei, urmdresc sa transform o Tntreaga
strategie de pacificare a spatiului public prin supraveghere intr-un obi-
ect inofensiv. Acesta fiind scos din context, pune Tn evidenta credinta
automata in adevarul textului scris de catre primdrie, care std la baza
ntregului proces de supraveghere, mult mai mult decat munca reald
de scanare a gesturilor cetatenilor din spatiul public.

dacd toate locurile de joacd, trotuarele si pietele ar fi impanzite de ast-
fel de semne, probabil ca ele ar provoca n noi timiditate sau isterie,
doar pentru ca sunt puse acolo.

ntr-o a doua faza, ma intereseazd s disloc si mai mult stabilitatea
aparenta a insemnelor produse de administratie. dupd terminarea bi-
enalei, pancarta urmeaza a fi montata si apoi abandonata n perime-
trul sectorului 3, pe un cdmp deschis cu o suprafatd de cateva sute de
hectare.

n aceastd situatie lipsa reala a supravegherii e evidentd, la fel ca si
puterea formidabild a sugestiei psihologice pe care un obiect purtator
de text o poate induce unui trecator ocazional.

Mircea Nicolae
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a panel on which something is written can make us think
that someone is watching our every move. but it is just a text
on a metal surface, laying somewhere on the roadside. we
consider the written message to be true, out of carelessness
or mental automatism.

“if it's there, it should be true”. no one looks for other things
that should certify the authenticity of the text. the presence
of the cameras in the vicinity is taken for granted.

my aim is to extend the viewer’s mental inertia to the point
that it stops working. by shifting the placard from the public
to the exhibition space, | intend to turn the whole strategy of
pacification of the urban space through surveillance cameras
into a harmless object. taken out of the context, this object
reveals that there is a naive belief in the truth of the text
written by the mayor, which stands as the foundation of the
entire surveillance process — far more than the real work of
scanning the citizens’ gestures in public space.

if all playgrounds, pavements and markets were packed with
this kind of signs, their presence alone would probably make
us shy or hysterical.

in the second phase, I'm interested in further deploying the
apparent stability of the signs made by the administration.
after the Biennial, the placard is to be installed in the perim-
eter of Bucharest’s 3rd District, in an open field within an
area of several hectares.

in this situation, the real lack of surveillance is obvious, as
well as the great psychological suggestion that a text carry-
ing object can induce on a passer-by.

Mircea Nicolae



PAVEL KO

Dincolo de suprafata lor reflectorizantd, fermecatoare si stralucitoare, picaturile
lui Pavel Kopriva poseda o forta subversiva infiltrativa. Este vorba tocmai de acea
forta difuza a puterii si dominatiei prin care mucegaiul ,acapareaza” cu precizie
si viclenie spatiul si absoarbe privitorul printr-un obiect foarte atractiv. ,Infectia
metalicd a patruns Tn arhitectura vietii noastra dintr-un Spatiu magic. Proiectul
»Local Problem” descrie abilitatea perfida a frumusetii perfecte. Luxul necontro-
lat se infiltreaza si ne controleaza vietile. Suprafata stralucitoare reflecta toate
Tmprejurimile si vizitatorii sunt influentati de acest lux care genereaza dimen-
siunea esteticd; dar acest tip de frumusete ar putea fi periculos.” (Pavel Kopriva)
Tn final, picitura mestesugita, unica, precum mercurul, este o capcana ademeni-
toare, o condensare a jocului permanent si irezistibil dintre aparente si caderea
n captivitate.

Mica Gherghescu

PRIVA

Beyond their reflective, alluring, shiny
surface, Pavel Kopriva's drops possess a
subversive, infiltrative force. It is about that
precisely disseminating force of power and
domination through which an accurate, entic-
ing, artfully fungus “corners” the space and
absorbs the viewer in one very attractive
object. “Metallic infection penetrated into our
architectonical life from a magical Space. The
project “Local Problem” describes the snaky
ability of perfect beauty. Non-controlled
luxury involves and rules our lives. Shiny
surfaces reflect all surroundings and visitors
are influenced by this luxury which generates
aesthetics; but this type of beauty might be
dangerous”. (Pavel Kopriva)

In the end, the mastered, unique, quicksil-
ver-like drop is a decoy, an epitome of the
all-time irresistible play of appearances and
captures.

Mica Gherghescu

“Local Problem” (2001)
silver glass drops, sound, variable dimensions
courtesy of the artist
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THE BLUE}

in seria ,An Epoch of Clemency”, grupul Blue
Noses (Viachelsav Mizin & Alexander Shaburov)
aduce Tmpreund in mod provocator doua me-
canisme puternic reglementate si la fel de puter-
nic Tnzestrate simbolic Tn constiinta ruseasca:
corpul politic si corpul pasional. Cand cele doua
se Tmbratiseaza transgresand scandalos morala
austera traditionald, efectul este exploziv. Atacul
era Tndreptat spre modelele masculinitatii virile
(ofiterul, fotbalistul, marinarul), iar prin umor se
dezamorsa registrul conservator si reglementat al
imaginarului si conduitei institutionale. Tnscenari
fotografice meticuloase, exemplare pentru noul re-
alism rusesc contemporan, imaginile exploateaza
vizualitatea oriental-exotica si edulcorata a etho-
sului sovietic, fara a uita sa o racordeze la un tip de
imagerie populara de consum.

Mica Gherghescu

In their series “An Epoch of Clemency”, the
Blue Noses Group (Viacheslav Mizin & Alexan-
der Shaburov) brings together in a provocative
manner two highly regulated and symbolic
mechanisms of the Russian conscience: the
politic body and the passionate body. When the
two reunite and scandalously transgress the
prude traditional morale, the effect tends to

be explosive. The attack was directed towards
models of virile masculinity (the officer, the
football player or the sailor), and through
humorous touch they defused the conservatory,
normative institutional imaginary and behavior.
Photographically precise staging, exemplary
for the new Russian contemporary realism, the
images exploit the oriental-exotic, delicate and
sweet visual register of the Soviet ethos, with-
out forgetting to link it to the popular consum-
ers’ imagery.

Mica Gherghescu

“Kissing Policemen” from the “Era of Clemency” series (2009)
C-type print, 100 x 75 cm,
courtesy of M&J Guelman Gallery
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GORDAN

As dori sa urmez definitia pe care Geoff Cox o da notiunii de ,.anti-
social”, care nu reprezintd, Tn esentd, o atitudine neprietenoass,
ci mai degraba subliniaza natura contadictorie a retelelor sociale
prin conectarea si deconectarea cdmpurilor sociale. O atitudine
agresiva de deschidere ar trebui s diminueze amenintarea pe
care retelele sociale o reprezinta fatd de dreptul de autor si su-
pravegherea exercitata de aceste retele.

0 parte din joc, sau mai bine zis din activitatea generata de aces-
ta, consta Tn crearea si propagarea unui mit urban prin reintro-
ducerea n sistemul economic a unor carduri de joc modificate.
Jocul care a fost programat pentru Nintendo DS este reintrodus
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Tn ambalajul de piata simbolic capitalist, pentru ca apoi sa-si re-
capete locul Tntr-un joc ce pare a fi total nevinovat.

Codul programului foloseste Th mod secret una dintre functiile
principale ale DS, respectiv functia incorporata WIFI. Astfel, o
data ce jocul este pornit, el se conecteaza automat la un server
anonim care este administrat de Terror Toad (un personaj din-
tr-un joc inclus in proiectul PlaySureVeillance). Acest server se
comportd ca un Hub de Detournement, prin receptarea actiunilor
si a tuturor datelor relevante ale utilizatorului jocului, pentru a
activa script-uri automate catre serverele Facebook.

Gordan Savicic



“PlaySureVeillance” (2008)
mixed media interactive installation,
social software modification patch,
194 x 137,4 cm

courtesy of the artist

ol you aARE
sPUHHED

I'd like to follow Geoff Cox’s definition of the term ,,anti-social”, which doesn’t mean (to be)
unfriendly per se, but it rather highlights the contradictory nature of social networking by
connecting and disconnecting socialites. In provoking an aggressive openness, the threat that
social networking represents to copyright and surveillance harassement should be unhinged.
Part of the game, or let’s say rather of the play, is the creation and dissemination of an urban
myth through spreading modified game cartridges back into the economic system.

The game which has been programmed for the Nintendo DS is being put back into its capi-
talist enclosure, the innocent-looking game cartridge.

The program code secretly uses one of the key features from the DS, namely the built-in WIFI
function. So, once the game is started, it automatically connects to an anonymous server
which is administrated by Terror Toad (a game-figure within the PlaySureVeillance project).
This server acts as a Hub de Detournement by receiving the ingame actions and all user-rele-
vant data to further trigger and forward automated action scripts to Facebook servers.
Gordan Savicic
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“New disasters 2" (2002)
digital print, 120 x 80 cm
courtesy of the artist

Hotarat lucru, nu e usor sa Tti ascunzi nfatisarea.
Camuflajul e o strategie dinamicd, de mare mo-
bilitate. Ai nevoie de chipuri, de spatii-capcana,
de momeli, de arsenal. Te deghizezi, ti ascuti
simturile, observi, te afli Tn continua asteptare.
E asteptarea nelinistitoare si incitanta Tnainte de
asalt si Tnainte de cucerire.

Trecand dincolo de oximoron, camuflajul este
un fel de restrictie foarte maleabild. Varianta
postmoderna a Wanderer-ului lui Caspar David
Friedrich, un militian cdzut pe ganduri poarta re-
verii sincere si inocente Tn fata nemarginitului si
isi ascunde slabiciunile panteiste. intr-un peisaj
de sfarsit de lume si sfarsit de istorie, Gheorghe
Rasovszky ,instrumentalizeaza” iconografic tip-
ologia si o utilizeaza aici nu Tn scopuri documen-
tar antropologice, ci cu intentii poetic ironice.
Mica Gherghescu

It's definitely not easy to hide your face. The
camouflage is a dynamic strategy, of great
mutability. It requires masks, traps, lures
and arsenal. You start disguising yourself,
you sharpen the senses, you observe, you
wait. It's a disquieting and exciting wait
before attack and conquest.

Going beyond the oxymoron, camouflage
also means a very malleable form of
restriction. In the postmodern interpreta-
tion of Caspar David Friedrich’s landmark
Wanderer, a thoughtful policeman is bearing
sincere and innocent reveries in front of the
infinite, hiding his pantheistic weakness. In
a fin du monde and fin d’histoire landscape,
Gheorghe Rasovszky works on iconography,
using it not on anthropological documentary
purpose, but with ironically poetic intentions.
Mica Gherghescu




LENA VON LAPSCHINA

De peste doi ani, de la fereastra camerei sale aflate la etajul sapte
al Gazometrului din cartierului vienez Simmering, Lena Lapschi-
na indreapta o camera de fotografiat Zenit cu hiperlentile de 1000
de mm spre Tmprejurimi. Ea surprinde - Tn miile de poze, uneori
precis, alteori neclar -, intregul univers” al peisajului urban aflat
ntre o gradinad idilica, o sala de concert rock si parcarea unui
supermarket: vagabonzi si mici burghezi, golani si superstaruri,
graferi si politisti, persoane agasante si iubareti, stapani de caini
si postasi, gasti si cai, exhibitionisti si ratati...

Mirjana Peitler

For over two years now, Lena Lapschina has been point-
ing a Zenit photo camera with a 1000-millimeter supertele
lens from her bedroom window on the seventh floor of
Vienna's Gasometer in Simmering district, at the surround-
ings. What she captures - thousands of pics, some sharp,
some blurred - is ,the whole world“ of the urban land-
scape between the idyllic garden, a rock concert hall and
the supermarket car park: hobos and Biedermeier, punks
and superstars, graffiti artists and policemen, pissers and
love makers, dog owners and postmen, gangs and horses,
exhibitionists and underdogs...

Mirjana Peitler

S

“1000 mm/or the Bedroom Window”
double video projection, sound, DVD, 22'33"”
courtesy of the artist
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KASIA KRAKOWIAK

“Ashaver 220" (2010)

animation, echochrome game projection,
mixed media, variable dimensions
courtesy of the artist

Proiectul a avut ca scop reconstruirea temporara si suprapunerea
granitelor ghetoului din Varsovia pe harta actuald a orasului. Pen-
tru a delimita granitele ghetoului au fost folosite telefoanele mobile.
Atunci cand un participant la proiect traversa granitele fostului ghe-
tou, el trebuia sa primeasca o multime de sms-uri (@anuntandu-1 cd
se afld Tn centrul Varsoviei, amplasamentul fostului ghetou).
Proiectul ,Ashaver220” s-a folosit de acest context pentru a pune
Tn evidentd formele curente de ,intemnitare” tehnologicd. El
construieste o retea virtuald Tntre utilizatorii séi, reamintindu-ne ca
cd suntem controlati si supusi tehnologiei. ,Ashaver220” creeaza, in
acelasi timp, un memorial virtual al orasului Varsovia.

Kasia Krakowiak

The project was an attempt to temporarily rebuild and separate
the borders of the ghetto and overlap them on the map of con-
temporary Warsaw. Mobile phones were used to trace the ghetto
borders. When the participant in the project crossed the former
ghetto walls he would be “sieged” by short messages (letting him
know he was in the centre of Warsaw, site of the former ghetto).
“Ashaver220” used this context in order to emphasize the forms
of contemporary technological “imprisonment”. It builds a virtual
network of users, drawing their attention to the fact that we are
controlled and subjected to technology. “Ashaver220” also builds
a virtual memorial of the city of Warsaw.

Kasia Krakowiak







. . . - - Nest” (2009
Imaginile din Niger si Liban sunt selectii dintr-un amplu :i'ig;:l pr(im, 1[)10x66 T

proiect in progress. courtesy of the artist
Fotografia este unealta de predilectie pentru documentare. Pur
si simplu, cercetarea mea abordeaza si aceastd cale. Pe masura
ce avansez Tn cautarile mele, cu consecventd folosesc imaginile
surprinse, fara pretentia de a valorifica Tn alt fel toatd arhiva. De-
seori ma opresc strict a cercetarea subiectului propus, alteori
cdutarea ma duce catre cu totul alt demers.

Colectionez imagini Th sine, nu numai fotografii; memoria mea
intimd, ca si memoria obiectelor facute de mine se concentreaza
ntr-o personala fototeca. In serii reluate de-a lungul anilor am
cdutat un anume sens si 0 noima n procesul de scoatere din
context; ma intereseaza si procesul reprezentarii concrete, dar
sunt departe de a deveni dependenta de performantele tehnice.
Am nostalgia developarii peliculei alb/negru si a laboratorului
meu din anii '80. Folosesc mai multe aparate de fotografiat,
fara a avea neaparat preferinte. Nu dau curs impulsului calofil
si nu ma ispitesc emotii. Mai degrabd ma las sedusa de ironie
si ma las surprinsd de ambiguitatile planului secund; n acel
loc se releva deseori o altd naturd, o Tntoarcere in esente, o
alta compozitie sau, pur si simplu, adevarul. Sunt preocupata
mai ales de absenta prezentei umane — prezenta prin absenta
— absurdul si autoritatea, urma si semnul, spaima si somnul,
frumusetea pura in dezintegrare, locul si jocul. Singura autori-
tate pe care o recunosc este misterul.

Simona Tdndsescu

The images from Niger and Lebanon are selections
from an extensive ongoing project.

Photography is the main instrument for documentation. In
my research | approach this path, too. As | go further into
my work, | consistently use the captured images without
claiming to exploit the whole record otherwise. | often dwell
strictly on the proposed research subject, but sometimes
my research leads me to a totally different approach.

| collect images and not only photographs; my intimate
memory and the memory of my works frame a personal
library. In the series resumed over the years, | have sought
for sense and significance in the process of taking out from
the context; I'm also interested in the real representation
process, but I'm far from becoming dependent on the tech-
nical performance. | live with the nostalgia of processing the
black and white film, and of my lab in the ‘80s. | use several
cameras without any specific preference. | do not give in

to the aesthetic impulse and | am not allured by feelings.

| rather let myself seduced by irony and surprised by the »Harvest” (2006)
L digital print, 100 x .75 cm
ambiguities of the second plan; a place that often reveals a courtesy of the artist

different nature, a return to the essences, a different com-
position or simply the truth. | am especially concerned with
the absence of human beings - presence through absence
— the absurd and the authority, the trace and the sign, the
sleep and the terror, the decaying pure beauty, the place
and the play. Mystery is the only authority | obey.

Simona Tdndsescu




S UREKHA

Line of Control

Este doar o urma de stilou. Atunci cand Tn jurul unei furnici este
trasata o linie cu stiloul, furnica ezitd mult timp Tnainte de a trece
linia dar, cu toate acestea, pana la urma ea reuseste sa treaca din-
colo de aceasta granita. Aici se sfarseste filmul.

Este o lucrare spontana despre comportamentul individului Tn con-
fruntarea cu frontierele, fie ele reale, imaginare, sau metaforice.(...)
Granitele, fixate de experientele umane, sunt deseori impuse, asu-
mate si acceptate. O frontiera separa interiorul de exterior si con-
trolul de liberul arbitru. Filmul nu doar aduce in discutie, ci si evoca
aspecte ale notiunii de ,frontierd”, care functioneaza ca agenti de
control, putere si bifurcare, fie ele de natura geografica, de gen, cu-
loare sau orice alt tip...

Surekha / Editor H. A. Anilkumar

Line of Control “Line of control” (2003)
H . - 'd ) d' 215”
It is a mere pen mark: when the pen line is drawn around coxlrt::y?:?:ﬂe artist

an ant, the ant is very hesitating in crossing the line and yet
finally it manages to come out of the boundary; this gesture
marks the end of the video. It is a spontaneous work which
shows how one behaves when confronted with boundaries -
real, imagined as well as metaphoric. (...)

Boundaries - those set by human conditions - are often im-
posed, assumed, as well as accepted. A boundary withholds
the inside from the outside; it also generates a sense of con-
trol over free will. The video not only addresses, but evokes
several such issues of the notion of “boundary”, which act
as an agent of control, power and bifurcation - be it that of
geography, gender, colour or otherwise...

Surekha / Text help: H. A. Anilkumar
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Un-Claimed

n “Un-Claimed”, camera de filmat actioneaza ca un spectator mut
n timpul procesiunii de Tnmormantare a unor corpuri neidentifi-
cate Tn orasul Bangalore.

Filmul reprezintd o documentare directd, cuprinzand o parte din
calvarul decedatului anonim pana la momentul ingroparii sale. El
prezinta procesul transformarii suferite de doua corpuri in drumul
de la spital pana la cimitir. Obiceiul este ca aceste corpuri ner-
evendicate sa fie doar ingropate, fara a se folosi alte metode de
Tnlaturare. Calatoria vehiculului care transporta pe strada trupul
celui decedat devine la réndul ei o procesiune anonima, Tncadrata
de alte masini cu oameni ale caror vise Tnca mai pot prinde viata.
Cei decedati sunt ascunsi 1n traficul haotic, ca o forma de a echiva-
la anonimatul multimii cu identitatea celor decedati.

Surekha / Editor H. A. Anilkumar

“Un-Claimed” (2009 - 2010)
video, sound, 10’
courtesy of the artist

Un-Claimed

“Un-Claimed” is a video wherein the camera acts as a mute
spectator to the procedure of the burial of anonymous bodies
in the city of Bangalore.

The video is a straight forward documentation, framing a
specific portion of the ordeal of the anonymous dead till their
burial. It depicts the process of transformation of a pair of
dead bodies from the hospital to the burial ground. It is regula-
tory to only bury the unclaimed as against other modes of
disposing of the bodies. The journey of the vehicle carrying
the dead on the street becomes an anonymous procession,
alongside various vehicles with people carrying lively dreams.
The dead lay hidden amidst the chaotic traffic, as if to equate
the anonymity of the crowd as well as the identity of the dead.
Surekha / Text help: H. A. Anilkumar
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UBERMORGEN.COM
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“Superenhanced Generator” (2009-2010)
interactive multimedia installation, mixed media
courtesy of the artists

credits: Lizvlx (Concept and Programming), Tilman Singer Wien (Programming),
UBERMORGEN.COM (Design), Hans Bernhard (Concept, PR), Domenico Quarante
(Theory), Lukas Heistinger (Video), Georg Tremmel (iPhone App), Wolf-Dieter-Grabner
(Printing), Alistair Fuller (Photography), Stefan Nussbhaumer (Acting/Performance), lo-
res.org Wien (Technical Support, Hosting, Security), Chris Arendt (former Guantanamo
Bay Prison Guard), Murat Kurnaz (Detainee Guantanamo), ISEA 2009 Belfast, IVAW

ii Iraq Veterans against the war, Cageprisoners.com, Migros Kulturprozent, Goethe
Institut Nairobi (Presentation, Performance, PR), Randy Hunt New York, Alain Bieber
Hamburg, Fabio Paris Art Gallery Brescia, Barbara Pitschmann/Subversiv-Messe Linz,
Mamuta.org Ein Kerem, Coded Cultures Tokyo
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Dupa cum stim cu totii, prin punerea Tn aplicare a unor algoritmi,
software-ul permite automatizarea mai multor procese. Aceasta
posibilitate a fost imbratisatd cu entuziasm de lumea artei de
zeci de ani; ea nu numai cd le permite artistilor sa delege o parte
semnificativa a activitatii lor unei masini, dar le ofera posibilitatea
sa renunte, total sau partial, la elementul ,intentionalitatii” artis-
tice, care este substituit cu un factor aleatoriu mult mai apreciat
de miscarile de avangarda. Astfel, alaturi de un Tnfloritor curent de
artd creatoare - care utilizeaza algoritmi pentru a crea imaginile,
sunetul si textul - gdsim o serie lunga de programe, capabile sa
centralizeze textele si imaginile originale Tntr-o arhiva de material
brut, ansamblandu-le cu ajutorul unor dispozitive avansate.

Programele grupului UBERMORGEN.COM se inscriu doar partial
Tn aceasta tendinta. Aceste generatoare nu imitd un proces cre-
ativ, ci Tsi Tnsusesc de fapt un dispozitiv de comanda si il pun la
dispozitia tuturor celor care doresc sa fl foloseasca. Pentru a emite
un ordin, un extras bancar sau o retetd e nevoie de o autoritate in
domeniu: adica, de o curte de justitie, de o bancd sau de un doc-
tor. Proiectele grupului UBERMORGEN.COM fac exact acest lucru,
si Tnsusesc aceastd autoritate, gratie evolutiei mecanismului
wcertificarii“ in era digitald, prin trecerea de la ,original” la , [florigi-
nal”. Autenticitatea unor astfel de documente este revendicata si
recunoscuta Tn raport cu o iluzie Tmpartdsitd de toata lumea, dar
care este doar o simpla iluzie.

Plecand de aici, UBERMORGEN.COM au programat computer-
ele pentru a genera ordine judecatoresti, extrase bancare, retete
si ordine de torturd care sunt ireprosabile ca forma si continut si
care pot fi puse n circulatie Tn cadrul sistemelor de comunicare,
cu rezultate variate. Tn acelasi timp, este clar ca generatoarele,
dincolo de functia lor specifica, functioneaza inainte de toate ca
Jreprezentari“, determindnd reflectii asupra contextului care le-a
dat nastere: o retea de conventii care tinde sa atribuie o putere
incredibild unei bucati de hartie sau, mai grav, unui document
digital (doar pixeli pe un ecran, doar cerneald pe hértie), putere
exercitata asupra vietii sociale, fizice si psihologice a unui individ.
Acest fenomen este cu atat mai absurd cu cat contrazice societa-
tea informationald globalizat in care traim.

Domenico Quaranta

As we all know, by implementing specific algorithms, software
enables many processes to be automatized. This possibility has
been enthusiastically embraced by the art world for decades:
not only does it allow artists to delegate a significant portion of
work to a machine, but it also allows them to give up, entirely
or partially, on the element of artistic “intentionality”, which is
substituted with the random factor much sought after by the
avant-garde movements. Thus, alongside a flourishing current
of generative art — which uses algorithms to give rise to images,
sound and text — we find a long series of generators, capable of
rolling out original texts and images by drawing on a rich archive
of raw material and assembling this using intelligent machines.

UBERMORGEN.COM'’s generators only partially belong to this
trend. Instead of emulating a creative process, these genera-
tors actually appropriate an authoritative device and offer it

to anyone who wants to use it. To issue an injunction, bank
statement or prescription, you require the authority to do so:
in other words, you would need to be a law court, a bank or a
doctor. What UBERMORGEN.COM's generators do is appropri-
ate this authority. They can do this thanks to the evolution that
the formal device of the “certificate” has had in the digital era,
with the shift from “original” to “[floriginal”. The authenticity of
such documents is claimed and acknowledged according to a
hallucination which is shared by all, but which is nevertheless a
hallucination.

Working from this basis, UBERMORGEN.COM programmed ma-
chines to generate injunctions, bank statements, prescriptions
and torture-sequences which are unexceptionable in terms of
form and content, and which can be put into circulation in the
given communication systems, with varying results. At the
same time it is clear that the generators, beyond their specific
function, work first and foremost as “representations”, eliciting
reflections on the situation that gave rise to them: a network

of conventions that tends to attribute incredible power over the
social, physical and psychological life of an individual to a piece
of paper, or even worse, a digital document (“just pixels on the
screen, just ink on paper”). This phenomenon is all the more
absurd when it enters into collision with the globalized informa-
tion society we now live in.

Domenico Quaranta
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“Scale Calibrator” (2010)
installation composed of 50 lbs weights.
courtesy of the artist

Shadi Habib Allah pune Tn discutie standardele si masurdtorile care
patrund Tn viata noastra de zi cu zi, influentdndu-ne comportamentul
si organizandu-ne fatetele realitatii. Concentrandu-se asupra trans-
portului aerian, ca mijloc de deplasare, dar si ca infrastructura data
a lumii artei, el lucreaza cu o norma ,minord”, care reglementeaza
totusi circulatia bunurilor, organismelor, bagajelor. Greutatea
acceptatd pentru bagajul de cala este de 50 de livre (23 de kilo-
grame), dar ceea ce pare a fi un numar arbitrar devine spatiul unei
lupte existentiale Tn chiar interiorul sistemului de standarde. Cine
are autoritatea sa decida cat cantaresc 50 de livre sau chiar o livra?
in plus, cum am ajuns s& acceptdm mijloacele ,obiective” pe baza
carora se ia aceasta hotdrare? Cercetdrile ne determina sa punem
sub semnul intrebdrii Tnsesi temeliile proiectului lluminismului si
afirmatia c3 stiinta si verificabilitatea reprezinta bazele rationalitatii
moderne. n chiar cadrul acestei raspandiri de idei, ,Scale Calibra-
tor” Tncearca sa slabeasca forta dominantei suprematii a gandirii.

118

Sculptura, compusa din greutati, ni se Tnfatiseaza cu greutatea ei
empiricd, dar Tn acelasi timp artistul trece prin procesul suplimen-
tar al testarii precise cu ajutorul reprezentantilor unui organism
transnational obscur, The International Committee of Weights and
Measures, transformand astfel obiectul intr-un standard obiec-
tiv. Prin comparatia cu sfera extrem de ordonata si reglementata
a transportului, sculptura modificd dinamica de putere, conferind
influentd individului Tn timp ce contesta mecanismele autoritatii.
Schimbarea din cadrul balantei de putere reordoneaza structura
controlului si da nastere unui spatiu al imputernicirii. Gestul perfor-
mativ, impregnat cu o constiinta reflexiva, modifica relatiile de zi cu
zi Intr-o incercare de a revendica suveranitatea, chiar si temporar.
Acest tip de actiune caracterizeaza practica lui Habib Allah, care in-
tervine Tn organizarea puterii, ocupand o pozitie ce pledeaza pentru
o redistribuire a autoritatii.

Jason Waite



Shadi Habib Allah questions the standards and measurements
that pervade our everyday life, influence our behavior and orga-
nize our realities. Focusing on air travel, a means of migration as
well as infrastructure of the art world, he works with a “minor”
regulation, altering the circulation of goods and bodies or lug-
gage. The accepted weight for check-in baggage is 50 pounds (23
kilograms), but what appears to be an arbitrary number becomes
the site for an existential struggle within the system of standards
itself. Who has the authority to decide how much 50 lbs or even

1 b weighs? Moreover, how do we come to accept the “objective”
means by which this judgment is made? These inquiries lead us
to question the foundation of the Enlightenment project itself and
its assertion of science and verifiability as the bases of modern
rationality. It is within this circulation of ideas that the “Scale
Calibrator” hacks into the dominant hegemony of thought. The
sculpture, comprised of barbells, presents us with its empirical

weight. However, the artist also goes through the additional pro-
cess of having the piece precisely tested by some representatives
of an obscure transnational body - The International Committee
of Weights and Measures -, transforming thus the object into an
objective standard. When confronting the highly disciplined and
regulated sphere of travel, the sculpture shifts the power dynam-
ics, conferring agency to the individual while contesting mecha-
nisms of authority.

This shift in the balance of power recomposes the architecture of
control and provides a space of empowerment. The performative
gesture, imbued with reflexive awareness, inverts everyday rela-
tions into an attempt to reclaim sovereignty even if only momen-
tarily. This action is specific for the practice of Habib Allah, who
regularly intercedes the economies of power, occupying a position
that advocates for the redistribution of authority.

Jason Waite




C AT R ET AT R R

Carla Cruz a crescut Tn Portugalia, o tard care, la aceea vreme, trecea printr-o schimbare drastica de la un regim fascist, aflat
sub auspiciile comunismului, spre o democratie liberald, care a aderat la Comunitatea Economica Europeana. Copil fiind, artista
a simtit impactul coplesitor al supravegherii, nu din partea unui grup aflat la putere, ci din partea unui Dumnezeu omniprezent.
Biserica Catolic, precum si revolutia mitica a Garoafelor Rosii din 1974, au avut o imensa influenta asupra educatiei sale. n pofida
apasatorului sistem de valori si comportamente prestabilite, asemenea multor copii, a dezvoltat strategii de rezistenta si evadare.
Tn cuvintele artistei, asta Thseamna Tntr-un anumit fel “a Tntoarce pe toate fetele ideea de autocontrol”, declarénd acele valori ca
fiindu-i straine pentru a reusi sa constientizeze diferenta in continua dezoltare a sinelui. Aceasta forma de , detasare” se desfasoara
ntre limitele sistemelor de control omniprezente si poate fi perceputa ca un spatiu fundamental de experiment pentru dezvoltarea
eului. Astazi, controlul parental progresiv si diversele metode de supraveghere le ofera copiilor un alt mediu de experimentat. Chiar
si notiunea fundamentala de ,a fi Tmpreund” a luat noi forme mediate gratie internetului. Tn acest context, Cruz lucreaza cu un numar
de adolescenti folosindu-se de desen si interviuri ca modalitati de expresie. Pozitia copiilor Tn societate este privita ca un tip de sub-
veghere, deschizand un spectru mai larg de discutii asupra lucrdrilor comunitatii. Jason Waite

“Ma gandeam zilele acestea la notiunea de supraveghere dintr-o perspectiva foucaultiand, ca o paradigma pentru societatea bio-
puterii, centrata Tn jurul panopticonului, si la modul Tn care a avut loc trecerea de la o societate disciplinara care controla corpurile
individuale: fiecare dintre noi a fost instruit, modelat, condamnat la o societate organizata Tn jurul ideii de supraveghere care nu mai
este o simpl& auto-supraveghere. Puterea nu mai este interesata de fiinta individuald, ci de populatie in ansamblu, de specie. In
acelasi timp, Habermas scrie despre sférsitul sferei publice, spatiu Tn care indivizii se Tntalnesc s3 discute rational si sa contureze
o opinie publica (subveghere?), iar Lefort vorbeste despre revolutia democratica — decapitarea Printului (mai exact, a lui Ludovic al
XVII)- care a condus la disolutia indicatorilor de certitudine si la reducerea individului la un simplu numar, un vot mai mult. Ceea ce
ma frapeaza este faptul ca toti vorbesc despre aceelasi lucru, democratia, atat de discutata si pretuita de la Platon la Tocqueville...”
Carla Cruz
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“A child’s play” (2010) "
video
courtesy of the artist

Carla Cruz grew up in Portugal, a place that had recently and suddenly shifted from a fascist regime under communist auspices to a
liberal democracy that joined the Economic European Union, as EU was called back then. As a child, the artist felt the overwhelming
notion of being under surveillance; not of a ruling party, but rather of an omnipresent God. The influence of the Catholic Church had
a great influence on her upbringing, as did the mythical Carnation Revolution of 1974. Despite the overwhelming system of enforced
values and behaviors, Cruz, just like many other children, developed her own strategies for resistance and escape. In the artist’s
words, “turning inside out that self-control,” maintaining those values as exterior to oneself in order to acknowledge the difference
within the continually changing construction of the self. This form of “acting out”, which takes place between the limits of these
omnipresent systems of control, can be seen as an essential site of experiment for the development of the self. Given the increas-
ing parental presence and the ever expanding array of surveillance, kids nowadays have a different environment to explore. Even the
very meaning of “being together” has taken on new mediated forms due to Internet. Within this context, Cruz works with a number
of teenagers, employing drawing and interviews as means of expression. The place of children in society today is seen as a type of
sousveillance, opening up the space for a broader discussion on the community’s workings. Jason Waite

“These days | was thinking of surveillance in a Foucauldian approach, as a paradigm for a society of bio-power, centered around the
Panopticon; its conditions of existence, meaning the shift from a disciplinary society which controlled individual bodies. Each of us was
taken away, trained, bended, moulded and punished by a society organized around surveillance that ended up in self-surveillance. The
power is no longer interested in the singular body, but in the population, in the entire species. More or less at the same time, we have
Habermas writing about the end of the literary public space, where individuals used to meet for rational discussions and building the
public opinion (sousveillance?). Lefort was also talking about the democratic revolution - the beheading of the Prince (actually Louis
XVII's) - the dissolution of the markers of certainty and the abstraction of the individual into a number, a vote that can be counted. It
kind of strikes me that they are all talking about the same issue, which is a democratic one, that everybody from Plato to Tocqueville
has feared and thought of...” Carla Cruz
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DESIRE MACHINE

Colaborarea dintre Sonal Jain si Mriganka Madhukaillya (Desire Machine Collective) exploreaza fisurile fenomenului globalizarii. Cel
»de-al treilea spatiu”, asa cum este el descris de Homi Bhabha, apare acolo unde , provocam limitele sinelui in Tncercarea de a atinge
ceea ce este liminal Tn experienta istorica ". Daily Checkup se desfdsoard in nord-estul Indiei, teritoriu supus unor reglementari
speciale si considerat ca ,zond incomoda”. Zona este controlata prin ,Armed Force Special Power Act”, o lege impusa initial de
puterile coloniale britanice Tmpotriva luptatorilor indieni pentru libertate, care confera fortelor armate autoritatea speciala de a
urmari, aresta si chiar de a omorf orice suspect de terorism. Aceastd masura draconicd a extins domeniul de exercitiu al puterii si
a permis nenumarate asasinate extrajudiciare desemnate drept ,ciocniri”, agresiuni sexuale sdvarsite de fortele armate sau alte
»daune colaterale”. Filmul este realizat Tn mare masura din materialul documentar descoperit Tn statul Manipur, unde, la momentul
respectiv, se desfdsura un protest urias Tmpotriva violului si uciderii tinerei Manorama Devi de catre armata indiana. Acest incident
a declansat proteste publice si represalii din partea aparatului de stat. Imaginile sunt marcate cu stampila securitatii din aeroportul
Guwahati, punctul de tranzitie care functioneaza ca poarta de acces spre aceasta regiune. Patruderea Tnh acest spatiu devine astfel
o forma de paranoia, deoarece aici controlul de securitate este mult mai strict decat Tn alte zone ale Indiei. Este vorba de actiunea
cautarii profunde, de un tip de focalizare a privirii exercitate de stat direct asupra corpului, ca Tn exemplul bio-puterii foucauldiene.
in plus, aceste conditii produc senzatia c3 fiecare reprezinté un potential terorist, expunand de fapt frica profunda pe care statul o
are fata de cetatenii sai.

~Acest video Tsi indreapta atentia asupra politicii memoriei fara a exclude spatiul uitarii. lerarhia dintre amintiri si evenimentele reale
este dizolvata. Memoria colectiva este vazuta ca o reflectie care pleaca de la personal la politic. "Jason Waite

122



COLLECTIVE

(SONAL JAIN AND MRIGANKA MADHUKAILLYA)

"Daily Checkup” (2005)
video installation, 8’
courtesy of the artists

The collaboration between Sonal Jain and Mriganka Mad-
hukaillya, who together form the Desire Machine Collective,
explores the fissures of globalization. This “third space” as
described by Homi Bhabha is where we find a “challenge

to the limits of the self in the act of reaching out to what is
liminal in the historic experience.” “Daily Checkup” is set in
Northeast India, a place governed by special regulations and
deemed “disturbed area.” The area is subject to the Armed
Force Special Power Act a law, first imposed by the colonial
British powers on the Indian freedom fighters, which confers
special powers upon the armed forces to search arrest or even
kill anyone suspected of being a terrorist. This draconian mea-
sure has expanded the range of power resulting in widespread
incidents of extrajudicial killings termed “encounters,” as well
as sexual assaults by the armed forces and other “collateral
damage.” The video is mainly comprised of found footage
from the state of Manipur, where at the time, there was a
huge outcry against the rape and killing of a young woman,
Manorama Devi, by the Indian army. This sparked public pro-
tests and reprisals by the apparatus of the state. The images
are overlaid with the seal of the security check at the Guwa-
hati airport, the transition point that acts as a gateway to this
region. Hence the introduction to the place is one of paranoia,
the security check being more stringent than other areas in
India. It is the intimate action of the search, the focusing of
the gaze of the state directly onto the body as an exemplar of
Foucault’s biopower. More over these conditions produce the
sensation that everyone is a potential terrorist, the exposition
of the state’s own deep seeded fear of its citizens.

“The video looks at the politics of remembering without
excluding the space for forgetting. The hierarchy between
memories and real events is dissolved. The collective memory
of people is seen as a reflection that runs from the personal to
the political.” Jason Waite
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CHELSEA KNIGHT

Palimpsest al coercitiei si al jocurilor de priviri, filmul lui Chelsea Knight creeaza un labirint claus-
trofobic de limbaj, puternic alimentat de o violenta ce aminteste de opera lui Harold Pinter. Pe
masura ce dialogul intersecteaza scenele, naratiuni suprapuse se topesc una n cealaltd, rotindu-
se, scurtcircuitdndu-se, amestecandu-se uneori intr-un soi de cor grec improvizat care recita la
unison. Tehnicile retorice sunt inspirate din US Army Field Manual 22-2-3, un manual militar aparut
Tn 2006 care introducea un nou set de standarde in privinta ,pedepselor crude si neobisnuite”,
incluzand privarea de somn sau diferite pozitii incomode. Cu toate acestea, interesul artistei se
Tndreaptd spre ,indicatiile ceva mai benigne din manual si, in particular, spre cele din sectiunea
privind abordarile emotionale”, care pledeaza pentru crearea de legaturi afective si pentru ma-
nipularea lor de catre interogator pentru a obtine informatia dorita. Cea mai directa reprezentare
a acestei abordari emotionale se regaseste Th confruntarea dintre anchetatorii armatei ameri-
cane, reveniti recent din misiunea Tn Irak. Interpretandu-si rolul pe baza experientei de pe teren,
reprezentatia lor este marcata de raceala si alienarea specifice teatrului epic brechtian. Knight
situeaza paradigma clasica de putere Tntr-un decor domestic, mobilizandu-si propriii parinti ca
»actori” in frecventele dispute familiale pline de tensiuni latente si de afectiune neretinuta si sur-
prinde un instantaneu al unei ,reprezentatii” Tn curs de desfasurare, ndscuta din intimitate. Acest
fel de a contextualiza relatiile umane Tncepe sa dezvaluie dinamica puterii continuta de limbajul
curent si de deceptiile familiale care, la o prima vedere, pot parea banale.

Opera recenta a lui Chelsea Knight este o continuare a unei anchete Tn curs de desfdsurare de-
spre Tncarcerare si despre impactul acesteia asupra corpurilor in captivitate. Utilizand conventiile
teatrale combinate cu scene cotidiene reduse la esentd, forma apare la ea ca o replica extrem de
caustica, Tn care cuvintele devin arme. Cehov spunea: ,Daca introducem o arma de foc Tn primul
act, aceasta se va declansa Tn actul al lll-lea”. Singura certitudine in cazul lui Knight este cd arma
e mereu Tncarcata si gata sa fie utilizata.

Jason Waite
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"The End of All Resistance” (2010)
video, 29’
courtesy of the artist

A palimpsest of coercion and gazes, Chelsea Knight's video constructs a claustrophobic
maze of language deeply embedded within a violence reminiscent of Harold Pinter. As
dialogue crosses scenes, overlapping narratives collapse into one another, revolving and
short circuiting one another, at times coming together in a makeshift Greek Choir reciting
in unison. The rhetorical techniques are derived from the US Army Field Manual 22-2-3,
released in 2006, which introduced a new set of standards for “cruel and unusual pun-
ishment”, including sleep deprivation and various stress positions. The artist’s interest,
however, lies “in the more benign designations of the manual and in particular its section
on emotional approaches,” which advocates the creation of affective bonds which the
interrogator can manipulate in order to extract the targeted information. The most direct
representation of this emotional approach is in the face-off between US army interroga-
tors, both recently returned from serving in Iraq. Their role playing experience in the field
can be traced in their performance, which at the same time is inflected with the distance
and alienation of Brechtian epic theatre. Knight juxtaposes this classical paradigm of pow-
er with a domestic setting, conscripting her own parents as “actors” in familial disputes
rife with latent tensions and unbridled affection, a snapshot of an ongoing “performance”
born of intimacy. This framing of relationships starts to reveal the dynamics of power in
everyday language and familiar deceptions that at first glance may seem trivial.

Knight'’s latest work is a continuation of her ongoing investigation of incarceration and its
affect on the captive bodies. Employing the conventions of theater, conflated with quotid-
ian scenes stripped to their essence, her form emerges as a rapier repartee, words parsed
into weapons. As Chekhov noted, “If you introduce a gun in act one, it will go off in act
three.” With Knight, there is no certainty but the one that the gun is always loaded and
ready to be fired.

Jason Waite
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"Traffic” (2009)
video, 6’
courtesy of the artist
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Gaylan Abdullah Ismail face parte dintr-o tanara generatie de artisti care
lucreaza Tn Irak si ale caror vieti au fost marcate de conflict. In ciuda acestui
fapt, interesul sdu este orientat catre analiza provocarilor cotidiene. Punctul
central al interventiilor sale colective recente s-a indreptat spre intersectiile
orasului Erbil, localizat Tn partea de nord a tarii, cunoscuta si ca Irakul kurd.
Proasta reputatie a zonei vine nu datorita atacurilor cu bomba, ci mai degraba
din cauza numeroaselor accidente rutiere. in acest film, 25 de persoane se
grupeaza Tntr-un sens giratoriu, aranjandu-si scaunele in centru si formand o
situatie neprevazuta. Dupa ce se expun ei insisi pericolului, traficul incepe sa Tsi
modifice cursul, sa Tncetineasca si sa urmeze rutele desemnate. Reprezentand
geometria locului, artistul face vizibile liniile de control. Doar prin adoptarea
acestei atitudini radicale mecanismele statului Tncep Tncet sa functioneze, iar
politia rutiera intra in ,joc” si dirijeaza masinile in jurul cercului format.

Expunerea corpului la conditii precare a reprezentat dintotdeauna un instrument
politic, Tncepand cu protestele publice si mergand pana la greve. Dar Tn acest
caz ,scopurile” grupului, asupra carora putem face doar speculatii, nu sunt leg-
ate de o structura de putere. Sensul pare sa se regdseasca in chiar ideea de
grup. Vizibilitatea unor atribute ca solidaritatea prin actiune cﬂs&j_\@_sau ca
angajamentul fata de sine si fata de ceilalti nu evoca nostalgia unor morente
trecute, ci indica mai degraba spre o noua promisiune a consensului. B
Jason Waite o

e ———

Gaylan Abdullah Ismail is part of a young géneration of artists working in Iraq, whose lives have been circumscribed.by conflict.
Yet, his interest lies in researching the challenges in everyday life. The focal point of his recent works of collective interven-
tion has been the crossroads in the city of Erbil, located in the Northern part of the country known as Kurdish Irag. This site

is infamous not for bombings, but rather for a notoriously big number of traffic accidents. In the video, a group of twenty-five
individuals stream into the busy roundabout, taking up their seats around the center and forming an impromptu “sit-in.” Ulti-
mately putting themselves at risk, the traffic begins to slowly alter its course and follow the designated routes. It is through the
embodiment of this site’s geometry that the artist makes the lines of control visible. Only by occupying this extreme position
does the state apparatus seem to start working, as the traffic police engage in the “game”, directing the cars around the ring.
The exposure of the body to precariousness has long been a political instrument: from public protests to strikes. In this case,
the “aims” of the group, which we can only speculate on, are not linked to a structure of power. The meaning rather seems to
lie in the form of being together itself. The solidarity to collective action, a commitment to oneself and to others: the visibility of
these attributes does not evoke any nostalgia, but rather points toward a new engagement with one another. Jason Waite
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J | N

Asa cum observa Walter Benjamin, ,nu exista niciun act de cultura
care sa nu fie Tn acelasi timp si un act de barbarism”. Coloanele
greco-romane, comune in arhitectura Shanghai-ului, pot fi perce-
pute ca o fantomd Tntr-o carapace, indreptand atentia spre un pat-
rimoniu colonial. Cu toate acestea, Jin Shan, exploreaza o schim-
bare Tn evolutia lor, care pune sub semnul Tntrebarii Tntelegerea
unidimensionald a originilor. Coloanele gonflabile din ,Tired Pil-
lar” stau nemiscate Tn spatiu, ,respirand” usor ca monumentele
delicate ale unei “arhitecturi vii". Acestea nu sunt modelate dupa
contrafortii svelti ai Partenonului, ci mai degraba ca ornamentele
manieriste realizate Tntr-un atelier anonim din China. Deviind de
la cultura copiilor, aceasta forma de arta (re)prezintd un potential
necorupt de istorie, un teren fertil de experiment. La fel ca Riegl,
Jin Shan Tsi indreapta atentia spre suprafata arhitecturala pen-
tru a identifica noua arhitecturd a modernitatii. Latexul copiei
nlocuieste ipsosul originalului, devalorizand si mai mult esenta
obiectului, ldsandu-1 ca o piele fara corp. Asupra acestei suprafate
ondulatorii suntem lasati sa reflectam.

in contextul spatiului expozitional, istoricul Palat Stirbei, ni se
dezvaluie o noud punere Tn scend. Apropierea coloanei de fatada
neoclasicd produce un fel de déja-vu, similar cu sentimen-
tul care apare n timpul schimbarii avioanelor intr-un aeroport
cand notiunile de timp si spatiu sunt estompate de familiaritatea
generala. Lucrarea lui Jin Shan are un rol de liant Tntre realitdti, uti-
lizand o ironie subtila care submineaza orice Tnvaluire de Tnteles.
Jason Waite

S H A N

As Walter Benjamin noted, “there is no document of culture that
is not at the same time a document of barbarism.” The Greco-
Roman columns, common for the built environment of Shanghai,
can be seen as a ghost in a shell, pointing towards the colonial
heritage. However, Jin Shan explores the shift in their devel-
opment, challenging the linear understanding of origins. The
inflatable columns in “Tired Pillar” lie resting in space, gently
“breathing” as soft monuments of “living architecture”. They are
not shaped after the slender buttressing supports of the Parthe-
non, but rather as an idiosyncratic ornament created in some
anonymous Chinese workshop. Unlike the culture of fakes, this
form (re)presents the potential which is not burdened by history,
a fertile terrain for experimentation. Like Riegl, Jin Shan looks
at the architectural surface in order to find the new anatomy of
modernity. The latex of the model replaces the original gesso,
further devaluing the materiality of the object, which becomes a
skin without a body. It is this wavelike surface that we are left to
ponder on.

A further mise-en-scéne unfolds in the context of the exhibition
space, the historical Stirbei Palace. The column’s proximity to the
neoclassical fagcade produces a sort of déja-vu feeling, similar to
the one produced when changing planes in an airport and when a
generic familiarity puzzles both time and space. Jin Shan’s work
has the effect of a hinge: it operates between realities, employing
a subtle irony that subverts any encirclement of meaning.

Jason Waite

"Tired Pillar” (2010)
installation, latex, 350 x 35 x 35 cm
courtesy of the artist

128






MIRKO SMERDEL

“Outside Looking In..."” (2010)
folder, 76 pages, collage, mixed media
courtesy of the artist

Lucrand cu un album cu decupaje si comentarii realizat de un fan
al starului pop ai anilor 1970, Massimo Ranieri, Mirko Smerdel
contestd valoarea kitsch —ului pe care Greenberg o condamna ca
fiind ,0 experientd indirecta ce ofera senzatii falsificate”. Smerdel
repozitioneaza aceasta colectie de artefacte, o acumulare de pa-
tos juvenil sau albume cu dedicatie, nu la rangul unei parodii , fara
valoare”, ci mai degraba ca pe un gest semnificativ ce apare ntr-
o conversatie cu Tnsusi subiectul. Asa cum sugereaz3 si dedicatia
din deschiderea albumului ,Pentru Massimo, cantaretul cel mai
minunat...pentru ca Tsi aminteste intotdeauna cu dragoste de
Betty..." se face o aluzie la un eveniment comun, transformand
acest obiect intr-o forma concretd de schimb. Detindtoarea
,Betty” constientizeaza Tn mod declarat faptul ca albumul nu
este despre Massimo, ci mai degraba pentru Massimo. Accep-
tarea acestui mod de Tntelegere determina aparitia in cadrul
paginilor sale a unui limbaj vizual cu propria gramatica. ,Actul
de subveghere” participa simultan la crearea si expunerea natu-
rii reflexive a celebritatii. in cadrul cultului personalitatii, aparitia
celebritatii influenteaza prezentarea discipolului, care mentine
vigilenta prin intermediul paparazzilor. Totusi, Tn mod paradoxal,
constructia imaginii se bazeaza pe asteptarile observatorului si
se afld la bunul plac al , opiniei publice”. Smerdel extinde notiunea
de subveghere, contestand presupusa pasivitate a spectatorului,
precum si o ierarhie de imagini, pentru a reveni cu o Tntrebare
fundamentala: Cine supravegheaza pe cine?

Jason Waite
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Working with a found album of clippings and commen-

tary by a fan of the 1970s Italian pop star Massimo Ra-
nieri, Mirko Smerdel challenges the value of kitsch that
Greenberg condemned as “vicarious experience and faked
sensations.” Smerdel re-posits this collection of artifacts,
an accumulation of juvenile affectation or votive holy cards,
rather a meaningful gesture that partakes in a conversa-
tion with the subject himself than a “debased” pastiche. As
the dedication in the beginning suggests - “To Massimo, the
most wonderful singer ...because he always remembers
lovingly of Betty...” -, there is an allusion to a shared event,
transforming this object into a tangible form of exchange.
The collector, “Betty,” is aware that the book is not about
Massimo, but rather for Massimo. Through this lens, a
visual language with its own grammar begins to emerge
among the pages. The “sousveillant act” simultaneously
participates in and exposes the reflexive nature of celebrity.
In the cult of personality, the appearance of the celebrity
influences the presentation of the devotee, who maintains

a watchfulness through the intermediary of the paparazzi.
Paradoxically, however, the construction of the image is
based on the observer’s expectations and is at the behest
of “public opinion.” Smerdel expands the notion of sousveil-
lance, contesting the presumed passivity of the spectator as
well as the hierarchy of images, just to revisit the funda-
mental question: Who is watching whom?

Jason Waite
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OLIVER RESSLER

"What is Democracy?” (2009)
8-channel video installation
courtesy of the artist

What is democracy?” este de fapt o dubld ntrebare. Pe de o
parte, intrebarea se referd la statutul actual al democratiilor par-
lamentare reprezentative, examinate critic Tn acest proiect. Pe de
alta parte, urmareste mai multe abordari asupra modului Tn care
ar putea arata un sistem mai democratic si care sunt formele
organizationale pe care le-ar putea adopta.

Proiectul a repetat Tntrebarea ,Ce este democratia?” fatd de
numerosi activisti si analisti politici din 18 orase din intreaga lume,
Amsterdam, Berkeley, Berlin, Berna, Budapesta, Copenhagan,
Londra, Melbourne, Moscova, New York, Paris, Rostock, San
Francisco, Sydney, Taipei, Tel Aviv, Salonic si Varsovia.

Interviurile video au fost Tnregistrate Tnca din ianuarie 2007. Cu
toate ca persoanele intervievate au fost Tntrebate acelasi lucru,
rezultatul a deschis o multime de perspective si puncte de vedere
diferite apartindnd unor oameni care trdiesc Th state de obicei
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etichetate ca ,democratii”.

Acest grup de interviuri este punctul de pornire pentru opt filme,
prezentate intr-o instalatie pe 8 canale video. Instalatia (re)prezinta
un fel de analiza globala despre crizele politice profunde ale mod-
elului democratic occidental. Tntr-unul dintre filme, Adam Ostolski
(Varsovia) explica faptul ca initial ,ideea moderna de democratie a
fost legata de notiunea de progres”, iar statele parlamentare ,au
manifestat tendinta de a deveni din ce Th ce mai democratice prin
includerea unor noi tipuri de actori politici, precum muncitorii si
femeile [...] Dar, din anii 1980, odata cu trendul neoliberal Tn politica
si economie, ne confruntam cu un regres al democratiei.” Lize Mo-
gel (New York) observa ca situatia s-a schimbat atat de mult, Tncat
atunci cand vorbim astazi despre democratia reprezentativa ,nu
ne referim neaparat la reprezentarea indivizilor, ci mai degraba
a capitalului”. Nikos Panagos (Salonic) afirma chiar faptul ca



,reprezentativitatea si democratia sunt doi termeni incompatibili.
Prin urmare, sistemul actual nu se poate sub nicio forma numi
democratie. Este doar o forma sofisticatd de oligarhie.” Lisa
Gray-Garcia (San Francisco) pare sa fie de acord cu acest lucru,
atunci cand eticheteazd democratia reprezentativa drept ,falsa
democratie”. In timp ce unii subiecti din aceste filme 1si elaboreaza
ideile cu privire la democratia directa sau la procesul decizional al
comunitatilor indigene, David McNeill (Sydney) ridica o problema
importanta. Mai are sens sa ,continudm contestarea dreptului
detinerii si definirii termenului democratie” sau acesta ,a devenit
atat de corupt si profanat de conservatorii care revendica dreptul
de proprietate asupra sa, incat cel mai bine s-ar renunta la el"?
Instalatia video pe 8 canale discutd notiunea contestatda de
»democratie”, utilizatd n mod abuziv Tn vederea mentinerii ordinii
de catre cei aflati la putere. Nu se poate ignora faptul ca democratia
reprezintd Tnca un ideal pe care sutele de milioane de oameni din
Sud doresc sa 1l atinga. Astazi pare aproape imposibil sa ne into-
arcem Tmpotriva democratiei, cu toate ca este o notiune tot mai
goala de continut. O posibild strategie ar putea ncerca sa confere
»democratiei” un nou Tnteles. Tn acest sens, instalatia prezintd un
discurs multi-stratificat despre democratie, exprimand o gama
larga de opinii care merg dincolo de granitele statelor-natiune si
a continentelor.

Oliver Ressler

“What is democracy?” is in fact a double question. On the one
hand, the question relates to the current conditions of the parlia-
mentary representative democracies that are critically scrutinized
by this project. On the other hand, the question traces different
approaches to what a more democratic system might look like
and which organizational forms it may require.

The project addressed numerous activists and political analysts in
18 cities around the world - Amsterdam, Berkeley, Berlin, Bern,
Budapest, Copenhagen, London, Melbourne, Moscow, New York,
Paris, Rostock, San Francisco, Sydney, Taipei, Tel Aviv, Thessa-
loniki and Warsaw - one question: “What is democracy?”.

The video interviews have been recorded since January 2007.
Even though all subjects were asked the same question, the re-
sult was a multiplicity of different perspectives and viewpoints of
people living in states that are usually labeled as “democracies”.
This pool of interviews builds the starting point for eight videos,
which are presented in an 8-channel video installation. The instal-
lation (re)presents a kind of global analysis of the deep political
crises of the Western democratic model. In one video, Adam
Ostolski (Warsaw) explains that “the modern idea of democracy
was originally connected to the notion of progress” and that
parliamentary states “had some tendency to become more and
more democratic by including new types of political actors, such
as workers and women. [...] But since the 1980s, given the neo-
liberal trend in politics and economy, we have a regression of
democracy.” Lize Mogel (New York) notes that the situation has
evolved in such a way that, when you think about representative
democracy today “you are not necessarily talking about individu-
als being represented, but more capital being represented.” Nikos
Panagos (Thessaloniki) even argues that “representation and
democracy are incompatible terms. Therefore, under no circum-
stances could the present system be called a democracy. It is just
a sophisticated form of oligarchy.” Lisa Gray-Garcia (San Fran-
cisco) seems to agree with Panagos, labelling the representative
democracy as a “fake-democracy”. While some of the subjects
featured in the videos develop their ideas of direct democracy and
decision-making processes in indigenous communities, David
McNeill (Sydney) raises an important issue. Does it makes sense
“to continue contesting the right of owning and defining the very
term democracy” or “has it become so corrupted and polluted by
the conservatives, that it would better be given up.”

The 8-channel video installation tackles the controversial no-

tion of “democracy”, which is being misused by the powerful to
maintain order. At the same time, “democracy” still represents
an ideal that hundreds of million people in the South desperately
are trying to reach. Nowadays, it may almost seem impossible to
stand against “democracy”, even if it is turning into a vacuum. A
potential strategy might be assigning the so-called “democracy”
a new meaning. In this sense, the installation presents a multi-
layered discourse on democracy, opening a broad field of opinions
that go beyond the borders of nation-states and continents.
Oliver Ressler
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MARIE VOIGNIER

n peisajul mediatic in care presa este vizuta ca principalul canal de transmitere, Marie Voiginer ia in dezbatere un proces abominabil. E mai
putin interesata de faptele propriu-zise, cat de cercetarea in sine. Josef Fritzel, barbatul care si-a Tnchis fiica intr-o pivnita mai bine de 20
de ani, fiind totodata si tatal celor sapte copii ai acesteia, a fost trimis n judecata in orasul Amstetten. Timp de patru zile, spectacolul a fost
subiectul central al presei internationale. Totusi, aceasta industrie dominata de imagine s-a confruntat cu o problema: in vreme ce familia
era feritd de lumina reflectoarelor, iar acuzatul isi ascundea fata Tn spatele unei benzi albastre asa cum permite legea austriaca, din poveste
lipseau personajele principale. Procesul s-a desfasurat cu usile inchise si singura reprezentare a evenimentului a constat in imaginea
statica a tribunalului. Inarmati cu aparate de filmat, dar fara nimic de Tnregistrat, intr-o incercare disperata de a produce audientele dorite,
reporterii au ajuns sd umple golul cu propria imagine. Mai exact, presa a nceput sa se Tnscrie Th poveste, dezvaluind printr-o prezentare
neobisnuitd modul Tn care se construiesc imaginile. Voignier surprinde aceasta constructie reflexiva a scenelor pe masura ce camerele se
concentreaza asupra propriilor reprezentari. Aici nu este vorba despre cinévérité. Cei care transmit informatia se transforma n regizori:
aranjeaza corpurile, unghiurile de filmat, expresiile, dirijeaza o reprezentatie a vizualului Tn care observatorii devin participanti constienti ai
acestui impresionant show. Aceasta concentrare asupra sinelui, diferitd de Tncercarea de identificare cu celalalt, ofera in mod suprinzator
posibilitatea, asa cum subliniaza Adorno, ,de a smulge a priori colectivitatea [publicul] din mecanismele inconstientului”. Subvegherea pe
care presa o foloseste atunci cand Tsi simte expusa propria dependenta fata de imagini si informatie, arata cum un fel foarte ciudat de auto-
cunoastere poate sa capete potential de emancipare.

Jason Waite

"Hearing the Shape of the Drum” (2010) - video 17’
courtesy of the artist

In the mediated landscape of information, to which press has become the mere conduit for events, Marie Voignier covers the coverage
of an infamous court case. She is less concerned about the search for facts than about the search itself. Josef Fritzel, who imprisoned
his daughter in a cellar for over 20 years and fathered her seven children, went on trial in the town of Amstetten. The four-day spec-
tacle became the focus of international media. In this image dominated industry, one problem was raised: since the family sheltered
from the limelight and the protagonist hid his face behind a blue binder, as the Austrian law permitted, the narrative was missing its
own characters. The trial closed to the media and the sole representation of the event was the static architecture of the courthouse.
Armed with cameras and nothing to film, the media itself began to fill the void, in a desperate attempt to produce the targeted hours
of content. Essentially, the media began to introduce themselves into the story, creating what would be a rare example of expos-

ing the events behind the creation of images. Voignier captures this reflexive construction of scenes, as the lens turns towards the
other lens. It becomes clear that this is no cinéma vérité. Those who document also begin to direct: disposing the bodies, deciding the
angles and the expressions, orchestrating a scopic performance where the observers become conscious participants in this Potemkin
village. This focus on presenting the self in opposition to the attempt of identification with one another surprisingly offers the pos-
sibility, as Adorno states, “to wrest [the public’] a priori collectivity from the mechanisms of unconscious.” The sousveillant attitude
the media employs in reaction to a situation that exposes its own dependence on images and information, provides a rather bizarre
self-awareness laced with an emancipatory potential.

Jason Waite
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RUTI SELA & MAAYAN AMIR

“Beyond Guilt #2” (2004)
video, 18’
courtesy of the artists

Artistii se Tncredinteaza unor spatii nevazute si nerestrictionat
liminale ale societatii, toalete ale unor cluburi de noapte si ca-
mere de hotel ieftine, Tharmati doar cu o camera video si pro-
pria vulnerabilitate. Trilogia ,,Beyond Guilt” cerceteaza punctele
sensibile ale website-urilor matrimoniale israeliene. Tn a doua
parte, Ruti Sela si Maayan Amir discuta cu oameni pe internet
si 1i invita Tntr-o camera de hotel la intervale regulate. Tn intro-
ducere, filmul dezvaluie fetele ascunse n spatele numelor alese
de pe ecran —“truth_master,” “man34,” and “kill_bill"— disipand
spatiul dintre imagine si realitate si distribuindu-l fara nicio
pretentie de anonimat. Aflandu-se Tn vizorul camerei (o obiec-
tivare ce repozitioneaza rolurile de gen traditionale si un ntreg
mecanism de control), oaspetii se dezbraca, dezvaluindu-si nu
doar dorintele, ci spunand si anecdote din timpului serviciului
militar. Usurinta cu care discutia se mutd de la fanteziile se-
xuale la teritoriile de patrulare ofera o privire asupra unui psihic
n cazul cdruia starea perpetua de luptd se mentine aproape de
suprafata. n aceste momente intime, artistii nu rdman obser-
vatori pasivi, ci sunt mai degrabd participanti activi plasandu-se
Tmpreuna cu aparatul de filmat Tn pozitii riscante. Cu cat patrund
mai adanc Tntr-o realitate paralela (si noi alaturi de ei), mecani-
smele intrinseci de aparare par sa-si piarda forta, ldsand loc unui
spatiu al divulgarii, asemanator cu un cel al unui confesional,
unde naratiunile, la Tnceput reprimate, ies la lumina. Tn acest
spatiu Tn care adevarul este complet dezvaluit, ne Tntrebdm ce
altceva se mai petrece Tn momentele de tacere.

Jason Waite

Artists thrust into the unseen and unrestricted liminal spaces
of society; in nightclub toilets and cheap hotel rooms, armed
with a video camera and their vulnerability only. The trilogy
“Beyond Guilt” probes the soft underbelly of Israel’s websites
for erotic encounters. In the second chapter, Ruti Sela and
Maayan Amir chat over the Internet with various men, inviting
them to a hotel room on a regular schedule. The introduc-
tion of the video exhibits the faces behind the chosen screen
names - “truth_master,” “man34,” and “kill_bill” -, collapsing
the space between image and reality and dispersing any pre-
tence of anonymity. Finding themselves under the gaze of the
lens (an objectification that repositions traditional gender roles
and an entire apparatus of control), the guests disrobe, reveal-
ing not only their desires, but also anecdotes from their mili-
tary service. The conversation shift from sexual fantasies to
patrolling territories provides a glimpse of a particular psyche:
the state of perpetual war lies just beneath the surface. In
these intimate moments, artists are far from being passive
observers; they rather engage the other participants, choosing
precarious positions for themselves and their cameras. The
further they (and us) go down the rabbit hole, the so-called in-
trinsic defense mechanisms seem to fall apart. What emerges
is a space of disclosure, very akin to the confessional. A space
where the narratives, coaxed out during recess times, come
to light. It is here where truth is laid bare and one begins to
wonder what else happens in the silent intervals.

Jason Waite
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FILM

PROF. UNIV. DR. LAURENTIU DAMIAN

Police the police... iatd un demers la care participd si filmul
studentesc din Universitatea de Artd Teatrald si Cinematografica
I.L.Caragiale - Bucuresti. Viziunea plastic va fi asadar Tnsotita si
de o viziune filmica. Si aldturi de studenti, va fi prezent unul dintre
cei mai importanti regizori ai ,noului val”, Corneliu Porumboiu, cu
.Politist, adjectiv”, film parca scris pentru tema ,supraveghere”. Nu
stiu cati politisti Tn uniforma veti vedea Tn filmele de scurt metraj
care poartd marca regizorald Mircea Veroiu, Catalin Mitulescu, Mi-
hai Chirild, Vlad Lomnasan, Florin lepan, lulia Ruging, Victor lon,
Tudor Petremarin, dar sentimentul de supraveghere exista plenar.
Mai existd angoasd, alienare, neincredere n cei care ar trebui sa te
protejeze... ganduri filmice sau chiar cosmaruril

Cand supravegherea va deveni ocrotitoare si atat, inseamna c3 oa-
menii au cdpatat un plus de... luciditate!

Police the police... is a proposition which connects students’ films
from the University of Theatrical Art and Cinema “l.L.Caragiale”
- Bucharest. The plastic vision will therefore be accompanied by
a filmic one. Along with the students, there is one of the most
important film directors of the so-called “new wave” in Romanian
cinema, Corneliu Porumboiu, whose “Police, Adjective” seems

to have been dedicated to “surveillance”. | don’t know how many
policemen in uniforms you'll be able to see in the short films of
Mircea Veroiu, Catalin Mitulescu, Mihai Chirila, Vlad Lomnasan,
lulia Ruging, Victor lon, Tudor Petremarin, but the feeling of sur-
veillance is unmistakably present. There is also anguish, alien-
ation, distrust for those meant to protect... filmic imagery or even
nightmares! When surveillance becomes protective and nothing
more, it means that people have gained a plus of... awareness!
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»A tulip that lost its mind”
MIHAI CHIRILA &
Courtesy of the artist

A\ 4 A\ 4
»Grigore and Marieta”
10'22", 1996
Courtesy of the artist

wIraffic Rules”
VI I R I N 20'27”, 2010
Courtesy of the artist
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TUDOR LUCACIU g’z"s:’m 2

otz CATALIN MITULESCU

TUDOR PETREMARIN &0
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s CORNELIU PORUMBOIU

| don't hnl.l'ﬁuy looked lke, Mom...

1 didn’t see them.

® nFriday around 11"
IULIA RUGINA oo
Courtesy of the artist

Where else did you feel pain?

n»The circle”
9'23", 1968
Courtesy of the artist




FOTOJURNALISM




Police protests (for Cotidianul) (2008)
MIRCEA RESTEA &
courtesy of the artist

Children’s protest for stoping the Gaza war (2009)
DRAGOS TOADER &
courtesy of the artist
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Oath, Police Academy Alexandru loan Cuza
ANDREI PUNGOVSCH| &b
courtesy of the artist

Winter traditional celebrations, carnival,
IOANA MOLDOVAN s
digital photograpﬁy; courtesy of the artist




\Y}
Caracal military prison (2007)
PETRUT CALINESCU 5%
: courtesy of the artist

The Belgrade citizens celebrate Yugoslavian president Slobodan
Milosevié's resignation after the massive protests on October 5 2002
Digital photography; courtesy of the artist
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ALDO GIANNOTTI

Born in Genova, ltaly, 1977. Lives and works in Vienna.

STEFANO GIURIATI

Born in ltaly, 1966. Lives and works in Munich.

SELECTED SOLO EXHIBITIONS

2009/2010 - FORUM STADTPARK, Graz, Austria / double show;
2008 - ITALIAN SQUARE, das weisse haus, Vienna, Austria; SLOT
MACHINE, KOR - Public Art Vienna, Vienna, Austria; AN ANGLE OF
180 DEGREES IS A STRAIGHT LINE OR HALF A CIRCLE, Galeria Rosa
Santos, Valencia, Spain; 2007 - FEW STEPS TOWARD REDEMPTION,
nt art gallery, Bologna, Italy; SHUFFLE, Spiegel, Munich, Germany;
2006 - NCVIL '8, nt art gallery , Bologna, Italy; M.I.R GEHT 'S
BESSER, Fruchthalle Kaiserslautern, Germany.

SELECTED GROUP EXHIBITIONS

2009/2010 - Galleria Galica, Milano, Italy; COLLECTIVE BODY,
Vienna, Austria; IN BETWEEN. AUSTRIA CONTEMPORARY,
Kunstgalerie Split ; VIDEO IN PROGRESS 3, Ljubljana, Slovenia;
IMAGINEERING, Graz, Austria; STADT IM FLUSS, Esslingen;
FLAVORS OF AUSTRIA, The Art Foundation, Athens. Greece;
UNFESTE VERBINDUNGEN, Galerie Robert Kastowsky, Vienna,
Austria; STAND BY YOUR MAN, Filmmuseum, Vienna, Austria; 2008
-KOSTRUIERTE WIRKLICHKEITEN, Fotogalerie WUK, Vienna, Austria;
VIDEOART YEARBOOK, Parallel Events to Manifesta 7, Galleria
Civica di Arte Contemporanea, Trento / Collective; un.SICHTBAR,
00-Landesausstellung, Villa Deutsch, Strobl, Austria; VIDEOART
YEARBOOK 2008, Bologna, Italy; MEDIA FORUM 2008, Oktyabr
Kino, Moskau, Russia / Filmfestival; FULLFRAME FESTIVAL,
Gartenbaukino, Wien, Austria / Filmfestival POLITICS, Kiinstlerhaus,
Dortmund, Germany; CARABINIERI, Artothek, Munich, Germany.

CONTACT: studio@aldogiannotti.com

ALEXANDRA CROITORU

Born in Bucharest, Romania, 1975.

SELECTED SOLO EXHIBITIONS

2009 - A Fresco for Romania (with Stefan Tiron), Plan B Gallery, Berlin,
Germany. RE-, Galleri Tom Christoffersen. Copenhagen, Denmark;
2007 - A Work about Work and a Duel to the Death, FUTURA Centre
for Contemporary Art, Prague, Czech Republic; An Exhibition on
Photography, Andreiana Mihail Gallery, Bucharest, Romania; No Photo,
Siemens_artLab, Wien, Austria; A PRELIMINARY REPORT on the
past and present use of psychotronic weapons of mass destruction in
Romania (performance with Stefan Tiron), The National Museum of
Art, Bucharest, Romania; 2006 - Another Black Site (with Stefan Tiron),
Galeria Plan B, Cluj, Romania.

SELECTED GROUP EXHIBITIONS

2010 - Ce qui vient Les Ateliers de Rennes — Biennale d'Art
Contemporain, Rennes, France.The Haifa Mediterranean Biennale,
Haifa. Brave New World, Mudam, Luxembourg; Berlin Show #2,

Plan B Gallery, Berlin, Germany. Gender Check, MUMOK, Vienna &
Zacheta National Gallery of Art, Warsaw, Poland; 2009 - History,
Memory, Identity: contemporary photography from Eastern Europe,
Fondazione Cassa di Risparmio di Modena, Modena, Italy. Invisible
Body: Conspicuous Mind, The Luckman Gallery, California State
University, Los Angeles, USA. Sketches for a Project, lokal_30_
warszawa_london_project, London. Grenzenlos, CNDB, Bucuresti &
Muzeul National Brukenthal / Galeria de Arta Contemporana, Sibiu,
Romania. 2. Art Biennale Sector, Katowice. Translation Paradoxes
and Misunderstandings, Shedhalle, Zurich, Switzerland. SOFT
MANIPULATION. Who Is Afraid of the New Now? Casino Luxembourg
— Forum d'Art Contemporain, Luxembourg. 2008 & Stiftelsen 3,14,
Bergen, Norway; 2008 - Strategies for Concealing, C-Space, Beijing,
China; PANCEVO REPUBLIC!” 13th Art Biennial Pancevo; Don't Worry
— Be Curious!, Casino Luxembourg — Forum d'Art Contemporain,
Luxembourg; Nuit de 'Europe / Rencontre d’Arles, Arles; The World
is Flat (with Stefan Tiron & Mircea Nicolae), Overgaden — Institute of
Contemporary Art, Copenhagen, Denmark.

CONTACT: alexandracroitoru@hotmail.com

LEVENTE BENEDEK

Born in Odorheiu Secuiesc, Romania, 1983.

SELECTED SOLO EXHIBITIONS

2008 - Euromaniac, Atelier35, Bucharest, Romania; 2007 - Peripheries,
Aux Anges, Cluj Napoca, Romania; G. Cultural Association, Odorheiu
Secuiesc, Romania; 2005 - café Papillon (Rubin Foundation), Timisoara,
Romania; Korunk Gallery, Cluj Napoca, Romania.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); 2008 - Estetica autodistrugerii, Timisoara
French Cultural Centre; 2006 — ADOGI - International Miniprint Festival,
Cadaques, Spain; Scena, Timigoara National Theatre; Pro Armia Gallery,
Timisoara, Romania; 2005 — Artaeartafoundation, Intercontinental
Hotel- Bucharest, Romania; TER-KEP, Art Gallery, Odorheiu Secuiesc,
Romania; Ariadnae, Targu Mures, Romania; Studentfest, Piata Unirii
(instalation)-Timigoara, Romania.

CONTACT: anoraknophobik@yahoo.com

THE BLUE NOSES GROUP

Founded in 1999

VIACHESLAV MIZIN

Born in Novosibirsk, Russia in 1962. Lives and works in Novosibirsk
and Moscow.

ALEXANDER SHABUROV

Born in Berezovsky, Sverdlovsk Region, Russia in 1965. Lives and
works in Ekaterinburg and Moscow.

SELECTED SOLO EXHIBITIONS

2009 - The Proletarian conceptualism/How to make saleable works
of art in the most economical way. M&J Guelman Gallery. Winzavod.
Moscow, Russia; Blue Noses, Tallinn City Gallery. Tallinn. Estonia;
Blue Noses, Art Issue project, Beijing, China; 2007 - Naked Truth.
M&J Guelman Gallery, Moscow, Russia; Mind Games (together with
llia Chichkan). Galerie IN SITU Fabienne Leclerc, Paris, France; Mind
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Games (together with Ilia Chichkan). M. Guelman Gallery (new space
Winzavod), Moscow, Russia; Fucking Fascism. M. Guelman Gallery,
Moscow; 2006 - Kitchen suprematism. In the programme of 6th
Moscow Fotobiennale. House of journalist, Moscow, Russia; Casual
concurrences. M. Guelman Gallery, Moscow, Russia; Blue Noses.
Kunstverein Rosenheim, Munich, Germany; Blue Noses. Galeria Brito
Cimino, San Paulo, Brazil.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); 2009 - Lap-horse video. Kuryokhin Centre.
St-Petersburg; Russian Povera. Special project of Moscow biennale of
Contemporary Art, Red October. Moscow, Russia; Art-Moscow-2009.
International Fair of Contemporary Art. Central House of Artists.
Moscow, Russia; B.U.Kashkin Museum. Main project of Moscow
biennale of Contemporary Art. Garage. Moscow, Russia; Theatre
Confrontations. Theatre festival. Centre of culture in Lublin, Lublin,
Poland; 2008 - Thaw. 15 years of M. Guelman Gallery. Chelsea Art
Museum, New York, USA; ARCO'08, Madrid; Russian povera, PERMM,
Perm, Russia; 2007 - Sots-Art. Political Art in Russia. Maison Rouge,
Paris, FIAC'07, Cour Carre du Louvre, Paris, France ; Marat’s Choice.
Special project of Marat Guelman Foundation within the 2nd Moscow
Biennale. Russian State Museum of Contemporary History, Moscow,
Russia.

CONTACT: shaburov@gmail.ru; office@knollgalerie.at

CARLA AHLANDER

Bomnin 1966, in Lund, Sweden.

Lives and works in Berlin.

SELECTED SOLO EXHIBITIONS

2008 - Terrain, Galerie Andreas Huber, Vienna; In progress, SAIR, Jyderup,
Denmark; In proportion as the exploitation of one individual by another will
be put to an end, the exploitation of one nation by another will also be put to
anend. K Marx 1847, Sculpture Park, Sélyst, Jyderup, Denmark (with Gernot
Wieland); 2007 - Brunnenhalle, Brunnenhalle, Bad Ems, Germany; Kompact
Living Space, Berlin, Germany (with Ivan Seal); Kompact Living Space,

Berlin, Germany (with Ivan Seal); 2006 - Galerie Andreas Huber,Vienna,
Austria; 2005 - Modelle fiir eine gewisse Ordnung - Berliner Meldestellen,
Deutschlandhaus, Bundeszentrale fiir politische Bildung, Berlin, Germany;
SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Romania (curator Mica
Gherghescu); Derridas Katze... que donc je suis (a suivre), Kunstraum
Kreuzberg, Berlin, Germany (curator Alice Goudsmit); 2009 - Zeigen,
Temporére Kunsthalle, Berlin, Germany (curator Karin Sander); Immortality,
TENT - Center for visual arts, Rotterdam, Netherland (curated by Fatos
Ustek); Collaboration, Autocenter, Berlin, Germany (curated by Gernot
Wieland); Myths of change, Jessica Silverman Gallery, San Francisco,

USA; 2008 - Nothing to Declare - Bodensee-Triennale, Zeppelin-Museum,
Friedrichshafen/Palais Thurn und Taxis, Bregenz, Austria (curated by Baraby
Drabble, Dorothee Messmer and Sibylle Omlin) (cat); After all we look the
same, Galerie Andreas Huber, Vienna, Austria; Expanded Lines, Galerie 5020,
Salzburg, Austria; Fiktion, Namation, Struktur, Artnews Projects, Berlin,
Germany; 3xF, Heinrich Boll-Stiftung, Rostock, Germany (curated by Judith
Metz).

CONTACT: cahlander@aol.com

CHTO DELAT? / WHAT IS TO BE DONE?

Workgroup founded in 2003 in Petersburg. Olga Egorova/Tsaplya
(artist, Petersburg); Artiom Magun (philosopher, Petersburg);

Nikolai Oleinikov (artist, Moscow); Natalia Pershina/Glucklya (artist,
Petersburg); Alexei Penzin (philosopher, Moscow); David Riff (art critic,
Moscow); Alexander Skidan (poet, critic, Petersburg); Kirill Shuvalov
(artist, Petersburg); Oxana Timofeeva (philosopher, Moscow); Dmitry
Vilensky (artist, Petersburg).

CONTACT: dmvilen@gmail.com

CHRISTOPH WACHTER

Born in Zurich, Switzerland. Lives and works in Berlin.

MATHIAS JU

Born in Zurich, Switzerland. Lives and works in Berlin.

SELECTED GROUP EXHIBITIONS

2010 - 4th Biennial of Young Artists, Bucharest, Romania (curator
Mica Gherghescu); 2009 - Weisman Art Museum, Minneapolis,
USA; NCCA - National Center for Contemporary Art, Moscow,
Russia; Complesso Monumentale di San Michele a Ripa Grande,
Rome, Italy; Kunstmuseum Bonn, Bonn, Germany; Wilhelm-Hack
Museum, Ludwigshafen, Germany; Kunsthalle Dominikanerkirche,
Osnabriick, Germany; CynetART, Dresden, Germany; University of
California, Berkeley, USA; University of Minnesota, Minneapolis,
USA; University at Buffalo, NY, USA; Academy of Media Arts,
Cologne, Germany; 2008 - Kunsthaus Dresden, Dresden, Germany;
Sponsoring Award of the Saxon Ministry of Science and the Fine
Arts, Germany; Galerie5020, Salzburg, Austria; NGBK - Neue
Gesellschaft Bildende Kunst, Berlin, Germany

D21, Leipzig, Germany; Kunstraum Walcheturm, Zurich, Switzerland;
Werkleitz, Halle (Saale), Germany; Galerie |G Bildende Kunst, Vienna,
Austria; Manchester Art Gallery, Futuresonic, Manchester, UK
(Commissioned Work); Piet Zwart Institut, Rotterdam, Netherlands; V2,
Rotterdam, Netherlands; Liedts-Meesen Foundation, Gent, Belgium;
Transmediale, Berlin, Germany (Honourable Mention).

CONTACT: contact@wachter-jud.net

NEMES CSABA

Born in Kisvarda, Hungary,1966. Lives and works in Budapest.
SELECTED SOLO EXHIBITIONS

2009 - The Last House, Vartai Gallery, Vilnius, Lituania; Jeden Tag ist
1956 (Everyday56), Knoll Gallery Vienna; Puhdnyok-Mindennap56
(Softies-Everyday56), Knoll Gallery Budapest; 2007 - Remake, Kiscelli
Muzeum, Budapest; Remake, Pavillon, Wels, Austria; Remake, Knoll
Galéria, Budapest; 2006 - Knoll Galerie, Vienna, Afrikai Nap (Sun in

Africa), Menii Pont Galéria, Miicsarnok, Budapest.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Romania (curator

Mica Gherghescu); 2009 - 1989 - Year of Miracles - Austria and the

End of the Cold War, Austrian Cultural Forum, New York, USA; Kéztes
id6: a galéria (Interval: the Gallery), Dorottya Galéria, Budapest,
Hungary; Ausgewahlt 10 Jahre (Choosed 10 Years), rotor, Graz,
Austria; Kis magyar pornografia (Small Hungarian Pornography),
Modem, Debrecen, Hungary, ; 2008 - Revolution | Love You - 1968 in
Art, Politics and Philosophy, International Project Space, Birmingham,
UK; Forradalom szeretlek: 1968 a m(ivészetben, a politikdban és
afilozdfidban (Revolution | Love You - 1968 in Art, Politics and
Philosophy), Trafé, Budapest, Hungary; Family Affairs, Kunstverein,
Ulm, Germany; Revolution | Love You - 1968 in Art, Politics and
Philosophy, CACT-Contemporary Art Center of Thessaloniki, Greece;
Mint a mozi (Like Movie) — Ludwig Mtzeum, Budapest, Hungary; Rehab
— Labor, Budapest, Hungary; Ez a véros egy tavoli bolyg6? (Is this Town
a Remote Planet?)- Knoll Galéria, Budapest, Hungary.

CONTACT: nemes.csaba@gmail.com

DAVID BOHM

Born in Prague, Czech Republic, 1982.

JIRI FRANTA

Born in Prague, Czech Republic, 1978.

Both work and live in Prague, Czech Republic

SELECTED SOLO EXHIBITIONS

2010 - Murale, festival Kregi sztuki / gallery Szara, Ciszyn, Poland;
Nearly nothing is complete/ Karlin Sudios, Prague, Czech Republic;
Vedlejsi efekt / 207 gallery AAAD, Prague; The real vision, not to
remember the future/ gallery Sokolovska 26, Ostrava; Vedlejsi efekt/
gallery Cella, Opava, Czech Republic; Rizky, Format 1/ Langhans
gallery, Prague, Czech Republic; 2009 - What would you say if you
could/ Fresh air gallery Pilsner; Untitled, untitled/ cafe Unicorn Klatovy,
Czech Republic; Out of nowhere/ Gallery G99 Brno; 2008 - Many
possibility not much reasons/ gallery Pida Jihlava, Czech Republic ;
Call all Artist — wooloo festival/ Berlin, Germany; Easy givennes/ Gallery
Austrian culture center Prague, Czech Republic/ space of ex petrol
station Slany; Eltit/ gallery 35M2 Prague, Czech Republic; koZenka -
leatherette / gallery Dole Ostrava, Czech Republic.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Romania (curator Mica
Gherghescu); Action Zet / Emil Filla gallery, Usti nad Labem; 2009 -
After velvet / city gallery Prague, Czech Republic; JindFich Chalupecky
award final 09 / DOX/ Prague, Czech Repubilic; Ribba (30x40) / Gallery
Kabinet / Brno; Together with Jifi Franta and D.L.V.0. Institut, Subvision
kunst festival / Hamburg Germany; 2008 - intro 518 ted' 69 ted' * ted’
180 bonus q track! / Karlin studio Prague; Artprague festival / Prague;
Docasny dtikaz / curator Jiri Ptacek / pavilon E fléra Olomouc; Ctihodna
periferie / curator Jiri Ptacek / gallery Slavie Nachod, Czech Republic.

CONTACT: davidbohm1@gmail.com/ jirifrantal @gmail.com

diSTRUKTURA

MILAN BOSNIC

Bornin1969. |

MILICA MILICEVIC

Bornin 1979.

Both live and work in Belgrade.

SELECTED SOLO EXHIBITIONS

2010 - Raum fir Kunst und Natur, Bonn, Germany; Working Title,
Nova Gallery, Belgrade; 2009 - June, Urban Utopia, Gallery ‘Beograd',
Belgrade, Serbia; Face to Face, Photon Gallery, Ljubljana, Slovenia;
Urban Utopia, Plevnik - Kronkowska Gallery, Celje, Slovenia; 2008
-.November, Facing Finland, KulttuuriKauppila, li, Finland; 2007 -
Likovni Salon Celje, Celje, Slovenia, Significant Other — Joint Venture,
Remont Gallery, Belgrade, Serbia.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Romania (curator
Mica Gherghescu); 2009 -.Inauguration exhibition at Nova Gallery,
Belgrade; Belgrade Non-Places, Salon of the Museum of Contemporary
Art, Belgrade; Photonic Moments IV, Magacin in Kraljevica Marka,
Belgrade; Telenor Collection of the Serbian Modern Art, Cultural
Centre, Vrsac, Serbia; Telenor Collection,Museum of Contemporary
Art of Vojvodina,Novi Sad, Serbia; 2008 - Photonic Moments IV, Mala
Galerija, Cankarjev; Dom, Ljubljana, Slovenia; Hotel Mariakape: a
portrait by Katie Jane, Hoorn, Netherlands; Sistem Binario — BELEF
‘08, Belgrade; Rondo artists, Rondo gallery space, Graz, Austria;
Micro Narratives, Museum of Modern Art Saint Etienne, France;
Telenor Collection, Cvijeta Zuzoric Art Pavilion, Belgrade; 2007 - Urban
mythologies, Sales Art Gallery ‘Beograd’, Belgrade; December,
Belgrade Beauty, New Moment Ideas Gallery, Belgrade; Break
festival, Ljubljana, Slovenia; 48th Oktobarski Salon, Belgrade; Equal
Opportunities, C2C Gallery, Prague.

CONTACT: distruktura@yahoo.com

NEIL BELOUFA

Born in 1985, Algerian and French.

SELECTED SOLO EXHIBITIONS

2009 - Future in present tense, Kai Middendorff galerie, Frankfurt,
Germany. Tectonic plate or the jurisdictions of shapes, Frangois
Ghebaly, Los-Angeles, USA. L'importance des sujets, Galerie
LHK, Paris, France, curator Gael Chabrau; 2008 - Six feet under -
Kempinski, Whitebox, New York, USA, curator Jarrett Gregory.
SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Romania
(curator Mica Gherghescu); Panorama 12, Le Fresnoy, Tourcoing,
France. Curator Fabrice Bousteau. Félicités, Ecole Nationale
Supérieure des Beaux-Arts de Paris, Paris, France, curator Marc
Desgrandchamps; 2009 - LHK18 — Group Show, Galerie LHK,
Paris, France. Etrange familiarité, familiére étrangeté, Galerie
Montgrand - Beaux-Arts de Marseille, FR. curator Jean-Pierre
Rehm. Idéal #11, Espace Croisé, Roubaix, France. Videonale 12,



Kunstmuseum Bonn, Bonn, Germany. In search of the unknown,
Netherland Media Art Institute, Amsterdam, Netherland. curator
Petra Heck. Speed of light, Israeli Centre for Digital Art, Holon,
IL, curators Galit Eilat, Eyal Danon; 2008 - The Gatekeepers —
recent video library acquisition, Momenta Art, Brooklyn, USA,
curator Eric Heist; The Gatekeepers, Hordaland Art Center,
Bergen, Norway, curator Eric Heist, Jeune création, Grande halle
de la Villette, Paris, Framce; Prague International Triennial of
Contemporary Art, Re-reading the future, CZ, curators N. Hénon,
J-F. Rettig.

CONTACT: neil.beloufa@yahoo.fr

DORIAN GAUDIN

Born in Paris, France, 1986. French and American.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Romania (curator Mica
Gherghescu); 2009 - Textile als material & metapher - 6 positionen

- A24 Atelierhausgalerie - Cologne, Germany; 2007 - Biennale de
l'image en mouvement - Centre pour l'image contemporaine - Geneva,
Switzerland; Incorrect Leica prize nomination - FH-Bielefeld - Bielefeld,
Germany.

CONTACT: doriangaudin@gmail.com

DRITON HAJREDINI

Born in Prishtina, Kosovo in 1970. Lives and works in Germany.
SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest,
Romania (curator Mica Gherghescu); 2009 - Prague Biennale 4;
Who killed the Painting? - Bremen Germany; George Maciunas
Preis - Wiesbaden Germany; Who killed the Paiting? - Neue
Museum Niirnberg; 2008 - Where the East ends — Wiesbaden
Kunstverein; October Salon - Belgrade, Serbia; The Wall Kosova
Art Gallery Prishtin; Berlinale Talent Campus - Berlin; expection -
Novi Sad, Belgrad - Serbia; 2007 - Is it a sin that | have been born
as Albanian in Kosovo - Art Point Gallery, Vienna, Austria; T1-
Video Festival - Lisbon, Portugal, ; Talent Campus — Sarajevo Film
Festival - Sarajevo, Bosnia and Herzegovina; Cite Internationale
des Arts - Paris, France; Kunsthaus Essen — Germany;
ENTDECKUNGEN Galerie Kénig, Munster — Germany; e-flux VIDEO
RENTAL, BOSTON — HOUSTON - Istambul, Turkey; De APPEL,
Amsterdam, Netherlands - ‘Art in the New Field of Visibility’ -
Curator Natasa Petresin; 2006 - BA CA Kunstforum -Tresor ,
Vienna - Austria; Leonhardi Kulturprojekte, Frankfurt — Germany;
Vrede van utrecht - kunst in oorlog , City Utrecht- Netherlands;
MANIFESTA, Nicosia - Cypres.

CONTACT: dritonhajredini@yahoo.com

ELENA CIOBANU

Born in 1980. Lives and works in Bucharest, Romania.

SELECTED GROUP EXHIBITIONS

2010 - selected for Bucharest Biennale and Moscow Biennale for Young
Art; 2009 - ICR Venetia gallery, Young Romanian Art participant to the
group shows Superheroes and The city; 2008 - Galeria 29, Bucharest,
Romania; Atelier in tranzitie, Bucharest, Romania; Re luare, exhibition
in public space, Bucharest, Romania; 2007 - Camera 80, Libraria
Carturesti, Bucharest, Romania; The Center for fine Art Photography ,
Abstractions, USA; 2007 - The Center for fine Art Photography , Fantasy
and Fantasies, USA.

CONTACT: phooosonic@yahoo.com

EMANUEL BORCESCU

Born in Ramnicu Sarat, Romania, 1980. Lives and works in Bucharest.
SELECTED SOLO EXHIBITIONS

2005 - The Heroes — Personal Exhibition — H'Art Gallery, Bucharest,
Romania.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Romania (curator
Mica Gherghescu); 2009 - Galleries White Night — Neighbourhood
spotting Bucharest, Romania; 2008 - Visions in the Nunnery — London,
UK; Traces: Contemporary Romanian Art - International Center

for Contemporary Art, Pont Aven, France / Robert Else Gallery,
Sacramento, California, U.S.A. / Selby Gallery, Sarasota, Florida,
US.A.; The 1st International Roaming Biennial of Tehran - starting
point - Istanbul, Turkey; The Biennial of Young Artists from Europe and
Mediterranean - Bari, Italy; 2007 — Art Shakes the Politics - S. Lucia del
Mela, Sicily, Italy; History Evil Night Show — Personal Exhibition — OTA
Club, Bucharest, Romania; Visual Euro-barometer — Neighborhood

in Romania — National Museum for Contemporary Arts % Gallery,
Bucuresti, Romania; EXPORT 1 - Goldener Kalb Gallery, Aarau,
Switzerland.

CONTACT: e_borcescu@yahoo.com

FANI ZGURO

Born in Tirana, Albania in 1977. Lives and works in Berlin.

SELECTED SOLO EXHIBITIONS

2009 - What is Nothingness, The Albanian Council, Thessaloniki,
Greece; Passengers, Atelier Pier, La Génerale en Manufacture, Sévres
Paris, France; Pushing An Elephant Upwards, Taller Siete, Medellin,
Colombia; In A Blind Of An Eye, curator Heldi Pema, Raum Gallery,
Tirana, Albania; Sarrasine, with Gaia Fugazza, Promenade Gallery,
Vlora, Albania; Girls, Victims, Spy, Police, Gestapo, Soldiers, Men,
Valenzuela & Klenner Gallery, Bogota, Colombia; 2002 -Tyson vs Lewis,
curator Luca Legnani, Universita di Bocconi, Milano, Italy.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); Rencontres Internationales Paris/Berlin/
Madrid, Haus der Kulturen der Welt, Berlin, Germany; The Pursuit

of Happiness, a curatorial project by Zbigniew Kotkiewicz and Tekla
Wozniak, Arsenal Gallery, Poznan, Poland; Rencontres Internationales
Paris/Berlin/Madrid, Musée National Reina Sofia, Filmoteca Espafiola,
Madrid, Spain; 2009 - Rencontres Internationales Paris/Berlin/Madrid,
Centre Pompidou, Jeu de Paume, Chételet Theatre, Reflet Médicis
Movie Theatre, Paris, France; La Biennale del Mediterraneo, art director
Corrado Calo, Taviano, Italy; Liquid Cities -Video Art & Architecture,
curator Luca Curci, National Center for Contemporary Arts, Moscow,
Russia; Playlist, curator Odile Orsi, Neon>Campobase, Bologna,

Italy; Dammi i Colori, Taller Siete, Medellin, Colombia; So Many Men,
Promenade Gallery, Vlora, Albania; Salon Show, Temporary Art Space,
Halifax, UK; Public Turbulence, curators Alberto Pesavento, Bert Theis,
Isola Art Center, Milano, ltaly; Arena, Valenzuela & Klenner Gallery,
Bogota, Colombia; On CDOs and Double Clubs, August Art Gallery,
Lor;ﬁon, UK; Everyday Film & Photography, Temporary Art Space,
Halifax, UK.

CONTACT: zgurofani@hotmail.com

GHEORGHE RASOVSZKY

Born in Suceava, Romania, 1952.

SELECTED SOLO EXHIBITIONS

2005 - Micul Univers (Scum Evil Ruin), Caminul Artei Gallery,
Bucharest, Romania; Good Times Bad Times with Teodor Graur, HT003
Gallery, Bucharest, Romania; 2004 — Maybe Next Time, Galeria Noua,
Bucharest, Romania; Pluralul Singular, HTO03 Gallery, Bucharest,
Romania; 2001 - Terra Nova multimedia projections (49th Venice
Biennial); 2000 — BURICUL multimedia installation/ photograpy and and
assemblage (Romanian National Museum of Art); 2000 - Restitution

in Integrum multimedia projection (Transitionland, Romanian National
Museum of Art); 1998 — Regnul Fanatic, painting, assamblage,
photography (Simeza Gallery Bucharest/ 47th Venice Biennial); 1996 —
Studiu despre Efemer si Perisabil painting, assemblage, photography
(SOROS Centre for Contemporary Art, Bucharest); 1995 — Conversatia
llinstallation, photography/together with lulian Mereuta, France (GAD
Gallery, Bucharest); 1995 — Casa Cainelui installation (MediA CULPA,
SOROS Centre for Contemporary Art, Bucharest); 1994 — Conversatia
photography, installation (GAD Gallery, Bucharest); 1992 — Orele de Aur

painting, drawing, photoassemblage (Caminul Artei Gallery, Bucharest);

1990 - Figuri inconjuratore painting, drawing, object, photography
(Caminul Artei Gallery, Bucharest); 1988 — Design Nonscenografic
scenography projects, assemblage, together with Carmen Rasovszky
(Caminul Artei, Gallery, Bucharest); 1985 - Figuri Antropomorfe
painting, drawing (Galateea Gallery, Bucuresti).

CONTACT: g_rasovszky@yahoo.com

GLENN DAVIDSON

Born in Birmingham, UK, 1957.

Lives and works in Cardiff, Wales.

SELECTED EXHIBITIONS AND INTERVENTIONS

2010 - 4th Bucharest Biennial for Young Artists, Romania (curator
Mica Gherghescu); 2009 - keynote speaker, Moiré Conference,

Cardiff University, Cardiff; Reversing the Google Car, MYLIIT Festival
Commission, Chapter, Cardiff; TXT2 Chapter interactive installation,
Artin the Bar, Chapter, Cardiff; Art and Migration presentation, U.

of Glamorgan, Cardiff; Cardiff Uni., ART and RISK CONFERENCE
Collaborative Presentation, Cardiff; Porto School of Architecture,
lecture on Artstation and Prof. Pask, Portugal; Cardiff Uni., European
Studies Workshop, Cardiff ; NUTOPIA Symposium, Cardiff, TXT2
installation — Vulcan Pub Liverpool, Fact, projection installation ON
OFF; LLANDUDNO / ON OFF commission / performance - lecture,
Nottingham, Radiator Festival; Green Economic Futures, conference
presentation, Cardiff City Hall; European History, Creclisation and Moire,
Cardiff, Research Sandpit; 2008 - Science event attendee, Tippingpoint
WelcomTrust, London; application in sound architecture / Collaboration,
AHRC, Cardiff; Climate Change Exhibition, Design Cardiff, Philosophy
Café, MC, National Museum of Wales, Cardiff; TippingPoint, Potsdam
Institute, British Council, Berlin. Partnership - Uni. of Glamorgan
development on ArtMap. Uni of Glamorgan project, development of
Whole System Design Tool, Cardiff; Uni of Cardiff Business School,
Lecture on the Art of Strategy, Cardiff; Uni.of C. School of Architecture,
Eco Design, Whole System Workshops Cardiff; Uni. of Cardiff,
Computer Science, est. dev for TXT2. software, Cardiff; Artstation

& Uni of Glamorgan, Cwmaman, The Shepherds Treasure, Cardiff;
European Meeting on Cybernetics and System Research - EMCSR
2008/ Artstation's Practice and a Cybernetic Cannon, Vienna (Davidson
G., Hayes A,. edited: Tresilian N.); 2007 - ARTMAP, Ynyslas, ArtMap
Interactive in service, Wales; Cwmaman, Wales, www.ofarisingnature.
org.uk; MoMA, Ceramic, Ligament vase, New York; The ISST
(International Society for the [interdisciplinary] Study of Time) Waterfall
time film made in collaboration with Nicholas Tresilian, Montreal,
Canada; British Council international campaign “ZeroCarbonCity,
reacting to climate change”, and focused on “sustainable transport”.
2006 - University of Glamorgan seminar www.artstation.org.uk/
paperwork.htm; Coed Hills Rural Art Space, Installation & sustainable
development forum, Bollinger & Shark, Wales; Installation, The Bridge,
Porth, Wales.

CONTACT: glenn@artstation.org.uk

GORDAN SAVvICIC

Born in Vienna, Austria. Lives and works in Vienna and Amsterdam.
SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); BioPong and Chakramat/STRP Festival/
Eindhoven, Netherlands; Web2.0 Suicidemachine/Festival Ars
Electronica/Linz, Austria; Web2.0 Suicidemachine/FILE Festival/

Sao Paulo, Brazil; 8bit Machinima/Speedshow Vol.2/Vienna, Austria;
Constraint City/Radiator Festival/Nottingham, UK; Loading the Beast
6:66/20:10/Museumsnacht/ Rotterdam, Netherlands; BioPong,
Chakramat & Insert Coin/GameZone Singel/Antwerp, Belgium; Web2.0
Suicidemachine/Museumsquartier q21/Vienna, Austria; 2009 - BioPong
with ZugZwangZukunft/PlayStation/Treviso, ltaly; Windows 2009/Nieuwe

Atelier Charlois/Rotterdam, Netherlands; Urban Hacking/paraflows
festival/Vienna, Austria; GOGBOT Festival/Ludic-Wheel/Enschede,
Netherlands; Toward the Sentient City/Constraint City/New York/

USA; Space is the Place/NCAD Gallery/Dublin, Ireland; ToyGenoSonic/
Tales of Play/Lima, Peru; WerpBot/Smoker’s Tent Worm/Rotterdam,
Netherlands; ToyGenoSonic/Coded Cultures/Vienna, Austria; Bicycletron/
Festival der Regionen/Linz, Austria; I-Machine/Edith-Russ-Haus/
Oldenburg, Germany; Loading .../Pimps & Prostitutes@Gallery 182A/
Rotterdam, Netherlands; Insert Coin/ZugZwangZukunft/Kunsthaus
Meran/Meran, ltaly; Performing the East/Salzburger Kunstverein/
Salzburg, Austria; Arco/Techperformance/Madrid, Spain; Ludic Society
ToyGenoSonic/Kunsthal Aros/Aarhus, Denmark; Pain of everyday life/
Performance/ Cartagena, Spain; Constraint City/Radiator Festival/
Nottingham, UK; UberBlogJect/Gallery c17/Vienna, Austria; 2008 - Dada
Machinima/Planet ART/Amsterdam, Netherlands; Constraint City/
Spektropija @ RIXC/Riga, Latvia; PlaySureVeillance/Sign Stichting/
Groningen, Netherlands; Chakramat/AveCom Festival/Nijmegen,
Netherlands; Chakramat/Virtueel Platform/Amsterdam, Netherlands;
Constraint City/AEC Ars Electronica/Linz, Austria; Dislocate 08/Ginza
ART Lab/Tokyo, Yokohama, Japan; TEST_LAB: Happiness @ V2_/
PlaySureVeillance/Rotterdam, Netherlands; MDMA Piet Zwart Graduation
Show/Worm/Rotterdam, Netherlands; BioPong/Free Gaming Festival/
Rotterdam, Netherlands; The pain of everyday life/Homo Ludens Ludens/
Gijon, Spain; DS Revolt Moving Forest/transmediale08/Berlin, Germany.

CONTACT: gordo@yugo.at

HARM VAN DEN DORPEL

Born in 1981. Lives and works in Amsterdam.

SELECTED SOLO EXHIBITIONS

2009 - Homebrew Readymades, solo show Senko Gallery, Denmark
SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Romania (curator

Mica Gherghescu); 2009 - Rhizome.org, Best Of 2008; Artfagcity, Best
0Of 2008; Nomination Blend Absolut New Talent Award, Amsterdam,
Netherlands; Contemporary Semantics Beta, group show curated by
Constant Dullaart, Arti et Amicitae, Amsterdam, Netherlands; Club
Internet Presentation event curated by Laurel Ptak, New York; OAOA
Annual Show, curated by Ola Vasiljeva, Rijksacademie van Beeldende
Kunst, Amsterdam, Netherlands; MJ doesn't quit, group show curated
by Mike Ruiz, Future Gallery, Berlin, Germany; Are you sure you are
you?, Spencer Brownstone Gallery, Group show, New York, USA; The
New Easy, group show curated by Lars Eijssen, Art News Projects,
Berlin, Germany; New Wave, group show curated by Jan Amen and
Miltos Manetas, Internet Pavillion, Biennale di Venezia, Italy; SECRET
LIFE, screening curated by Ola Vasiljeva, Shelter Corps Lot (Benton
House), Chicago, USA; Away from Keyboard Sculpture Garden, curated
by Daniel Keller & Nik Kosmas, Atelierhof Kreuzberg, Berlin, Germany;
Argot, with Ola Vasiljeva and Charles Broskoski, Plan B, Amsterdam,
Netherlands; Shift Festival, group show, Basel; Objects, Furniture, and
Patterns, curated by Hanne Mugaas; Art Since The Summer Of ‘69,
New York, USA; Versions, group show with Constant Dullaart, Martijn
Hendriks, JODI, Oliver Laric, NastyNets etc. curated by Petra Heck &
Constant Dullaart, Nederlands Instituut voor mediakunst, Amsterdam,
Netherlands.

CONTACT: mail®harmvandendorpel.com

HERMAN ASSELBERGHS

Member of the Auguste Orts platform

Born in Mechelen, Belgium, 1962.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); 2009 - Internationale Kurzfilmtage
Oberhausen, German; Scam, theater Mercelis, Brussels, Belgium;
Atelier Frankfurt, Germany; Z33 doc'z Hasselt, Belgium; Transmediale,
Berlin, Germany; International Film Festival Rotterdam, Netherlands;
Sint-Lukas Hogeschool Brussels, Belgium; 2008 - Les Rencontres
Internationales, Paris, France; Auditorium des Musees, Strasbourg,
France; Aurora, Norwich, UK; Kunstmuseum Bonn, Germany;
Washington Project for the Arts, USA; Maison de ['Europe de Paris
(FRY), Eurocollege, Tartu (EE), Marias Kino, Bad Endorf (DE), Autitorio
Centro Estudios Ciudad de La Luz (ES), Ash in Arts, Athens (GR)
‘Citizens of Europe’ November — December 2008 (screening); ‘Picture
This!", deBuren, Brussels, [Belgium] February 19 - March 21 2008
(installation); 2007 - Kassel Documentary Film & Video Festival
[Germany], November 15 2007 (screening); Open Archive, argos
Brussels [Belgium], October 2-6 2007 (screening); 2006 - International
Film Festival Rotterdam 2006; Rotterdam [the Netherlands], January
26 & 30 + February 3 2006 (screenings); KVS - Brussels [Belgium],
August 16 — September 9 2006 (installation); 25th VIPER International
Festival for Film Video and New Media; Kunsthalle Basel [Switserland],
March 16 — 20 2006 (screenings); ‘EXCESS - images and bodies

in times of excess’ group show; Z33 Hasselt [Belgium], February

12 - May 26 2006 (installation) Transmediale 06: International Media
Art Festival Berlin; Berlin [Germany]. February 7 2006 (screening); 7.
Medien und Architectur Biennale Graz; Graz [Austria], December 1 -4
2005 (screenings); Ecrans Paralléles: ‘Penser & vue’ - 16th Marseilles
International Documentary Film Festival; Marseilles [France], July

1 - 6 2005 (screenings); Internationales Forum des Jungen Films — 55
Internationale Filmfestspiele Berlin; Berlin [Germany]. February 11 -15
2005 (installation & screening);

CONTACT: info@augusteorts.be

JASMINA CIBIC

Born in Ljubljana, Slovenia, 1979.

SELECTED SOLO EXHIBITIONS

2009 - Airport Projects, Galerija Ganes Pratt, Ljubljana, Slovenia;
From Afar, Zemono castle; Spectators, Tourists and Casual Passers-
by, ADHOC Galleria, Vigo, Spain; 2008 - Druge mitologije/Other
Mythologies, Maribor Art Gallery, Maribor, Slovenia; Ideologies of
Display, Galerija Ganes Pratt, Ljubljana; 2007 - Mythmaking as a
Colonisation Tactic, Tobacco Museum, Tobacna Ljubljana, Ljubljana,
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Slovenia; Tourists Welcome, Ljubljana international Airport, Ljubljana,
Slovenia; Forged Territories, BearspaceSE10, London, UK; Visitour,
Galerija Ganes Pratt, Ljubljana, Slovenia.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of young Artists, Romania (curator Mica
Gherghescu); 2009 — The Secret of the Ninth Planet, in organization of
the California College of the Arts, San Francisco, USA; 2008 - Shining,
curated by Michaela Freeman, Divus Unit 30, London; Museum on the
Street, Moderna Galerija Ljubljana, Slovenia; Natural Relations, curated
by Dunja Kukovec and Katja Kobolt, Galerija Skuc, Ljubljana, Slovenia in
organization of the City of Women Festival; PILOT 3, Yokohama/Tokio,
Japan, Japonska and Deptford X London; 2007 - Present State, Five
Years Gallery, London, UK; Landescape, Kiinstlerhaus, Graz, Austria;
Jirgen, Vsak clovek je kustos, Museum of Modern Art, Ljubljana,
Slovenia; Bad Girls & Bad Boys Il, Mestna galerija Ljubljana, Slovenia;
PILOT 3, Venice, Italy/ Chelsea School of Art, London; Catlin Art Prize,
Ada Street Gallery, London, UK.

CONTACT: cibic.jasmina@cultos.net

KASIA KRAKOWIAK

Bornin Poland, 1980.

SELECTED SOLO EXHIBITIONS

2009 - Free Radio Jaffa, The Israeli Center for Digital Art in Holon,
Israel; 2006 - Mumijo, curated by Juraj Carny, Space Gallery, Bratislava,
Slovakia; graduation exhibition, Poznan, Poland; Summer Show,
curated by Patrycja Rytko, ETC Gallery, Prague, Czech Republic.
SELECTED GROUP EXHIBITIONS

2009 - Stuchawy- z cyklu Ekspektatywa, curated by Krzysztof
Gutfranski, Warsaw, Poland; Disappear by the Vistula, curated by

Kuba Szreder and Bogna Swiatkowska, Warsaw, Poland; Gone to
Croatan, curated by Daniel Muzyczuk and Robert Rumas, The Centre
of Contemporary Art Torun, Poland; WRO 09 Expander City- 20kHz,
Wroctaw, Poland; 2008 - The Bicycle Radio, Muzeum of Modern

Art, Warsaw, Poland; BankovZone, curated by Katarina Uhlifova,
Kosice, Slovakia; The Games & Theory, curated by Kit Hammonds,
South London Gallery, London, UK; 2007 - Przeciag, final show of the
competition of the Art Festival of the Youth, Szczecin, Poland; Prozna
-Ashaver220/Rampa curated by Krystyna Piotrowska, Warsaw, Poland;
Polis, curated by Lydia Pribisova, Valentina Moncada, Rome, Italy;

Tu zaszla zmiana, curated by Magda Kardasz, Kordegarda, Warsaw,
Poland; 2006 - Exhibition the Maria Dokowicz competition’s finalists,
The Academy of Fine Arts, Poznan, Poland; Ulica Prozna- Spinacz,
Ashaver220, curating by Krystyna Piotrowska, Warsaw, Poland;
Plastic People, curated by Patrycja Rytko and Krzysztof Lukomski, C2C
Gallery, Prague, Czech Republic.

CONTACT: kasia.krakowiak@gmail.com

LENA LAPSCHINA

Born in 1965 in Kurgan, Western Siberia.

Lives and works in Vienna and Lower Austria.

SELECTED GROUP EXHIBITIONS

2009 - PERFORMANCE Il - Gender, Politics, social Questions and
Intercultural Studies, Fotogalerie Wien, Vienna, Austria; My favorite
late-night television watching pencil’s diary, Kunstenzentrum
Signe, Heerlen, The Netherlands; Exposition Fleuves, CNEAI,
Paris, France; Expanse, 8th Krasnoyarsk Biennial, Krasnoyarsk,
Russia; Risk, LAB 09 Lule4 Art Biennial, Lulea, Sweden; unﬁctlon
University Galleries, Illinois State University, Chicago, U.

2008 - Videoreflex, Synagogue Trnava, Trnava, Slovakia; nght
next to the distance, Foto-Forum, Bozen, Italy; Chambre de

séjour avec vue, Saignon, France ; Regionale08, Gleisdorf, Styria;
Filmkiosk, Fotostiftung Schweiz, Winterthur, Switzerland; Princely
Halali, Esterhazy Privatstiftung, Forchtenstein, Austria; Festival

de 'lmage Environnementale, Paris, France; Directors Lounge,
Berlinale, Berlin, Germany; 2007 - XXIIl Festival de Cine de Bogota,
Bogota, Colombia ; 17 Sekunden Kunst, Split Film Festival,

Split, Croatia; Public secrets, Galerie der Stadt Wels, Austria;
Auslénder-Marathon, A4 Zero Space, Bratislava, Slovakia; Festival
Transphotographiques, Lille, France; Schaurausch, 0.K. Centrum,
Linz, Austria

Diagonale, Graz, Austria; Videology, Gandy Gallery, Bratislava, Slovakia;
Fire Bird, Swarovski Kristallwelten, Wattens, Austria; gestrobelt,
Galerie 5020, Salzburg, Austria.

CONTACT: lena@culturepress.at

+LUKASZ GRONOWSKI

Born in Gdansk, Poland, 1979. Lives and works in Warsaw.

SELECTED SOLO EXHIBITIONS

2008 - Simple Stories & Simple Tasks, MAS Gallery, Multimedial
Art Studio, Odzaci, Serbia; Spark o Hopelessness, COLLECTIVA,
Berlin, Germany; 2007 - [in]Tension, Galeria Piekary, Poznan; 2006 -
Casting, Zacheta Narodowa Galeria Sztuki, Warsaw, Poland; Casting
do filmu artystycznego, action, Warsaw, Poland; 2005 - Polski
utwdr romantyczny, Galeria Fizek, Poznan, Poland; Art [it] works,
Galeria Ltd, Warsaw, Poland.

SELECTED GROUP EXHIBITIONS

2009 - Ecole Supérieure des arts décoratifs — De-ci de-la / media,
Opening night 'Art contemporain la nuit, 11.09 - 11.10.2009,
Strasbourg, France; Center for urban history of East Central

Europe, Week of contemporary art in Lviv, 2.09.2009, Liv, Ukraine;
Cream Gallery, Ringen, 30.05 - 11.07.2009, Berlin, Germany;

BWA Awangarda Gallery, Terytorium - ciato. Terytorium jako
performance, International Media Art Biennale WRO 09, 05-
10.05.2009, Wroctaw, Poland; Golden Thread Gallery, Agent Absurd,
Everything Contemporary from Poland 2009!, 1.05 - 7.07.2009,
Belfast, Greate Britain; Galeria COLLECTIVA, Tings and Thoughts,
25.04 - 13.07.2009, Berlin, Germany; Videoformes, Focus : carte
blanche & WRO International Media Art Biennale, 13.03.2009,
Clermont-Ferrand, France; 2008 - Bridge Art Fair Berlin 08, Old
Town Apartments GmbH Berlin; Galeria Sztuki Najnowszej, I'm
sitting I'm watching, Gorzéw Wielkopolski, Poland; Underwater
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Wroctaw 100% Non-Profit Independent Festiwal, Wroctaw, Poland;
Grannar/Sasiedzi (ikoon), Blekinge Museum, Blekinge, Sweden;
Relational Spaces, Stara Drukarnia (Ogrodowa), Warsaw, Poland;
Y Bronia (ikoon), Studio BWA, Wroctaw, Poland; I'm sitting,
watching..., WRO Art Center, Wroctaw, Poland; Inne miasto, inne
Zycie, Zacheta Narodowa Galeria Sztuki and public space, Warsaw,
Poland; Face lifting (ikoon), FKSE Fiatal Képzomuvészek Studidja,
Budapest, Hungary; Activity in the gallery field, Korczynski Gallery,
Paris, France.

CONTACT: Igronowski@gmail.com

MARC BIJL

Born in Leerdam, Netherland in 1970.

Lives and works in Rotterdam.

SELECTED SOLO EXHIBITIONS

2009 - The Simple Complexity of It All, Kunsthalle Fridericianum,
Kassel; Domus Artium, Salamanca, curated by Paco Barragan;
2008 - New sites for personal structures, Upstream Gallery,
Amsterdam, Netherlands; 2006 - Indy Structures, The Breeder,
Athens, Greece; Afterhours, Cosmic Galerie, Paris, France.
SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Romania (curator
Mica Gherghescu); 2009 - Double Dutch, Hudson Valley for
Contemporary Art, New York; 2008 - Art, Price and Value, Centro
di Cultura Contemporanea Strozzina, Palazzo Strozzi, Florence;
Quo Vadis, Autocenter, Berlin, Germany; Crop Rotation, Marianne
Boesky Gallery, New York curated by Clarissa Dalrymple;
fundamentality V, a public installation by Marc Bijl, Fundament
Foundation, Tilburg, Netherlands; existencias, works from the
MUSAC collection, MUSAC museo de Arte Contemporaneo de
Castillay Leon, Leon, France; 2007 - Aggression, Kunsthalle
Winterthur, Winterthur; Frieze Art Fair Sculpture Park; Berlin_nl,
Niederlandische Botschaft, Berlin, Germany; Destroy Athens,
Athens Biennial, Athens, Greece; Memorial to the Iraq War,

ICA, London, UK; Space Oddity, Cosmic Galerie, Paris, France;
Theatrum Mundi, Galerie Anne de Villepoix, Paris, France; Left
Pop, Moscow Biennial, Moscow, Russia; Brave New World,
Cobra Museum Amstelveen, Amstelveen, Netherlands; Contour,
Prisenhof, Delft, Netherlands; 2006 - Loneliness of Signs,
Kunstmuseum Stuttgart, Stuttgart, Germany; Dorothea von
Stetten preis, Kunstmuseum Bonn, Bonn, Germany; Only the
Paranoid Survives, HVCCA, Hudson; | Love My Scene, Mary Boone
Gallery, New York, USA curated by José Freire; Youth of Today,
Schirn Kunsthalle, Frankfurt, Germany organisée par / curated
by Matthias Ulrich; Dark, Museum Boymans Van Beuningen,
Rotterdam, Netherlands organisée par / curated by Jan Grosfeld
and Rein Wolfs; Low Intensity Conflict, Swiss Institute, New York,
USA; The Image is Gone, Galerie Lisa Ruyter, Wien, Austria.

CONTACT: mbijl666@googlemail.com

MARIA-LUIZA ALECSANDRU

Lives and works in Romania

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Romania (curator Mica
Gherghescu); 2010/2009 - curator of the ongoing project MAAM.A.-
Modest Apartment Art Museum; 2008/2009 - photo project CCTVezi at
Romanian Visual Survey; 2008: JUST A WINDY DAY at the International
Experimental Film Festival UNARTE FEST; performance SISIF at the
National Centre for Dance Bucharest; Roll-up-art, Bucharest, with

the object-instalation project Trace Ta Route; 2007 - Street Delivery
Arthur Verona, Bucharest, Romania with the object-instalation project
Trace Ta Route; BACK UP BRAIN at the contemporary art exhibition
Biodreams-Viitorul suna bine, Timisoara, Galeria Facultatii de Arte din
Timisoara, Romania;

CONTACT: luizaalecsandru®gmail.com

MAXIM LIULCA

Born in Bender (Tighina), Moldova, 1987. Lives and works in Cluj-
Napoca.

SELECTED SOLO EXHIBTIONS

2009 - Undeniable evidence, Gallery Mie Lefever, Destelbergen,
Belgium.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); 2009 - ESSL ART AWARD CEE 2009, ESSL
Museum, Klosterneuburg, Austria; ESSL ART AWARD CEE 2009,
Nominees Exhibition, National Theater (TNB) MNAC, Bucharest,
Romania; 2008 - Young Artists from the Painting School of Cluj,
Gallery Mie Lefever , Destelbergen, Belgium; Graduates Exhibition,
Expo-Transilvania, Cluj-Napoca, Romania; 2007 - Europa Artium,
Cluj-Napoca, Romania.

CONTACT: maxim_liulca@yahoo.com

2META GROUP

Formed by Romelo Pervolovici and Maria Manolescu in 1998. Both live
and work in Bucharest.

SELECTED GROUP EXHIBITIONS

2008 — Mon semblable, The Young Artists’ Biennial 3rd edition
Bucharest, Romania 2008; I've seen somebody that wasn't there, Urban
Art Festival, 2nd edition, Bucharest, Romania; MedienKunstLabor at
Kunsthaus Graz, Austria /Viennafair, Austria; 2007 - Dorothy Shoes,
Viennafair, Austria / Atelier 2META, Bucharest, Romania; 2006 - Euro
Flag, Viennafair, Austria; Prague European Architecure Centre, Czech
Republic; ICR Paris, France; Euro Bandera, the Public Latin library
“Antonio Mingote”, Madrid, Spain; Cultural Centre Margarita Nielken,
Coslada, Spain; 2META Gallery, Bucharest, Romania.

CONTACT: metacult@gmail.com

MIRCEA NICOLAE

Bornin 1980, lives and works in Bucharest.

SELECTED SOLO EXHIBITIONS

2009 - Glass Globes / 25 demolished houses / The New Gallery of the
Romanian Cultural Institute in Venice, Italy; 2008 - Ten demolished
houses / galeria 29, Bucharest, Romania;

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); 2008 - Zarea / Made in Republica Moldova
/ Apartamentul 17, Bucharest, Romania; Interventii 3/ Chisinau,
Republic of Moldova, organized by Oberliht Association; The world is
flat / Orvergaden Institut for Samtidskunst / Copenhagen, Denmark;
Destination Metelkova / SCCA - Center for Contemporary Art, Ljubljana,
Slovenia; Artists-in-residence-program / Zavod Celeia - Center for
Contemporary Arts, Celje, Slovenia; Post for Kyrgyzstan / Kyrgyz
National Museum for Fine Arts; Re_play, Bucharest, Romania; 2007

- Back to the future / Galeria Noua, Bucharest, Romania; DIY Ambient
Intelligence Workshop / Altart Foundation, Cluj, Romania; Binarium -
Urban Aquarium / Altart Foundation, Cluj, Romania.

CONTACT: mirceanicolaecee@gmail.com

N55

Founded in 1994 by lon Servin. Collaborators: Anne Romme, Sam
Kronick.

SELECTED EXHIBITIONS

2010 - European Capitol of Culture, Emscherkunst, Ruhr, Germany;
Ars Electronica festival, New Work, New Culture, Linz, Austria; Green
Summer, Verbeke Foundation, Belgium; Klimakapseln, Museum fur
Kunst und Gewerbe, Hamburg, Germany; Contemplating the Void,
Guggenheim, NY, USA; Proposal for a Socialist Colony, COMMUNAL
BAKERY, Houston, USA; Lean-To, Commonplace, Dublin, Ireland;
Showhov, Copenhagen, Denmark; 2009 - Subvision, Hamburg,
Germany; FREE URBAN HABITAT, Antwerpen, Belgium; FACT, SHOP,
Liverpool, England; Radiator festival, England; 2008 - Actions: What
You Can Do With the City, CCA, Montreal Canada; WALKING HOUSE,
Wysing Arts centre, Cambridge, England; URBAN FREE HABITAT
SYSTEM, Metropolis laboratory, Copenhagen, Denmark; 2008 - LOVE
MODULE, MD submerged, Halfmachine, Copenhagen Denmark; AUX,
Copenhagen, Denmark; Communities Under Construction, Wysing
Arts Center, Cambridge, England; 2007 - One Mile Project, Collective
gallery, Edinburgh, Scotland; NO BORDERS CAMPAIGN, Reg Vardy
Gallery, University of Sunderland, England; HABITAT/ VARIATIONS,
Bac - Batiment d'art contemporain, Geneva, Switzerland; WILD, Waino
Altosen Museum, Turku, Finland; Use, Edinburg/ foster; Land, Dublin,
Irland; Ferry tales, NKD, Norway; 2006 - SPACE SOON, Roundhouse,
Arts Catalysts, London, UK; Talking Cities, Urban drift, Essen, Germany;
Enjoyable house, Aichi Museum of art, Nagoya, Japan; Zaragoza arts
festival, Zaragoza, Spain; Wiesbaden Kunstsommer, Germany; ROOMS,
Takt projektraum, Berlin, Germany; Less-alternative living strategies,
PAC, Milano, Italy; Airplay, street gallery, Copenhagen, Denmark;
ROOMS, Cultural Center Magaza, Macedonia; TRADE, Ireland; No Man
Is An Island, Kunstnernes Hus, Oslo, Norway; PUBLIC THINGS, La
collection des Abatoirs, Art museum of Chonggin, district of Sichuan,
Chonggin, China; We Could Have Invited Everyone, Andrew Kreps
Gallery, New York; Danish- Framing The Future Of Design, DDC Danish
Design center, Copenhagen 2005, Berlin.

CONTACT: n55@n55.dk

NICU ILFOVEANU

Born in Pitesti, Romania, 1975.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); 2009 - VoxBox, University of Plymouth,
UK; Contemporary Art Gallery, Sibiu, Romania; 2008 - Karlin Studios,
Prague, Czech Republic; Loop, Bed Gallery, Beijing, China; Europeean
Eyes on Japan, Kagoshima, Japan; Galeria Canem, Spain; 2007 - BOX
TENGOR, Galeria Posibila, Bucharest, Romania; Nachbarf[in], Fluss
Foundation, Vienna, Austria; Inbetweeness, San Michele a Ripa, Rome,
Italy; OverEXposures, Timisoara, Romania; Loop 1996/2006 Galeria
Posibila; 2006 - Sekunden vom dem ungluch, Graz, Austria.

CONTACT: nicuilfo@yahoo.com

OLIVER LARIC

Born in Innsbruck, Austriain 1981.

SELECTED GROUP EXHIBITIONS

2010 - MyWar: |dentity and Appropriation Under War Condition, curated
by Andreas Broeckmann, Heather Corcoran and Sabine Himmelsbach,
Edith-RuB-Haus, Oldenburg, Germany; CUE: Artists’ Video, curated

by Daina Augaitis and Christopher Eamon, Vancouver Art Gallery,
Vancouver, Canada; Versions, curated by Paul Pieroni and Dave
Hoyland, Seventeen Gallery, London, UK; 2009 - Session_7_Words,
curated by Adam Gibbons, Am Nuden Da, London, UK; A Combination
of Works by Oliver Laric and Wojciech Kosma, curated by Aeron
Bergman, Pavilion 2009, Oslo, Norway; Unce Upon a Time in the West,
curated by Domenico Quaranta, Pixxelpoint, Nova Gorica, Slovenia;
Versions, curated by Petra Heck, Annet Dekker and Constant Dullaart,
Nederlands Instituut voor Mediakunst; Montevideo/Time Based Arts,
Amsterdam, Netherlands; The True Artist Helps the World by Revealing
Mystic Truths, curated by Eilis McDonald, Liberty Corner, Dublin,
Ireland; Back to the Future, curated by Carson Chan, COMA Centre for
Opinions in Music and Art, Berlin, Germany; The World Is Flat, curated
by Lauren Cornell, X-initiative's No Soul For Sale, New York, USA; AFK
Sculpture Park, curated by Daniel Keller and Nik Kosmas, Atelierhof
Kreuzberg, Berlin, Germany; New Wave - Padiglione Internet - 53rd
Biennale di Venezia, curated by Miltos Manetas, S.A.L.E Docks, Venice,
Italy; A Secret Understanding, curated by Forma, Kunsthaus Graz;

The New Easy, curated by Lars Eijssen, Art News Projects, Berlin,
Germany; Image Search, curated by Jamie Sterns, PP.O.W Gallery,
New York, USA; Earth Not a Globe, curated by Dani Admiss, Rokeby
Gallery, London, UK; Doing Boundless, curated by Maja Block, Platform
3, Munich, Germany; In Real Life, curated by Laurel Ptak, Capricious
Space, New York, USA; Bad Day, curated by Eva Michon, Emporium



Gallery, Montreal, Canada; ReadyMade or Not, curated by Aimee Lusty,
Video Gallery, New York, USA.

CONTACT: oliver@oliverlaric.com

OLIVIA MIHLATIANU

Born in Bucharest, Romania, 1981.

SELECTED SOLO EXHIBITIONS

2008 - Anyone But Me, Anywere But Here, Contemporary Art, Gallery,
Brukenthal Museum, Sibiu, Romania; 2007 - 7-OLIVIA, HT003 Gallery,
Bucharest, Romania.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); 2008 - Transfer Il, Schafhof - Europaisches
Kiinstlerhaus, Oberbayern, Freising, Germany; Re-Constuction, 3rd
Young Artist Biennial Bucharest, Romania; Biennale of Young Artists
from Europe and the Mediterranean, Puglia, ltaly; Visual Euro-
barometer, Maison de |'Europe, Luxemburg; 2007 - Social Cooking
Romania, NGBK, Berlin, Germany; Found Footage, KSAK, Kishnev,
Moldova; How to Build a Universe That Does Not Fall apart; Two Days
Later, Donumenta, Regensburg, Germany; Visual Euro-barometer/
Neighbourhood, National Museum of Contemporary Art, Gallery

3/4, Bucharest, Romania; OverExposures, Art Museum, Timisoara,
Romania; FEMiDOM, Galeria Noua, Bucharest, Romania; Gallery Fisk,
Bergen, Norway; 2006 - Her Position In Transition/International Women
Art Festival, Vienna, Austria.

CONTACT: oliviamihaltianu@yahoo.com

PASCUAL SISTO

Born in Ferrol, Spain, 1975. Lives and works in USA.

SELECTED SOLO EXHIBITIONS

2010 - Absolutely Not - Five Thirty Three, Los Angeles, USA; Right on
Time - Kennedy Museum of Art (Project Room), Athens/USA; 2008 -
5Mm - 5 minute museum, Eindhoven, Netherlands; Heavy Hues - Skuc
Gallery, Ljubljana, Slovenia; 2007 -Everything Must Go - De Soto
Gallery, Los Angeles, USA; 28 Years in the Implicate Order - Screening
@ Vox Populi Gallery, Philadelphia, USA; Bytheway Projects —
Amsterdam, Netherlands; 2006 - The Impossibility of the Beach - Telic
Gallery, Los Angeles, USA; AKA Gallery — Rome, Italy.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); Remote Viewing - Arts Santa Monica,
Barcelona, Spain; 2009 - Remote Viewing - The Pacific Design

Center, Los Angeles, USA; New Wave - Internet Pavilion, 53rd Venice
Biennale, Italy; Significant and Insignificant Events - Istanbul Museum
of Modern Art, Istanbul, Turkey; Reverse Engineering IRL - Capricious
Space, New York, USA; Contemporary Semantics Beta - Arti et
Amicitae, Amsterdam, Netherlands; 2008 - Free Fall - Clubinternet.
org / Mediamatic, Amsterdam, Netherlands; Video Duo - Kibla-Kibela
Gallery, Maribor, Slovenia; K.1.S.S. - Clubinternet.org; Netmares/
Netdreams - Current Gallery, Baltimore, USA; Video - Galerie E.L.
Bannwarth, Paris, France; Video Group Show - De Soto Gallery, Los
Angeles, USA; LA2ND - Biscuits and Gravy Gallery, Indianapolis,

USA; Gravity Art - Telic Arts Exchange, Los Angeles, USA; Obsessive
Compulsive - Huntington Beach Art Center, Huntington Beach, USA;
Equation - Skuc Gallery, Ljubljana, Slovenia.

CONTACT: pascual.sisto@gmail.com

PAVEL KOPRIVA

Born in Duchcov, Czech Republic, 1968. Lives and works in Kamenicky
Senov and Prague.

SELECTED SOLO EXHIBITIONS

2009 - Everything is so slow, Gallery of Modern Art, Roudnice nad
Labem, Czech Republic; 2008 — COSMETICS, Gallery Spejchar,
Chomutov, Czech Republic; 2006 - EVERYBODY NEEDS THE PODIUM,
Gallery Spaces, Cleveland, Ohio, USA; 2005 - Small Weapons Gallery
Jeleni, Prague, Czech Republic; Spygame, Gallery Sokolska 26, Ostrava,
Czech Republic; Spygame Gallery Raketa, Usti nad Labem, Czech
Republic.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); 2009 - NEW OLD COLD WAR 3.Moscow
biennale of contemporary art, Krasnyj Oktjabr Factory, Moscow,
Russia; Formats of transformation 89-09, House of Art, Brno,

Czech Republic; ADAPT festival ENTERA4, Galerie DOX, Praha, Czech
Republic; Rebus Sic Stantibus, Galerie Emila Filly,Usti nad Labem,
Czech Republic; 2008 - Big Gruppen Hybrid Painting Session, hall 23,
Holesovice, Praha, Czech Republic; Aeronale, Praha Ruzyne Airport,
Czech Republic; Rebus Sic Stantibus, Aboa Vetus Ars Nova, Turku,
Finland; 2007 - Hot destination, marginal destiny, Motorenhalle,
Dresden, Germany; Unsafe distance, Stone Bell House, Prague, Czech
Republic; Space for intuition, GHMP Prague, Czech Republic.

CONTACT: kopriva.pavel@gmail.com

PETER WEIBEL

Born in Odessa in 1944, Peter Weibel studied literature, medicine, logic,
philosophy and film in Paris and Vienna. He works as an artist, curator,
and media theorist. Since 1984 he is professor for visual media design
at the University of Applied Arts Vienna, and since 2008 professor

for media theory. From 1984 to 1989 he was head of the digital arts
laboratory at the Media Department of New York State University at
Buffalo, and between 1986 and 1995 artistic director of Ars Electronica
in Linz. From 1982 to 1988 he was professor for photography at the
University of Kassel. In 1989 he founded the Institute of New Media at
the Stadelschule in Frankfurt-on-Main, which he directed until 1994.
He then commissioned the Austrian pavilion at the Venice Biennale
from 1993 to 1999. He became chief curator of the Neue Galerie Graz
in Austria in 1993, and, since 1999, he is Chairman and CEO of the
ZKM | Center for Art and Media, Karlsruhe. He is author of numerous
books and catalogues. In 1993 he received the biennial EA-Generali

Foundation Sculpture Prize, in 1997 the “Siemens Medienkunstpreis®,
and in 2004 he was awarded with the “Kéthe Kollwitz Preis”. In 2007
he received the Honorary Doctorate by the University of Art and Design
Helsinki and in 2008 was awarded the French Order “Officier dans
|'Ordre des Arts et des Lettres” (Order of Arts and Literature). Also in
2008 he was Artistic Director of the Biennial of Sevilla (Biacs3), and in
2011 will be curator of the Moscow Biennale.

In 2009 he was awarded with the “Friedlieb Ferdinand Runge-Preis
fuer unkonventionelle Kunstvermittlung” of Stiftung PreuBische
Seehandlung, the “Verdienstmedaille des Landes Baden-
Wuerttemberg” and the , Europaischer Kulturpreis®. Between 2009 and
2012 he is Visiting Professor at the University of New South Wales,
Sydney, Australia.

CONTACT: itru@zkm.de

ROBERTO BELLINI

Born in Brazil, 1979.

SELECTED SOLO EXHIBITIONS

2009 - Roberto Bellini, Centro Cultural Sdo Paulo, So Paulo, Brazil;
Visibilidades Desviadas: videos of Roberto Bellini, Mostra Imagem

e Pensamento, curated by Eduardo Jesus, Palacio das Artes, Belo
Horizonte, Brazil; 2008 - Mostra Curta Minas, Eixo Brasil, Retrospectiva
Roberto Bellini, Cine Humberto Mauro, Belo Horizonte, Brazil.
SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists (curator Mica
Gherghescu); 2009 - De Passagem, Galeria Rhysmendes, Sao Paulo,
Brazil; 2008 - Video in Foco / Foto in Foco, Galeria Bard Cruz, Sdo
Paulo, Brasil; 15° Saldo da Bahia, Museu de Arte Moderna da Bahia,
Salvador, Brazil; Container Art, Parque Vila Lobos, S3o Paulo, Brazil;
SimBIO, Casa do Baile, Belo Horizonte, Brazil; 23rd Mar Del Plata
International Film Festival, Mar del Plata — Argentina; I/legitimo,

MIS Museu da Imagem e do Som, Sao Paulo, Brazil; 61st Locarno
International Film Festival, Locarno — Switzerland; Resposta, Palécio
das Artes, Belo Horizonte, Brazil; Brazil Knows What Video Art Is,

Le Cube, Paris, France; Parisos Inddmitos/Untamed Paradises,
Museu de Arte Contemporanea de Vigo, Spain; Mostra Video Itat
Cultural - Conflitos (Curadoria de Francisco Cesar Filho), Paldcio das
Artes, Belo Horizonte — Brasil; This Land is Your Land, Museum of
Contemporary Photography, Chicago, United States; 2007 - Nexus
Texas, Contemporary Arts Museum in Houston, Texas, United States;
Mostra Video Itati Cultural - A Montanha e o Abismo na Estética do
Cenario Audiovisual Mineiro (Curadoria de Dellani Lima), Palacio das
Artes e Instituto de Artes do Par3, Brasil; Mostra Video Itati Cultural

- Nem o Vazio Nem a Catastrofe (Curadoria de André Brasil), Palacio
das Artes e Instituto de Artes do Pard, Brasil; 9 Festival de Curtas de
Belo Horizonte, Palacio das Artes, Belo Horizonte, Brasil; 22nd New
American Talent, Arthouse at the Jones Center, Austin, USA; Accidents,
National Museum of Contemporary Art, Bucharest, Romania; Lone
Star Video, Center for Contemporary Art, Tel Aviv, Israel.

CONTACT: info@robertobellini.com

SIMONA TANASESCU

Born in Bucharest, Romania, 1959. Lives and works in Bucharest.
Artistic debut in 1980. Personal and group exhibitions (biennials,
triennials, quadriennials, symposia in Romania and abroad), national
and international contests. Venice Biennial, Serbian participation
(Catalogue 1999).

Professional experience: 2010 - State advisor for Culture, Romanian
Government; 2009 — Personal advisor for the Ministry of Culture, Cults
and National Heritage; 2008 — East European Expert in the International
Games of Francophony Commitee, Paris; 2007 - 2008 — Advisor for
Culture, Romanian Government.

Curatorship: 1992 - Nimes (France); 1997 - Bucharest, Targoviste; 1998
- Budapest; 2001 Novy Sad (lugoslavia); 2003 - 2 META (Bucharest);
2008 - project ,Tati si fii” Bornholm, Denmark; 2010 — National
Commissioner, Denmark (E.C.Context)

Member of: Plastic Artists Union, Romania; International Jury 2001,
2005, 2009 (Games of Francophony)

Awards: 2004 - 3rd prize, monument architectural project; Romanian
Ministry for Culture; 2004 - Order ,Meritul Cultural in grad de Cavaler”;
2002 - French Ministry of Culture and Communication — Scolarship;
2000 - Distinction - “Lobby Art” Foundation, Sibiu; 1998 UAP Prize

- “Ambient”; 1995 - “Mac Constantinescu” Scolarship; 1995 — Young
Artists Prize; 1996 — honorary mention Aveiro, Portugal

CONTACT: mirandavisualart@yahoo.com

SUREKHA

Born in Bangalore, India, 1964.

SELECTED SOLO EXHIBITIONS

2010 - Unclaimed: Samuha (artist collective), Bangalore, India; 2007

- Flames, Flowers and Other Images, Sculptures, photo and video
installation, Chemould Prescott Road, Mumbai; Communing with
Urban Heroines, a photo and video installation, Max Mueller Bhavan,
Bangalore / Prince Claus Fund;

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); 2009 - Transmediale-09, deep north,
Malmoe, Konstal & culture haus, Berlin; Migration: ECA Calcutta
curated by Amit Mukhopadhyay; The (other) Indian story, NCPA,
curated by Arshiya Lokhandwala; Contr-alt-delete, arushi arts curated
by Amit Jain; Changing skins- curated by Marta jakimowitz, Fine

art company; Media workshop/show- Britto, Dhaka-, FIAC-2009
Chemould Art Gallery, Mumbai; 2008 - “What do you want?” Asian
Triennale; Inner vision, guild, New york curated by Subulaxmi Shukla;
Trends and trivia- an Indian story-curated by Bhavna Kakar/Mon art
galerie, Hong Kong visual arts centre; Six Degrees of Separation:
Chaos, Congruence & Collaboration’ south asia exhibition, curated by
Pooja Sood; India Moderna, IVAM Museum, Valencia, Spain, curated
by Juan Guardiola; Video Mix,India, La Casa Encendida cultural centre
Madrid(Spain) curated by Luisa Ortinez; 2007 - Indian Photo and Media
Art: a Journey of Discovery; Horn-Please, Narratives in Contemporary

Indian Art, Kunst Museum, curated by Bernhard Fibicher and Suman
Gopinath, Bern, Switzerland; Grid, Bodhi Gallery, curated by Gayatri
Sinha, Mumbai; Follow the Arrows, Investigating Movement, WSF,
curated by Archana Hande and Mamta Murthy, Nairobi; VO7- 2nd
International Venice Video Art Fair represented by Contact Metropolart,
Paris; 2006 - Ghosts in the Machine and Other Fables, Apeejay; Media
Center, curated by Pooja Sood, New Delhi; No.w.here, Video screenings
at Portobello and Edinburgh film festivals; 2005 - Video Festival- Lund
Art Hall & Krognos House, Lund, curated by Tamara Malmestrom;

Ko Video, Durban presented by Open Circle; Inverted Tree, Anant Art
Gallery, curated by Marta Jakimowicz, New Delhi; Tree woman/tree
walkers, video and sculpture installation, Aarau, Switzerland; Indian
Summer, Ecole de Beaux arts, curated by Jany Lagua and Deepak
Anant, Paris.

CONTACT: isurekha@gmail.com

TEODOR GRAUR

Born in Mures, Romania, 1957.

SELECTED SOLO EXHIBITIONS

2006 — Made in East Europe (instalatie), galeria Fabs, Varsovia; Persona
(instalatie), Galeria Noua, Bucharest, Romania; 2005 - Camera uitata
(instalatie), HT003 Gallery, Bucharest, Romania.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Romania (curator Mica
Gherghescu); 2008 - Performance in spectacolul cu piesa Pupilija,
Papa Pupilo And the Pupilceks (Teatrul Maska, Liublijana, regia: Janez
Jansa), Bucharest, Romania CND; ViennaFair, 2006, 2007, participation
with Galeria Noua; 2004 - Shake the Limits, Bucharest, Romania
(curator: Maria Rus Bojan).

CONTACT: dograur@yahoo.com

THEO LIGTHART

Born in Drachten, Netherlands, 1965. Lives and works in Berlin.
SELECTED SOLO EXHIBITIONS

2009 - TROST, Gallerie Thomas Schulte, Berlin, Germany; 2008 -
Gallerie Thomas Schulte, Berlin, Germany; 2007 - Ballhaus OST,
Berlin, Germany; 2004 - PeripherProjektil, Berlin, Germany; SPIELfilm
director’s cut (an exhibition), Zoo Palast, Berlin, Germany.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); Alien tourist / reminder, Forgotten Bar
Project / Galerie im Regierungsviertel, Berlin, Germany; 2009 - Spirits,
Stadtbad Wedding, Berlin, Germany; transmediale.09, Berlin, Germany;
2008 - [scene missing], Galerie Thomas Schulte, Berlin, Germany;
minimal, Flatfile Galeries, Chicago, USA; [scene missing], Georg Kargl
Fine Arts, Vienna, Austria; 2007 - Videonale 11, Bonn, Germany;
Viewing Club Vienna, Berlin, London; The Searchers, Clermont-Ferrand
Short Film Festival, Clermont-Ferrand, France; 2005 - Zur Vorstellung
des Terrors: Die RAF-Ausstellung , Kunst-Werke Berlin, Berlin,
Germany; Zur Vorstellung des Terrors: Die RAF-Ausstellung, Neue
Galerie, Graz, Austria; Die Internationale, Videonale, Bonn, Germany;
Die Internationale, Insa, Seoul, South Korea ; Die Internationale,
transmediale.08, Berlin, Germany; Die Internationale, The 30th
Moscow International Film Festival, Russia; 2004 - Reserve der Form,
Kinstlerhaus, Vienna, Austria.

CONTACT: theo@ligthart.de

UBERMORGEN.COM

Created in Vienna, Austria in 1999, by Hans Bernhard and lizvix.
Hans Bernhard, born in USA, 1973, lives and works in Vienna and St.
Moritz.

lizvlx, born in 1973, lives and works in Vienna and St. Moritz.
SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); Aldrich Contemporary Art Museum,
Museum of Modern Art Vienna, Austria; The Premises Gallery
Johannesburg, Kingdom of Piracy Online exhibition, Ars Electronica,
Museu d* Art Contemporani de Barcelona, Spain; Kokerei Zollverein,
Essen, Germany; Read_me 2.4 Helsinki, Finland; Konsthall Malmoe,
NTT ICC Tokyo, Lentos Museum of Modern Art, Ars Electronica Linz,
Austria; The Premises Johannesburg, South Africa, Artissima Torino &
LISTE 05 Basel, Switzerland.

CONTACT: officeR@ubermorgen.com

UROS3 DJURIE

Born in Belgrade, 1964. Lives and works in Belgrade.

SELECTED SOLO EXHIBITIONS

2010 - June 1st, Remont gallery, Belgrade, Serbia; 2009 - Red,

Ozone Gallery, Belgrade, Serbia; 2008 - A Short View to the Populist
Dreamland, Art Point gallery, Wien, Austria; 2007 - Pioneers, Heroes &
Other Dedicated Life-Long Decadents (with Julia Kissina), 18m Galerie
fiir Zahlenwerte, Berlin, Germany 7 Steps to Power, New Moment
Gallery, Belgrade, Serbia.

SELECTED GROUP EXHIBITIONS

2010 - FAQ Serbia, Austrian Cultural Forum, New York, USA (curators:
Branislav Dimitrijevi¢, Andreas Stadler); Triumph of Conteporary

Art, Museum of Contemporary Art, Novi Sad, Serbia; Central Europe
Revisited lll, Schloss Esterhazy, Eisenstadt, Austria (curator: Lorand
Hegyi) 2009 - Feedback 1989, Hotel Daiti, Tirana, Albania (curators:
Adela Demetja, Julie August); Circumstance / 50th October Salon,
Museum 25th of May (curator: Branislava Andjelkovic); On Normality:
Kunst aus Serbien 1989-2001, Museum Moderner Kunst Karnten,
Klagenfurt, Austria; On Normality: Art in Serbia, The Katzen Arts Center
at American University, Washington, DC, USA (curators: Branislava
Andjelkovi¢, Branislav Dimitrijevi¢, Dejan Sretenovic); Land of
Promises, Art Point gallery, Wien, Austria.

CONTACT: autonomy@sbb.rs
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VLAD NANCA

Born in Bucharest, Romania, 1979.

SELECTED SOLO EXHIBITIONS

2007 - Happy Sunday, installation, performance, Work of the month at
the Contemporary Art

Museum, Bucharest, Romania; Dream of Bucharest, installation,
Akademie Schloss Solitude, Stuttgart, Germany; 2005 - Ups and
Downs, photography, Hart Gallery, Bucharest, Romania; Errorism, #
project, DSBA Gallery, Bucharest, Romania.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists, Bucharest, Romania
(curator Mica Gherghescu); 2009 - Bad Times / Good Times, Futura
Gallery, Prague, Czech Republic; Land of Human Rights: Being
Responsible for Resources, <rotor>, Graz, Austria; 2008 - Remix (with
Janek Simon), Raster Gallery, Warsaw, Poland; 2007 - Social Cooking,
NKGB, Berlin, Germany; Der Prozess, Prague Biennale 3, Prague.
Czech Republic; 2005 - WeAreTheArtists: Mixed Pickels 1, K3, Zurich,
Switzerland; On difference #1, Kunstverein Stuttgart, Germany.

CONTACT: vladnanca@yahoo.com

ZOLTAN BELA

Born in Targu Mures, Romania, 1977. Lives and works in Bucharest,
Romania.

SELECTED SOLO EXHIBITIONS

2009 - Self Reflecting 30-solo exhibition Point Contemporary Gallery,
Bucharest; Transition Icons-solo exhibition-galleria Carini&Donatini-
Italy ; 2007 - Duo-solo exhibiton- La Scena, Bucharest, Romania; Close
Up - TC Art Gallery, Bucharest; 2007 — 2006 - Blow Up - Grand Cafe
Galleron, Bucharest, Romania.

SELECTED GROUP EXHIBITIONS

2010 - 4th Bucharest Biennial of Young Artists (curator Mica
Gherghescu); 2009 - Arte Verona-artfair-Verona, Italy ; 2008

- Group exhibition-galleria Carini&Donatini-Italy; Arte Verona-
artfair-Verona, Italy.

CONTACT: z_bela@yahoo.com

CARLA CRUZ

Bornin 1977. Lives and works in London and Porto.

SELECTED SOLO EXHIBITIONS

2009 - Utopias, Cyborgs and Other Tree Houses, Performance Art
festival Circular, Vila do Conde, Portugal; Navegar é Preciso, Viver ndo
& preciso. Plumba Gallery, Porto, Portugal; 2008 - School Landscapes,
Viseu, Portugal; 2007 - The Kiss — action: Kissing the Prime Minister
in the mouth, Casa de Serralves, Contemporary Art Museum, 21 Abril,
Porto; Public Porto, Porto; One Woman Show, Plumba Gallery, Porto;
The Creation of the World, Transfiguracdes Efémeras, Contemporary
Art Museum Park, Porto; 2006 - Fear + Desire, Platform, Vaasa,
Finland; Penelope Project, Kazimierz, Krakow, Poland.

SELECTED GROUP EXHIBITIONS

2010 - All My Independent Women, Casa da Esquina, Coimbra,
Portugal; demoCRACY for Unsurpasable Horizon, No Souls For
Sale, Tate Modern; Journal of Antecipation, Rennes Biennale, France;
2009 -Open International Performance Festival, Beijing, China; The
Mews London, UK; Feministizarte Braga and Senhorio, Porto; 2008

- The Independence Project, 1:1 Projects, Rome, ltaly; Café Portugal,
Bratislava, Slovakia, Evora, Ponta Delgada and Coimbra; Part-ilha,
Spike Island, Bristol, UK; Be(com)ing Dutch, Van Abbe Museum,
Eindhoven, the Netherlands; Crosstalk Festival, Budapest, Hungary;
2007 - Last News, Laznia, Gdansk, Poland;

CONTACT: carlabarroscruz@gmail.com

CHELSEA KNIGHT

Bornin 1976. Lives and works in New York.

SELECTED SOLO EXHIBITIONS

2010 - Acting Out, University of Syracuse, NY, USA; 2009 - | Lay Claim
to You, Julius Caesar Gallery, Chicago, USA; 2008 - Fusion Chamber,
University of Colorado at Boulder, CO, USA; 2007 - Room 101,
Fondazione Pistoletto, Biella, Italy; UNIDEE in Progress, Immigrant
Palace, Biella, Italy; Roots and Culture Gallery, Chicago, USA.
SELECTED GROUP EXHIBITIONS

2010 - Whitney Independent Study Program Exhibition, Art in General,
New York, USA; 2009 - Reina Sofia National Museum, Madrid,

Spain; Haus der Kulturen der Welt, Berlin, Germany; Les Rencontres
Internationales, New Cinema and Contemporary Art; New Videos

by Chelsea Knight and Tim Ridlen, MWMN Gallery, New York, USA;
Academy for Media Arts, Cologne, Germany; C.R.E.A.M Projects,
Whitney's Biennial, Brooklyn, NY, USA; 2008 - Les Rencontres
Internationales, Centre Pompidou, Paris, France; Three Hours Between
Planes, Contemporary Photography from Leipzig and Chicago
Werkschauhalle Gallery, Leipzig, Germany, Chicago Cultural Center;
At Home and at Work, St. Louis Contemporary Art Museum, USA;
2007 - 10th Istanbul Biennial, Nightcomers Program, Istanbul, Turkey;
If | Can’t Dance: Feminist Legacies in Contemporary Art, Museum of
Contemporary Art, Antwerp, Belgium; Gallery Villa Edison, In Loco: Un
Dialogo, Florence, Italy; Split/Span, M.F.A. Thesis Exhibition, School of
the Art Institute of Chicago, IL; 4th Annual Women'’s Caucus for Art,
International Video Shorts Screening, New York, USA

CONTACT: chelsea@chelseaknight.com

DESIRE MACHINE COLLECTIVE

SONAL JAIN, born in Shillong, India, 1975.

MRIGANKA MADHUKAILLYA, born in Jorhat, India, 1978.

Both live and work in India.

SELECTED EXHIBITIONS

2010 - Being Singular Plural: Moving Images from India, Curated by
Sandhini Poddar, Deutsche Guggenheim Museum, Berlin, Germany;
2009 - Unreal Asia, International Short Film Festival Oberhausen,
Germany; Landscape of Where, Galerie Mirchandani & Steinruecke,
Mumbai, India; Video Wednesday, Gallery Espace, New Delhi, India;
2008 - 48C. Public. Art. Ecology, New Delhi, India; Anant Art Gallery,
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New Delhi, India; Festival du Nouveau Cinéma et le Vidéographe,
Montreal, Canada; Courts Metrages, les 21 instants Vidéo, Marseille,
France, Quebec, Canada, Lebanon, Palestine, Venezuela and Argentina;
Amsterdam-India Festival, Amsterdam, the Netherlands.

CONTACT: periferry@gmail.com

GAYLAN ABDULLAH ISMAIL

Born in 1983. Lives and works in Erbil, Iraq.

SELECTED EXHIBITIONS

2010 - Cornerhouse, Contemporary Art Irag, Manchester, UK; SARA,
Dado: Transform Project, Sulaymaniyah, Irag; Hawlyr Gallery, ixhibite,
Erbil, Irag; 2009 - The Netherlands Consulate, Erbil, Irag; 2008 -
Municipal Gallery, Erbil, Irag.

CONTACT: gaylanart@yahoo.com

JIN SHAN

Born in Jiangsu, China, 1977. Lives and works in Shanghai.
SELECTED SOLO EXHIBITIONS

2009 - Stephen the Speculator, ddm warehouse, Shanghai, China.
SELECTED GROUP EXHIBITIONS

2010 - Today, Tomorrow, But Not Too Far Double Infinity, Van
Abbe Museum, Eindhoven, the Netherlands, ArtHub Asia,
Shanghai; Like no place known, Rmit School of Art Gallery,
Australia; 2009 - Animamix Biennial, Today Art Museum, Beijing,
MoCA, Shanghai, Taipei MoCA and Guangdong Art Museum; There
is on | am in team program e.v, Berlin, German; History in the
Making: Shanghai 1979 - 2009, Shanghai; Exit Shanghai, Chicago
Museum of Contemporary Photography, Chicago, USA; The X
Baltic Triennial of International Art 2009, CAC, Vilnius, Lithuania;
2008 - Art Beijing, Art Fair; Comfortable, Contemporary Art
Exhibition Shanghai; New World Order, Groninger Museum, the
Netherlands; Shoot, ARCO Solo Project, Madrid, Spain; 2007 -
Three Generations, Pekin Fine Arts, Beijing; Rejected Collection,
Ke Center for the Contemporary Arts, Shanghai; Migration
Addicts, Collateral Event 52th Venice Biennale, Venice, Italy; 2006
- Singapore Biennale, Singapore; Migration Addicts Sculpture
Square, Singapore; Bitmap, International Digital Photo Project,
Alternative Space Loop, Seoul.

CONTACT: jinshan0377@yahoo.com.cn

MARIE VOIGNIER

Born in 1974. Lives and works in Paris.

SELECTED SOLO EXHIBITIONS

2010 - Marcelle Alix, Paris, France; 2006 - Oberwelt, Stuttgart,
Germany.

SELECTED GROUP EXHIBITIONS

2010 - 6th Berlin Biennale; CAKE Contemporary, Ireland ; Spatial City
: An Architecture of Idealism, Institute of Visual Arts, Milwaukee,
USA; ; 2009 - Hinterland, Contemporary Art Center, Bretigny, France;
The Beautiful is just the first degree of the Terrible, State Museum of
Contemporary Art, Thessaloniki, Greece; Videoclub, Paris; Passerelle
Contemporary Art Center, Brest, France; 2008 - Contemporary Art
Biennial, Rennes, France; Be seeing you, Centre Pompidou, Paris;
Bass Model Diffusion, Fieldgate Gallery, London; Rendez-Vous,
Shanghai Contemporary Art Museum, China; 2007 — Rendez-Vous, Les
Subsistances, Lyon, France; Contemporary art center of Vénissieux
and MLIS, Villeurbanne, France; 2006 - Museum of Modern and
Contemporary Art, Rijeka, Croatia.

CONTACT marievoignier@gmail.com

MIRKO SMERDEL

Born in 1978. Lives and works in Florence and Milan.

SELECTED SOLO EXHIBITIONS

2009 - Myth Making Landscapes, curated by Aria Spinelli and Paolo
Caffoni, CHAN Gallery, Genova, ltaly.

SELECTED GROUP EXHIBITIONS

2010 - Practicing Memory ,Citta dell'Arte, Biella, Italy; The
Documentary, Prometeo Gallery, Milan, Italy; Carte Blanche / The
Historical Archive: four interpretations, Unicredit Studio, Milan, Italy;
Horror Vacui / Occupying the present, Isola Art Center, Milan, Italy;
Rapallo Fotografia Contemporanea / Open Space, Rapallo, Italy; 2009
- Territoria #4 / Simbosi, Prato, Italy; Splav Meduze, Celje, Slovenia;
Nothing But a Show, Sforzesco Castle, Museum of Ancient Art/
Museum of Decorative Art, Milan, Italy; 2008 — Backpackers, Borgovico
33, Como, ltaly.

CONTACT: mirkovitz&gmail.com

OLIVER RESSLER
Born in Knittelfeld, Austria, 1970. Lives and works in Vienna.
SELECTED SOLO EXHIBITIONS

2010 - What Is Democracy?, Alexandria Contemporary Arts Forum
— ACAF, Alexandria, Egypt; What Is Democracy?, 2009 - What

Is Democracy?, Siz Gallery, Rijeka, Croatia; 2008 - Live Despite
Capitalism, Zeppelin University, Friedrichshafen, Germany; “For A
Completely Different Climate”, Artra Galleria, Milan, Italy; 2007 - Fly
Democracy, Protokoll Studio, Cluj, Romania; 2006 - Now-Time
Venezuela, Part 1: Worker-Controlled Factories, Berkeley Art Museum,
Berkeley, USA (with Dario Azzellini); 2005 - An Ideal Society Creates
Itself, Platform Garanti Contemporary Art Center, Istanbul, Turkey
SELECTED GROUP EXHIBTIONS

2010 - Uneven Geographies: Art and Globalization, Nottingham

Contemporary, Nottingham, UK; The politics of art, National Museum of

Contemporary Art, Athens, Greece; All That Is Solid Melts Into Air: The
Social at the Berardo Collection, Museum Berardo Collection, Lisbon,
Portugal 2009 - Rewind, Fast Forward. Video Art from the Collection
of the Neue Galerie, Neue Galerie, Graz, Austria; Disobedience — An

ongoing video archive, MNAC - National Museum of Contemporary Art,

Bucharest, Romania; The Spectacle of the Everyday, Biennale de Lyon,

France; 2008 Taipei Biennial, Taipei (RC); 49th October Salon, Belgrade
(RS); Videozone 4, Videozone - International Video Art Biennial, Tel Aviv,
Israel; 2007 - Moscow Biennial, Russia; Forms of Resistance. Artists
and the desire for a social change, Van Abbe Museum, Eindhoven, the
Netherlands; The Unhomely: Phantom Scenes in Global Society, Second
International Biennial of Contemporary Art, Seville, Spain

CONTACT: oliver@ressler.at; www.ressler.at

RUTI SELA

Born in Jerusalem, 1974. Lives and works in Tel Aviv.

SELECTED SOLO EXHIBITIONS

2010 - Hamidrash Gallery, Tel Aviv; 2009 - Honomim Avni Institute, Tel-
Aviv; 2008 - Rare Medium, Center for Contemporary Art, Tel-Aviv; 2006
- “Cordova’, The Center for Contemporary Art Gallery, Tel Aviv, Israel.
SELECTED GROUP EXHIBITIONS

2010 - 6th Berlin Biennale, Germany; 2009 - 11th Istanbul Biennial,
Turkey; SCOPE New York 09; 2008 - “Art TLV", 2nd Tel Aviv Biennial,
Israel;"Festival des Urbaines”, Laussane, Switzerland; “Art TLV”", 1st

Tel Aviv Biennial, Israel; Video-Zone, the 4nd Biennial of Video Art, Tel
Aviv; Mittelmeer Biennial, Koln, Germany; Onlyconnect”, Chelsea Art
Museum, New York; “Rare Medium”, The Center for Contemporary

Art, Tel Aviv, Israel (as curator); 2007- “War and Cinema” screening at
Pompidou Center, Paris, France; Haifa Museum, Israel; 2006~ Sydney
Biennial, Australia; “L.A Freewaves”, Film Festival, Los Angeles; “Mini-
Israel”, Israel Museum, Jerusalem, Israel; “8th Annual Video Marathon”,
Art in General Gallery, New York; “Serial Cases”, Exchange program
between Israel, Croatia, Belgium, Austria, Turkey, Czech Republic

& Romania; ‘Identity in Crisis', Ambasciata di Marte, Florence, Italy;
“Dreams and Trauma” - Moving Images and the Promised Lands, Haus
der Kulturen der Welt, Berlin, Germany.

CONTACT: rutisela@gmail.com

MAAYAN AMIR

Born in Hadera, Israel, 1978. Lives and works in Tel-Aviv.
SELECTED GROUP EXHIBITIONS

2010 - 6th Berlin Biennale, Germany; 2009 - 11th Istanbul
Biennial, Turkey; Nova Gallery, Zagreb; Tina B, The Prague
Contemporary Art Festival, Prague, Czech Republic; CPHDOX,
Copenhagen, Denmark; Reverse Pedagogy - Season Two - Venice;
Scope Art Fair, New York, USA; 2008 - TPW Gallery, Toronto,
Canada; Festival des Urbaines, Switzerland; Kolon Biennale,
Kolon Germany; Kil Halle fiir Kunst, Germany; Storefront for Art
and Architecture, New-York, USA; 2007 - Artneuland, Martin
Gropius Bau, Berlin, Germany; Dazed Gallery, “Undo”, London, UK;
Screening night “War and Cinema”, C. Pompidou, Paris, France;
CCS Bard College, Annandale-on-Hudson, New York, USA; 2006 -
Sydney Biennale, Australia; Dreams and Trauma, Moving Images
and the Promised Lands, Haus der Kulturen der Welt, Berlin,
Germany.

CONTACT: ammaayan@zahav.net.il

SHADI HABIB ALLAH

Bornin 1977. Lives and works in New York and East Jerusalem.
SELECTED SOLO EXHIBITIONS

2010 Reena Spaulings Fine Art, New York 2006 - An Ongoing Tale,
sponsored by A.M. Qattan Foundation, Al-Hajaj Gallery,
Ramallah; 2005 - 99, Nashashibi Center, Jerusalem

SELECTED GROUP EXHIBITIONS

2010 - B-Sides, 6-8 Months, New York; Columbia MFA Thesis
Exhibition, Fisher Landau Center For Art, New York, USA; 2009

- Palestine c/o Venice, 53rd Venice Biennale, Venice, ltaly; The
Thousand and One Nights, Postmasters Gallery, New York, USA;
First International Video Art & Multimedia Festival of Ramallah,
Ramallah, Palestine; 2008 - Twisted Reality, Center for Digital
Art, Holon, Israel; 2007 - Riwaq Biennal, Palestine; In Focus, Tate
Modern, London, UK; 2005 Unidee in Progress, Cittadellarte,
Biella, Italy

CONTACT: shadi.h.a@gmail.com

PETRUT CALINESCU
CONTACT: petre_76@yahoo.com

I0ANA MOLDOVAN
CONTACT: ioanamol@yahoo.com

MARIUS NEMES
CONTACT: mariusnemes@yahoo.com; contact@mariusnemes.com

ANDREI PUNGOVSCHI
CONTACT: andrei.pungovschi@gmail.com

MIRCEA RESTEA
CONTACT: mircea2005@gmail.com

DRAGOS TOADER
CONTACT: admin@dfoto.ro; andy_mcbhig@yahoo.com



