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The term “Noosphere” (from Greek “noos, nous”’=“mind”,
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and “sphaira”’=‘“globe”) emerged as an analogy with the
“Geosphere”, the world or layer of inanimate objects, and
the “biosphere”, the world or layer of living matter. Beyond
and superimposed on these spheres lies another dimensional
sphere, the “Noosphere,” the world of conceptual thought,
an amalgamation of human thought or reflective impulses
produced by the human intellect. It is becoming more than
obvious that we are approximating the threshold of the
Noosphere— we, humans, are beginning to create resources
through the transmutation of elements, a path that we already
started with the atomic bomb and continue with the Large
Hadron Collider that recently began functioning, or alternately,
via the so called alchemy that has been latent along history.
According to Pierre Teilhard de Chardin, the Noosphere can
be best described as a sort of “collective consciousness” of
human mass in relation to itself as it populates the earth. As
mankind organizes itself in more complex social networks,

the higher the Noosphere will grow in awareness.

The increased mixing of subcultures combined with high
speed and streaming information leads towards a hybrid
melting-pot— an extra-ordinary exchange of ideas and
unprecedented conceptions of reality. The critical peak that

the world has reached in every realm— as we witness the

Kurator BLANCA DE LA TORRE GARCIA
Asistent kurator Elisabeth Gallardo
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Termin “Noosféra” (z feckého “noos, nous” = “rozum, mys
a ‘“sphaira”="koule, zemékoule, globus”) vznikl z analogie
s “Geosférou”, svétem ¢i rovinou nezivych prredméti a
“biosférou”, svétem ¢i rovinou zZivé hmoty. Témito rovinami
prochazi ¢i je prekryva jina sféra, ktera ma vlastni dimenze
— “Noosféra”, svét konceptualniho mysleni, splynuti lidského
mysleni & reflexivnich impulzl, produkovanych lidskym
rozumem. Jevice nezzjevné, ze se priblizujeme hranici Noosféry
— my, lidé, zac¢iname vytvaret zdroje na zakladé transmutace
prvkd, jdeme cestou, kterou jsme vykrocili jiz s konstrukci
atomové bomby a obiim urychlova¢em elementarnich &astic,
ktery byl nedavno spustén, nebo s tzv. alchymii, latentné
vzdy pritomnou v pribéhu celych nasich déjin. Podle Pierra
Teilharda de Chardina miize byt Noosféra nejlépe definovana
jako druh “kolektivniho védomi” lidské hmoty ve vztahu k
sobé samé v procesu zalidfiovani zemé. V dobé, kdy se lidstvo
sdruzuje do stale komplexnéjSich socialnich siti, se Noosféra

dostava stale vice do povédomi.

ZvySené promichavani subkultur v kombinaci s obrovskou
rychlosti a vysilanim informaci se podoba hybridnimu tavicimu
kotli — spousti mimoradnou vyménu myslenek a vytvari
bezprecedentni koncepce reality. Kriticky stav, kterého tento
svét dosahl ve vSech ohledech — jsme svédky rozpadavani se

nasich svétovych systému a environmentalniho a ekologického



crumbling of our world’s systems and the environmental and
ecological degradation of our planet (ie. Global warming, the
penitent phantom of the 21st Century)— has led to a process
of opening and transformation that results in a return to the
basic human experience that is embroidered into the fabric of
existence. We now see life as an intelligent web. We have
assimilated our perception of reality with the disassociation
of time, allowing us to remain in a pure and constant state,

liberated from the burden of linearity.

The ubiquitous and constantly advancing new media
technologies support the rapid emergence and self-
organization of this collective intelligence. In Diana Reed
Slattery’s discussion of Xenolinguistics, the development
and increasing utilization of computer graphics, animation,
and internet raise the possibility that new forms of language,
especially visual language, are emerging in our culture. Slattery
keenly observes that, “Natural language is simply too slow a
software to carry the complexity, the simultaneity of multiple
meanings, and the speed and quantity of cognitive connections
among ideas and images flooding into a psychedelic mind-body
state.” (1)

Perhaps it was necessary to let our financial and world system
crumble, leaving our planet in such severe state of pain, because
as Eric Davis points out, “sometimes the only way to show
how heavily solidified stuff is constructed is to destroy it.”
We join Davis in his optimism and hope that this destruction
can invoke a narrative of community and redemption, where
art can act as an initiatory experience to collective thought
and integrate ideas into community. (2) Moving through the
wound of our failed systems allows humans to reimagine

reality while considering and incorporating multiple facets.

upadani nasi planety (tj. globalniho oteplovani, kajicného
fantomu 21. stoleti), vede k procesu otevirani se a promény,
ktery se navraci k zakladni lidské zkuSenosti, jez je vetkana
do vlaken existence. Dnes nazirame Zivot jako inteligentni sit.
Prizpasobili jsme nase vnimani reality rozklizeni ¢asu, coz nam
umoznuje zlstavat v ryzim a konstantnim stavu, osvobozeném

od brfemena linearity.

Vsudypritomné a neustale se rozvijejici technologie novych
médii podporuji ndhly vznik a sebe-organizaci této kolektivni
inteligence. Jak popisuje Diana Reed Slatteryova ve svém textu
o Xenolingvistice, vyvoj a rostouci uzivani pocitacové grafiky,
animace a internetu vede v nasi kultufe ke vzniku novych
forem jazyka, predevS$im vizualniho jazyka. Slatteryova si
vsima skutecnosti, Ze ,,PFirozeny jazyk je prosté pfili§ pomaly
software k tomu, aby byl schopny prenaset komplexitu,
simultaneitu mnohocetnych smysld, rychlost a mnozZstvi
kognitivnich spojeni mezi obrazy a myslenkami, proudicimi

do psychedelického stavu mysli-téla.” (1)

Mozna bylo potieba ponechat nas finanéni systém a svétové
usporadani osudu vlastniho zhrouceni, zanechat nasi planetu
v kritickém stavu bolesti, protoze jak upozoriiuje Eric Davis,
,chceme-li osvétlit strukturu silné ztuhlé latky, nezbyva, nez
ji rozbit.”“ Sdilime DavisGv optimismus a doufame, Ze tato
destrukce miiZe spustit novou etapu spoleéenstvi a vykoupeni,
v niZ bude mit uméni funkci zasvécujici zkuSenosti do
kolektivniho mysleni a bude schopné sjednocovat myslenky ve
spolecenstvi. (2) Cesta skrze jizvy naSich nefunkénich systému
umozni lidem znovu si predstavit realitu, zatimco budou

zvaZovat a ztélesriovat jeji Cetné aspekty.

Nasledujici dila dokladaji, Ze vstupujeme do dynamického

procesu pirekonavani individualnich odcizeni, v némz nabyvame



The following works show how we are entering a dynamic
process of overcoming individual alienation, attaining a
global and moral responsibility, and broaching a liberation of
consciousness via encompassing a broader point of view that
is the key to access a higher realm of thought, the realm of

the Noosphere.

Jenny Marketou’s builds ”"BUBBLE”, wrapping a hot-air
balloon over the Vltava river with the pop iconography of the
patterns of 1960’s paper dresses. The project is a tribute to
ballooning” which has become a trademark tourist attraction
in the skyline of Prague. By appropriating these motifs and
re-contextualizing them in the iconic balloon, she forces us
to re-evaluate notions of ecology, popular culture and the

dichotomy art/spectacle.

Also specially conceived for TINA B. 2009, Elena Bajo is
creating a site-specific work with found materials from the
city of Prague as a poetic allegory of the city and of the global
city we all inhabit. The local issues are therefore melted with
universal concepts in a metamorphosis, which builds a utopic

dimension of hopes, fears and dreams.

King Kong and the End of The World is a video animation by
Federico Solmi conceived as a parabola of a world — and an
art world — dominated by an economy of money and power
that will end up destroyed in an earthquake. As a hopeful end,
the artist and his wife are the responsible to regenerate a new

improved human kind by utilizing a baby-making machine.

Warren Neidich establishes himself as the new era artist,
working across disciplines, especially Art, Neuroscience
and Biology. In “Blanquis Cosmology”, a work that has been

developed from 1995 to present, he speaks about energy

globélni a moralni zodpovédnosti a jsme schopni tematizovat
osvobozovani védomi oteviranim SirSiho pohledu, jenz je

klicem k pristupu k vyssi sféfe mysleni - Noosfére.

Konstrukce “BUBLINA” autorky Jenny Marketou predstavuje
horkovzdusny balén nad Vlitavou, zabaleny do pop ikonografie
kouskl papirovych odévli 60. let. Tento projekt je poctou
létani balénem, jez se stalo typickou turistickou atrakci nad
Prahou. PFivlastnénim téchto motivt a jejich rekontextualizaci
v ikonickém balénu nas autorka nuti prehodnocovat koncepty

ekologie, popularni kultury a dichotomie uméni / atrakce.

Specialné pro TINU B. 2009 dilo vytvotila Elena Bajo specifickou
instalaci pro konkrétni misto - z materiald, nalezenych v Praze
— jakozZto poetickou alegorii konkrétniho a globalniho mésta,
v némz Zijeme. Mistni témata se misi s univerzalnimi koncepty

ve smési, kterd odrazi utopickou dimenzi nadéji, obav a sn(.

,,King Kong a konec svéta“ je videoanimace Federica Solmiho,
pojata jako parabola svéta — a uméleckého svéta — jemuz
vladnou finanéni ekonomika a moc, kterou muize svrhnout jen
zemétieseni. Ma vSak pozitivni vyznéni — umélec a jeho Zena
zodpovidaji za regeneraci nového lidského druhu ze stroje,

produkujiciho déti.

Warren Neidich se etabloval jako interdisciplinarni umélec
nové doby. Pohybuje se v oblastech uméni, neurovédy
a biologie. V ,,Blanquis Cosmology* (Kosmologie Blanquis),
dile, které vytvaii od roku 1995 az dodnes, predstavuje energii
a jeji transmutace jako motor soudasné spole¢nosti, zalozené

na vzajemné a propojené spolupraci.

V dile ,,M0j Bdh je sam BGh“ zpochybiiuje Johannes Gees

dogmata soucasné spolecnosti zbavovanim Bozich vyroki



and its varying transmutations as a motor of contemporary

cooperative society.

With My God is God Himself Johannes Gees questions dogmas
in contemporary society by liberating God Statements of their
absolute meaning by means of an automatic translator. The
sentences will be reflected in the body of the spectator as
some kind of cathartic experience of eliminating the religious

traces of a past era.

COM&COM decided to collaborate with the Czech population
by developing a work in progress that aims to bring to fruition
the unmade ideas of the citizens of Prague. Through a multi-
lingual website as the platform that facilitates the ideas, they
will select, document and promote the never realized projects

of the inhabitants of the city.

With Furniture of Proportions, Yves Netzhammer portrays
aseptic creatures that populate an entire poetic imaginary
cosmos with their own inner logics, rules and language. The
spectator witnesses a metamorphic process that underlies
new behaviors and prompts new states of being. The film
works as an exploration of possibilities and their variables,
like a game of math combinations established as a reflection

of the loss of values and reinvention of the world.

In Ivan Navarro’s work, two barefoot men with dark clothes
and bags over their heads are in a sterile space, a metaphor for
being tortured. While one is on all fours, the other stands on
his back with a guitar, reciting a poem by Victor Jara, killed by
Pinochet’s forces in 1973. Along this, large posters reproduce
an image from the video on one side and Jara’s poem on the
other. Navarro speaks to the political failures of our society

and the possible expiative power of poetry.

jejich absolutniho smyslu s pomoci automatického prekladace.
Vyroky se zrcadli na téle divak( jako jisty druh ocistné

zkuSenosti odstrarfiovani nabozenskych stop minulé éry.

Duo COM&COM se rozhodlo pro spolupraci s &eskou
verejnosti na svém vznikajicim projektu, ktery chce pomoci
uskuteériovat plodné napady obyvatelG Prahy. Na vicejazy¢né
webovské strance jako platformé pro sdileni napadd budou
vybirany, dokumentovany a propagovany nikdy nerealizované

projekty obyvatell ¢eského hlavniho mésta.

Ve svém ,,Proporénim nabytku* zobrazuje Yves Netzhammer
sterilni stvoreni, kterd obyvaji poeticky imaginarni vesmir,
ovladany vlastni logikou, pravidly a jazykem. Divak se stava
svédkem procesu promény, ktery je Grodnou pldou pro
nové zpulsoby chovani a vytvari nové stavy byti. Tento film je
zaloZen na zkoumani moznosti a jejich proménnych, je hrou
matematickych kombinaci, vytvorenou jako zrcadlo ztraty

hodnot a znovuobjevovani svéta.

Ivan Navarro koncipuje své dva muze v tmavych odévech
s taSkami na hlavach, pohybujici se ve sterilnim prostoru,
jako metaforu muéeni. Zatimco jeden z nich kle¢i na ¢tyrech,
druhy stoji s kytarou na jeho zadech a recituje basern od
Viktora Jary, zabitého Pinochetovymi jednotkami v roce 1973.
Soudasti instalace jsou také velké plakaty, jez na jedné strané
reprodukuji obraz z videa, na druhé strané Jarovu basen.
Navarro se vyjadruje k politickym selhanim nasi spolecnosti a

hovori o mozné usmirujici sile poezie.

Se svym ,,.Béhem” nas Chus Garcia-Fraile uvadi do stresujici
a znepokojivé méstské krajiny, jejiz obyvatelé vsichni dychtivé
pobihaji bez jakychkoli naznak{ ddvodi jejich chovani, dokud

se vSe — velmi pomalu, jako organicky proces — nezklidni,



With Running, Chus Garcia-Fraile introduces us in an stressful
and uneasy urban landscape, where all its inhabitants are
avidly running without any indications as to reasons of why,
until, very slowly, as an organic process, everything calms, as
though the city dies. A continuous birth and death of the city
reminds us of a life where citizens live in alienation of the

quotidian constant rush.

Using Skype to transmit information between New York City
and Prague, Nina Sobell will receive instructions from the
participants of TINA B. to create clay sculptures in her NYC
studio. The participants will in turn use this information to
create drawings of the sculpture in real time, illustrating how

virtual, two, and three-dimensional time can coexist.

As part of TINA B. on the Road “La Metamorfosis de la
Palomita” presents Cerdos Selectos (Select Pigs) where the
protagonists are dressed in suits and have pig heads. The
video is conceived as a public manifestation, talking openly
about the global crisis and identifying capitalism as the main
guilty party.

To end with, Christoph Draeger gives the most funny
and utopian tinge to the show with his hippy movie — a
documentary about a hippy movement called TroPolicalia,
founded in Warsaw by the artist. During two months the
movement held interventions and actions that reinvented the
values and notions of Hippy-ism and recontextualized them in
a world that has lost hope in the concepts of justice, ecology,
politics and love.

All these artists are the exemplification of attitudes that
epitomize the entrance of this new era, the clear vision of the
reorientation of knowledge and perspectives regarding our
planet, people, space, and information that can — and must —

be materialized in art. Let’s “dare the beast show itself.”(3)
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jako by mésto umiralo. Nepretrzity kolobéh zrozeni a smrti
mésta nam pripomina Zivot, v némz obyvatelé Ziji v odcizeni,

zplisobeném kazdodennim neustavajicim shonem.

Nina Sobell vyuZije ke komunikaci mezi New Yorkem City
a Prahou program Skype, pomoci néhoz bude pfijimat
instrukce od Ucastnikd festivalu TINA B., na jejichz zakladé
bude modelovat hlinéné sochy ve svém ateliéru v NYC.
Uéastnici vystavy budou informace zarovei zpétné vyuzivat
k vyhotovovani kreseb téchto soch v redlném case, coz
poslouzi jako ilustrace mozZnosti koexistence dvou- a

tfidimenzionalniho &asu.

Jako soucast TINY B. na cesté predstavuje ,Proména
Palomity* projekt Cerdos Selectos (Vybrana Prasata), kde
jsou protagonisté obleceni do obleki a na hlavé maji praseci
hlavy. Toto video je koncipovano jako verejna demonstrace,
jez otevirené hovori o globalni krizi a oznacuje kapitalismus
jako hlavniho vinika.

Kone¢né Christoph Draeger predstavuje nejvtipnéjsi a
nejutopictéjsi stranku celé show se svym hippie filmem —
dokumentem o hnuti hippie s nazvem TroPicalia, zaloZzeném
samotnym umélcem ve Varsavé. B€hem 2 mésicli organizovalo
toto hnuti rizné performance a akce, jez znovu definovaly
hodnoty a koncepty hnuti Hippie a rekontextualizovaly je ve
svété, ktery ztratil dGvéru v pojmy spravedinosti, ekologie,
politiky a lasky.

Vsichni tito umélci ztélesnuji postoje, jez dokladaji vstup do
této nové éry, jasnou vizi preorientovani mysleni a perspektiv,
tykajicich se nasi planety, lidi, vesmiru a informaci, jez mohou
— a musi — byt ztélesnény v uméni.

,»Jen at se ukaze bestie sama.“ (3)



Endnotes:

(1) Diana Reed Slattery, “Xenolinguistics I: Aspects of Alien Art”

from the compilation Toward 2012, 2008.

(2) Eric Davis, “Burning Men” from the compilation Toward 2012, 2008.
(3) Davis describes Poetic Terrorism, from the Theater of Cruelty,

as an art tactic that invokes all the contradictions of art and its reception.
Daring the beast to show itself, is the embracing of chaos, the relinquishing
to the collective unconsciousness, and the beginning of a truer perception

of reality.

Poznamky:

(I) Diana Reed Slattery, “Xenolinguistics I: Aspects of Alien Art”,
ze sborniku Toward 2012, 2008.

(2) Eric Davis, “Burning Men” ze sborniku Toward 2012, 2008.

(3) Davis popisuje Poeticky terorismus z Divadla krutosti jako uméleckou
taktiku, jez se dovolava vSech rozport uméni a jeho recepce. Nechat
vyniknout ,,bestii samu‘ znamena sevfit objimajici chaos, uvolnit kolektivni

nevédomi a zadit skute¢né vnimat realitu.



COM&COM

(MARCUS GOSSOLT / JOHANNES M. HEDINGER)

MAKING IDEAS is based on the assumption that there are
countless people out there with a virtually endless number
of unrealized ideas. The goal of this multi-year artistic non-
profit project is to find and collect these ideas and bring some
of them to fruition. MAKING IDEAS is a collaborative and
participative project. The call is open to anyone (including
non-artists), who has a creative idea but could never realize
it. The goal is to make selected ideas and projects — with the
help of our network — a reality. Central media of MAKING
IDEAS is a multilingual website which works at the same
time as a platform for submission, presentation, selection,
documentation and promotion of the ideas. From the pool of
the ongoing arriving ideas we select regularly some interesting
ideas for a closer look and visit their authors. This meetings
will be shown as short videoclips on the website which will
be also a basis of decision-making whether we realize this
idea or not. The main selection criteria will be creativity,
emotionality, poetry, passion, uniqueness, and sustainability, as
well as feasibility. The realized projects will be presented and
discussed in the course of exhibitions, festivals, symposiums
and other venues, and appear in text, images, and video on
the project website. All creators will keep the rights to their

own ideas and projects.

USKUTECNIOVANI NAPADU je zalozeno na piresvédéeni, ze
existuje spousta lidi s virtualné nekonec¢nym pocétem napadd,
jez nikdy nebyly uskuteénény. Cilem tohoto mnoholetého
uméleckého neziskového projektu je najit a sesbirat tyto
napady a nékteré z nich uskute¢nit. USKUTECNOVANI
NAPADU je projekt, vytvaieny ve spolupraci s raznymi
institucemi a za Ucasti raznych subjektid. Mize se jej zicastnit
kdokoli (v¢etné téch, kdo nejsou umélci), kdo ma néjaky
kreativni napad, ale nikdy ho nemohl uskutecnit. Cilem je —
s pomoci nasi vlastni sité — privést zvolené napady a projekty
na svét. Hlavnim médiem USKUTECNOVANI NAPADU
je vicejazyéna webovska stranka, jez zaroven funguje jako
platforma pro prihlaSovani, prezentaci, vybér, dokumentaci
a propagaci napadl. Z neustale rostouciho mnozstvi napadd,
které dostavame, vybira tym USKUTECNIOVANI NAPADU
pravidelné nékteré napady do uzsiho vybéru a poté navstévuje
jejich autory. S nimi natoci kratké videoportréty, které vyvési
na webovskou stranku a jez se poté stavaji zakladem pro
rozhodovani, zda dany napad realizovat ¢i nikoli. Kritérii
vybéru jsou kreativita, originalita, schopnost citového
osloveni, poeti¢nost, obhdjitelnost a uskutecnitelnost namétu a
zanicenost pro véc. Uskuteénéné projekty budou prezentovany
na vystavach, festivalech, sympoziich a podobnych udalostech,
nebo se objevi v textové, obrazové nebo filmové podobé na
webovské strance projektu. VSichni tvlrci si podrzuji prava na

vlastni napady a projekty.



MAKING IDEAS
2009
An art project to make unmade ideas
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CHRISTOPH DRAEGER

ZURICH / SWITZERLAND
*1965

Hippie Movie is a funny and romantic ‘documentary’ about
a Hippie movement named TroPolicalia, which was founded
by Christoph Draeger in Warsaw as an ironic remake of San
Francisco’s Summer of Love 1967. In the light of rising social
injustice, an unpopular war in Iraq, ecological concerns and
a new cold war looming, the film is a meditation on political,
social and cultural behavior first coined in the 1960’s by the
Hippies, who protested and contested many issues that seem

to make a comeback today.

It is also a celebration of the inventions of 1960’s rock music,
and last but not least, a hallucinatory, post-psychedelic visual
trip. TroPolicalia existed for a two month period. The film
was shot in HD video and Super-8, without the help of actors,

only amateurs who volunteered to participate.

Hippie film je vtipny romanticky dokument o hnuti Hippie
s nazvem TroPolicalia, jez zalozZil Christoph Draeger ve Varsavé
jako ironicky remake sanfranciského Léta lasky z roku 1967.
Ve svétle socidlni nespravedInosti, nepopularni valky v Iraku,
ekologickych problém( a hrozeb nové studené valky je film
meditaci na téma politického, socialniho a kulturniho chovani,
vytvoreného v 60. letech poprvé hnutim Hippies, ktefi
protestovali proti mnoha problémim, jez se dnes zacinaji

navracet.

Je to rovnéz oslava kreativity rockové hudby 60. let
a v neposledni adé halucinacni, post-psychedelicky vizualni
vylet. TroPolicalia existovala 2 mésice. Tento film byl natocen
na HD video a Super-8 bez Gcasti herct, podileli se na ném jen

dobrovolnici a amatéri.

Hippie Movie
2008
HDV, 53 min






ELENA BAJO
MADRID

Elena Bajo is creating a site-specific installation for the Tina B
Festival. Her concept-generated practice is concerned with
the social and political dimensions of everyday spaces, the
poetics of ideologies, temporalities and subjectivities. She
creates works that deal with the production of space, objects,
and architectural structures generated by recontextualizing
cultural artifacts. Her work reflects on spatial-temporal
relationships with the cultural unconscious and the theater
in which the social imagination is played. Her work traverses
many media including installation, performance, participatory
events, video, text and writing.

For her festival installation, Bajo invokes the city of Prague as
a metaphor for the city we all inhabit — the city of our dreams
and nightmares, the city of the global era. An a-temporal
construction, the local and traditional fuse with the universal
to give birth a contemporary imaginary space, one that
navigates between the most vividly real and the fantasy of the

possible.

Elena Bajo vytvari specifickou instalaci pro festival Tina B. Jeji
praxe ve vytvareni konceptl se tyka socidlnich a politickych
dimenzi kazdodenniho prostoru, poetiky ideologii a duchov-
nich a subjektivnich prozitkl. Bajo vytvari dila, jez se zabyvaji
formovanim prostoru, objektl a architektonickych struktur,
generovanych rekontextualizovanim kulturnich artefaktl. Jeji
dilo se zamysli nad prostorové-¢asovymi vztahy s kulturnim
nevédomim a divadlem, v némz vystupuje socialni imaginace.
Jeji dilo prochazi mnoha medialnimi formami véetné instalace,
performance, participativnich Gcasti, videa, textu a psani.

Na své festivalové instalaci evokuje Bajo Prahu jako metaforu
mésta, v némz Zijeme, mésta nasich snl a no¢nich mar, mésta
globalni éry. Atemporalni konstrukce, propojeni mistniho a tra-
di¢niho s univerzalnim vytvari souc¢asny imaginarni prostor, jenz

se pohybuje mezi Zivym realnem a fantazii mozného.

Untitled

2009

Site-Specific Installation
Variable found materials






FEDERICO SOLMI

BOLOGNA /ITALY
*1973

In Federico Solmi’s drawings, the King Kong figure is portrayed
as a metaphor for the art world and the money-driven
culture of New York City. Ideas about the nature of money,
technology, the natural, and “man-made” come together in
the painstakingly hand drawn sequence of frames, where
commercial brands melt with icons of high culture such as
Gagosian Gallery and the Guggenheim Museum. King Kong
works as an alter ego of the artist, living in the frenzy of New
York and its fierce art world.

At the climax, the gigantic monkey — trapped by the monstrous
landscape of the Big Apple — is killed, triggering an earthquake
that destroys the world, also bathed by a rain of urine.

This kind of Armageddon has a happy ending though — the
artist, himself and his wife have the mission to repopulate the
Earth with a new race of new and improved mankind using the

most advanced technology: a baby making machine.

V kresbach Federica Solmiho je postava King Konga
prezentovana jako metafora uméleckého svéta a penézi
ovladané kultury New York City. Uvahy o povaze penéz,
technologii, prirozeného i “Clovékem stvoreného” svéta se
spojuji v horlivych, ru¢né kreslenych sekvencich jednotlivych
obrazl, v nichz komeréni znacky splyvaji s ikonami vysoké
kultury jako je Gagosianska Galerie nebo muzeum Guggenheim.
King Kong je alter egem umélce, Zijiciho uprostied Silenstvi
New Yorku ve svém divokém uméleckém svété.

Na zavér je v ramci vyvrcholeni tato obrovska opice,
uvéznéna v monstrozni krajiné New Yorku, zabita, coz vyvola
zemétieseni, jeZ znici svét, ponoreny do lazné modi.

Tento druh Armageddonu ma nicméné S3tastny konec —
umélec a jeho Zena maji poslani znovu zalidnit Zemi novou
rasou nového a vylepSeného lidstvi, s pomoci nejpokrocilejsi

technologie: stroje na vyrobu déti.

KING KONG AND THE END OF THE WORLD
2006

Drawing animated video 4 min 27 sec

in collaboration with 3D Australia based artist Russell Lowe.
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IVAN NAVARRO

SANTIAGO / CHILE
*1972

“The latter work faced Navarro’s video The Missing Monument
for Washington, DC or A Proposal for a Monument for Victor
Jara, (2008), another piece about failure, this one political:
Augusto Pinochet’ seventeen-year dictatorship in Chile, a
reign marked by torture, murder, and government-ordered
disappearances. In this haunting video, Chile-born Navarro
refers to folksinger and song writer Victor Jara, killed in
September 1973 in Chile Stadium by Pinochet’s forces. Two
barefoot figures in an empty room are dressed in dark clothes
with white bags over their heads, as if to be tortured. One is
on all four; the other, acoustic guitar in hand, stands on the
back of the first reciting Jara’s poem “Estadio Chile”(Chile
Stadium) in a tone quiet yet firm, resigned yet resolute. A
single chord strummed on the guitar demarcates passages.
Navarro extrapolates from the video’s human monument
in Victor, 2008, a fluorescent-tube rendering of a crouched
human figure. Large sheets of paper stacked on the figure’s
“back” reproduce, on one side, a single image from the video
and, on the other, Jara’s poem. Intriguingly, this immaculate

sculpture enshrines history without sanitizing it.”

Nord Wennerstrom
Artforum, October 2008
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»Jedno z poslednich Navarrovych dél - video ,Chybéjici
pamatnik pro Washington, DC nebo Navrh na pamatnik
pro Victora Jaru‘, (2008) — je dalsim dilem o selhani,
tentokrat politickém: o sedmnictileté diktatufe Augusta
Pinocheta v Chile, vladé, poznamenané mucenimi, vrazdami
a objednanymi ,zmizenimi. V tomto znepokojivém dile
pripomina v Chile narozeny Navarro folkového zpévika a
hudebnika Victora Jaru, ktery byl v zari 1973 zabit na Chilském
stadiénu Pinochetovymi jednotkami. Dvé bosé postavy se
nachazeji v prazdné mistnosti, oble¢eny do tmavych odévd,
s bilymi taSkami na hlavach, jako by byly muceny. Jedna kleci
na Ctyrech, druha stoji na jejich zadech s akustickou kytarou
v ruce a recituje basei ,,Chilsky stadion“ od Viktora Jary.
Recituje klidnym, ov§em silnym hlasem, rezignovanym, ale
rezolutnim. Jednotlivé pasaze basné jsou oddéleny akordem,
opakované brnkanym na kytaru. Navarro své video rozsiruje
do lidského pamatniku Victor 2008, fluorescenéni trubice
prikréené lidské postavy. Postava ma na zadech obrovské
zmackané listy papiru, jez na jednu stranu reprodukuji zabér
z videa, na druhou stranu odrazeji Jarovu basen. Tato dokonala
socha v sobé neobvyklym zplsobem uchovava historii, aniz by

se ji snazila vylepSovat.“

Nord Wennerstrom
Artforum, Rijen 2008



The Missing Monument for Washington DC
or A Proposal for a Monument for Victor Jara

2007
Video (4:00 min) and posters.

21



JENNY MARKETOU

ATHENS / GREECE
* 1954

Informed by and indebted to futurism and the utopian moments
of popular culture, Marketou’s “BUBBLES” epitomizes the
recycling of old forms and their transformation into the shapes
of a new world.} The project combines local utility features
with the global economies of leisure and entertainment, all
within the historical context and economy of disposable paper
clothing, fully expressive of the sixties pop culture fashion in
America and Europe.

“BUBBLES” appropriates and re-imagines the 9 meter
diameter hot air commercial balloon used by Balloon Centrum
in Prague for air tourist rides and attractions above the river
Vltava and Charles bridge. Marketou transforms this object by
juxtaposing and adorning the ephemeral, fragile, and poetic hot
air balloon with the repetition of the word FRAGILE written
with big letters and inspired by Warhol’s paper dresses on
which he silk screened the word as a performance in the 60’s.
The subject of throwaway paper clothing engenders thoughts
on recycling and research into the future replacement of
paper in times of a shortage of resources. It is also significant
that during times of uncertainty, such as today’s crisis, people

can look to the sky and escape reality.

Puplic Art Project by Jenny Marketou / The appropriation of an existing
hot air balloon as a symbol of energy vitality on view in the sky of Prague
overlooking Charles Bridge and the river / Credits: Project Assistant in
New York City : Nadine Donath / The artist would like to thank Mr. Vassili
Zidianaki and ATOPOS FASHION FOUNDATION in Athens, Greece for

their help and inspiration during her research for the project Bubbles.
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Ovlivnéna futurismem a utopickymi momenty popularni
kultury, instalace Jenny Marketou ,,BUBLINY* symbolizuje
recyklaci starych forem a jejich transformaci do tvard nového
svéta. Tento projekt propojuje rysy lokalni uzite¢nosti
s globalnimi ekonomikami volného casu a zabavy, to vse
uvniti historického kontextu a ekonomie papirovych odévi
na jedno pouZziti. Projekt zaroven odkazuje k pop kulture a
modé 60. let v Americe a v Evropé.

Instalace ,BUBLINY* sestava z horkovzdusného balénu
o priméru 9 metrd, pouzivaného Balén centrem v Praze pro
turistické lety a atrakce nad Vlitavou a Karlovym mostem.
Marketou tento efemérni, kiehky, poeticky horky balén
propojuje s efemérnimi, ki‘ehkymi, pulzujicimi, napadnymi
slogany a ozdobami,

pestrobarevnymi inspirovanymi

dekorativnimi motivy popové éry ,,papirovych odéva“ 60. let.
Téma obleceni na jedno poutziti s sebou nese Gvahy o recyklaci
a nahradé papiru za jiny material v bliZici se dobé nedostatku
zdrojd. Rovnéz je vyznamné, Ze v dobé nejistoty — jakou je

dnesni krize - mohou lidé vzhliZet k nebi a unikat realité.

BUBBLES
2009
A site-specific artistic intervention






JOHANNES GEES

ROMANSHORN / SWITZERLAND

*1960

“My God Is God Himself’ emerged after Johannes Gees
researched different Internet sources of God Statements and
translated them with an automatic translator into different
languages: from German to Chinese, Chinese to Arabic, Arabic
to Norwegian, Norwegian to Catalan, Catalan to Korean and

then back to German.

The shift of meaning and plain misunderstandings created
by the translation render a text that can be best described
as something trans-personal, eliminating any dogmatic
connotations. The result underlies how in small ways, society
can begin to eradicate the stigmas of religion, a historical

motivator of conflict and the most archaic form of alienation.

This version of “My God Is God Himself’ interacts with the
visitor in a very personal way: it is only by using his own body
and gestures that the projection becomes visible again, thus
creating a invisible bond between the viewer and the words

of the Noosphere.
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Dilo ,,MUGj Bih je sam Bih* vzniklo tak, Ze Johannes Gees
prochazel rizné internetové zdroje s Bozimi vyroky a prekladal
si je pomoci automatického piekladace do rlznych jazyka:
z némdiny do cinstiny, z ¢instiny do arabstiny, z arabstiny
do norstiny, z norstiny do katalanstiny, z katalanstiny

do korejstiny a zpét do némdiny.

Posun smyslu a bézna nedorozuméni, zplsobena prekladem,
vytvareji z textu jakousi transpersonalni entitu, néco, co
odstranuje vSechny dogmatické konotace. Vysledek ukazuje,
jak se mulzZe spole¢nost malymi kricky zadit zbavovat
stigmat nabozZenstvi jakoZto historickych stimult konfliktd

a nejarchaictéjSich forem odcizeni.

Tato verze instalace ,,M0j Blh je sam Bih* je interaktivné
propojena s navstévniky na osobni roviné: projekce je viditelna
jen pri ,,poutziti vlastniho téla a gest, coz vytvari neviditelné

pouto mezi divikem a Noosférou.

My God Is God Himself
2009
text projection over the spectators body






CHUS GARCIA-FRAILE

MADRID / SPAIN
*1965

In Running, the narrative opens in an aerial view of a
contemporary city, zooming in to focus on its inhabitants
walking through the streets on their daily routines. Some of
them break the daily rhythm as they begin to run, though
we do not know their motivation. The action continues, and
an increasing number of people start running. The crescendo
of rhythm and velocity provokes feelings of uncertainty and
helplessness. Little by little, peace comes, the music slows,

and the city sleeps.

Some scientists remark how the act of running brought us to
the evolutionary peak, not only for the selection of the strong

but also as an act of resistance or survival.

The voragine of images underlines how the act of running
is common to all of us. The images are selected according
to their ambiguity, without giving any information about the
reason to run. In a global society where fear is one of the
main implements of power utilized to manipulate the masses,
those masses running without real reason present a perfect
metaphor for this situation— running without knowing the
cause or consequence, not knowing where to go or from

where, just running.
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Béh zacina leteckym pohledem na soucasné mésto, postupné
se priblizujicim k jednotlivym obyvatellim, prochazejicim se
po ulici v kazdodennim shonu. Néktefi porusuji svou denni
rutinu, kdyZ se najednou rozbéhnou, nevime vsak proc. Akce
pokracuje a stale vice lidi se rozbihava. Stupriovani rytmu
a rychlosti vyvolava pocity nejistoty a bezmoci. Postupné se

situace uklidruje, hudba se zpomaluje a mésto usina.

Nékteri védci tvrdi, Ze béh je pro nas revolu¢nim prredélem,
nejen z hlediska prirozeného vybéru silnéjsiho, ale také jako

akt vzdoru nebo prefziti.

Vir obrazil doklada, Ze tento béh je nam vSem spole¢ny. Obrazy
jsou vybirany na zakladé mnohoznacnosti, nikde nejsou zirejmé
Zadné dlvody k béhu. V globalni spoleénosti, kde strach je
jednim z hlavnich mocenskych nastroji manipulace mas,
prredstavuji masy, béZici bez jakéhokoli skutecného dlvodu,
dokonalou metaforu nasi situace — béZime, aniz bychom znali

divody ¢i nasledky, nevime, odkud a kam jdeme, jen béZime.

RUNNING
2009
3 min 30 sec
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OLAF BREUNING

SCHAFFHAUSEN /| SWITZERLAND

*1970

In Olaf Breuning’s Ghosts, Breuning uses humor and spectacle
to expose the banal, core essence of the human psyche and
condition. Breuning deals with the collective memory of
society- the hopes, fears, fantasies, and the implicit experiences
common to all.

Ghosts, a collaboration with Bernhard Willhelm, took the
place of Whillhelm’s fashion show in Fall 2003. In the film,
Breuning approaches a group of models, feeding them ecstasy,
a scene that quickly turns into an orgiastic spectacle. Ghosts
appear, kidnapping the models and throwing them into
a writhing party of absurd childhood games. At first fearful,
we realize that this scene is a fantasy, a cacophony of basic
emotions and joys to be experienced by those willing to
delve into an alternate perception of society and the world
around us.

The frivolous, scary, and taboo, transform to represent the
spiritual struggle undertaken while exploring the deeper
regions of the psyche (or mass psyche). The film plays with our
perception of what is “messed up”, challenging us to embrace
and enjoy images, concepts, and icons that are normally taboo.
We realize that these taboos are a part of the basic human
condition, something to be absorbed and appreciated with

the realization of the Noosphere.
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Ve filmu Duchové pouziva rezisér Olaf Breuning humor a
divadlo, aby odhalil zékladni bandlni podstatu lidské duse
a Zivota. Breuning se zabyva kolektivni paméti spolecnosti
— nadéjemi, strachy, fantaziemi a v§em vSeobecné znamymi
zkuSenostmi.

Duchové, ktefi vzniklive spolupraci s Bernhardem Willhelmem,
se odehravaji béhem Willhelmovy médni prehlidky na podzim
2003. Breuning ve filmu oslovuje skupinu manekyn( a nabizi
jim extazi, coz se vzapéti zvrhne v orgiasticky vyjev. Objevuji
se duchové, ktefi unaseji manekyny a vrhaji je do zmitajiciho
se reje absurdnich détskych her. Zpocatku hroziva scéna se
ukaze byt fantazii, kakofonii zdkladnich emoci a radosti, jez
zakouseji ti, kdo se vrhaji do hlubin alternativniho vnimani
spoleénosti a svéta kolem nas.

Posetilost, hrozivost a tabu se proménuji, aby nechaly
vyniknout duchovni boj, podstupovany béhem zkoumani
hlubsich oblasti duse (nebo duse masy). Tento film si pohrava
s nasim vnimanim toho, co je ,,zpackané*, a vyzyva nas k vnimani
a radosti z obrazd, konceptl a ikon, jeZ jsou za normalnich
okolnosti tabu. Uvédomujeme si, Ze tato tabu jsou soucasti
lidské prirozenosti, jsou nécim, co musi byt absorbovano

a zhodnoceno v ramci uvédomovani si Noosféry.

Ghosts
2003
Film / 5 min 45 sec
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NINA SOBELL

XXXX
*0000

Using Skype to transmit information between my New York
City studio and a gallery in Prague Nina Sobell will receive
instructions which will affect the creation of a clay sculpture.
The Prague participant(s) will be her mind, her brain, and her
consciousness. By giving her directions of where to place the
clay, the Prague participant(s) actualizes the sculpture and | in
turn become the vehicle for their direction. By asking to turn
the sculpture, add or subtract areas, their aesthetic comes
into play. Making fingers, toes or facial features, raising an
arm or extending a leg. Therefore, the sculpture becomes
a mediation between her execution and their direction, and
a true collaboration that can only take place using real-time
technology. Three dimensional sculptural space, virtual Skype
space and two dimensional drawing space co-exist to create
a collaborative work in which sculpture is the source of th e
drawing and the drawings the inspiration for new sculptures-

a work of extreme tactile interactivity.
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Nina Sobell vyuZije Skype k prenosu informaci mezi prazskou
galerii a ateliérem v New Yorku. Pokyny, které takto dostane,
primo ovlivni tvorbu jeji hlinéné sochy. Prazsky ucastnik
(u€astnici) tedy prevezme roli jejiho mysleni, intelektu a
védomi. Jeho pokyny, kam umistit hlinu, povedou k realizaci
sochy, ¢imz se Nina Sobell stane nastrojem jeho tvorby. Jeho
estetika vstupuje do hry tim, Ze pozidd o pootoceni sochy,
pridani nebo odebrani materidlu z konkrétnich &asti. Takto
dojde k modelaci prsti, ryst obli¢eje, zvednuti ruky nebo
prodlouzeni nohy. Socha se tedy stane prostiednikem mezi
jeho vedenim a jeji realizaci. Bude to skute¢na spoluprace,
jez mlze nastat pouze diky technologii probihajici v redlném
¢ase. Trojrozmérny prostor sochy, virtualni prostor Skypu
a dvojrozmérny prostor kresby zde koexistuji a dohromady
vytvareji dilo, kde socha dava vzniknout kresbé a kresby se
stavaji inspiraci pro nové sochy. Tak vznikda dilo mimoradné

hmatatelné interaktivity.
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WARREN NEIDICH

NEW YORK CITY
*1962

Warren Neidich presents an intriguing body of work
exploring such diverse subject matter as Art, neuroscience
and biology. Neidich always manipulates the senses of the
spectator, forcing him to re-examine his surroundings with
newly informed perceptions and sensibilities.

Blanquis Cosmology examines the process of energy, thought,
the dissemination of ideas, and their inherent relationship to
the universe. At the very moment when energy becomes
thought and thought becomes energy, there is an incendiary
conflagration of bursting light that, like an exploding star at
the end of its life, sends shards of information into the ether.
Like knives that cut through the universe, this energy flourishes
and penetrates all it comes into contact with, setting off chain
reactions that eventually reach mother earth— our planet—
with its billions of inhabitants.

Each singularity, like a plant in photosynthetic heaving, absorbs
these small doses and infringements of information, and
through osmotic reconfigurations, assembles this disparate
energy into some kind of sense and form.

This new form functions for itself, as opposed to the non-
sense that had given birth to its basic foundation. That is the
spark of intelligence that informs the cooperative society of

the Noosphere in the paroxysm of its becoming being.
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Warren Neidlich privezl fascinujici dilo, které se zabyva tak
rozdilnymi tématy jako jsou uméni, neurovéda a biologie.
Neidlich vzdy manipuluje smysly divdka a nuti jej znovu
objevovat své okoli na zdkladé nové zformovanych dojmu
a senzibility.

Kosmologie Blanquis zkouma energeticky proces, mysleni,
Sireni myslenek a jejich inherentni vztah k univerzu.
V okamziku, kdy se stava energie myslenim a mysleni se stava
energii, dochazi k nesmirnému zazehu prekypujiciho svétla,
jez jako explodujici hvézda na konci svého Zivota vysila zlomky
informaci do éteru. Tato energie se $ifi jako nlzZ, jenz kraji
univerzum, prochazi v§im, s ¢im prichazi do styku, spousti
iretézové reakce, jeZ nakonec zasahnou i maticku Zemi — nasi
planetu — s jejimi miliardami obyvatel.

Kazda singularita - jako rostlina ve fotosyntetickém vzdouvani
— absorbuje tyto malé davky a zasahy informaci a skrze
osmotické rekonfigurace shromazd'uje tuto nesourodou
energii do urcité podoby a dava ji urcity smysl.

Tato nova forma funguje sama o sobé, na rozdil od nesmyslu,
jenz stal u zrodu jejiho zakladu. Je to jiskra inteligence, ktera
formuje kooperativni spole¢nost Noosféry ve vybuchu jejiho

stavani se byti.

Blanquis Cosmology
1995 — 2009
Video Installation






YVES NETZHAMMER

SCHAFFHAUSEN /| SWITZERLAND

*1970

In Yves Netzhammer’s videos, the figures are portrayed
devoid of any feature of personal identity— they appear as
test-dummies exploring different logics within a given system.
The work is motivated by an uneasy sense of difference from
“the Other(s)” and the biographical consequences of that
difference. In the film, a fertile process of association conducts
us throughout, pinning us to our seats. The associations are
hardly literal, but centered in the imaginative use of objects
and the creative exploration of situations. The spectator
witnesses different processes of transformation which underlie
new activities that, in turn, lead to new states of behavior and
finally new states of being.

Hisforms andimage-thoughtsare also highly self-reflexive. They
convey a considerable amount of autonomy by giving us the
feeling that discovery is inherent to their logic. This is achieved
at the expense of the complete irrational exploitation of all
natural resources. The research into spirituality and spiritual
values in our world of commodities is deeply connected with
the idea of loss, incompatibility between object and human,
and the dissonance between nature and culture. More than a
reflection about the loss of values and our disorientation in
a chaotic world of commodities and objects, the film is also
forcing us to reflect on ecology, making us consider not only
the objects we have been accumulating, but also the values we

have attributed to them.
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Ve videich Yvese Netzhammera jsou postavy zbaveny vSech
rysti osobni identity, vypadaji jako testovaci figuriny, jejichz
cilem je prozkoumavat logiku uvniti* daného systému. Dilo je
inspirovano znepokojivym vyznamem odlisnosti od ,,druhého
— jiného — jinych* a biografickymi nasledky této odlisnosti. Ve
filmu nas po celou dobu provazi plodny proces asociace, jenz
nas drzi prikované k sedackam. Asociace nejsou doslovng,
ale todi se kolem imaginativniho uZivani objektl a kreativniho
prozkoumavani situaci. Divak se stava svédkem rlznych
procesU transformace, jez tvori zaklad novych aktivit, které
zase vedou k novym stavim chovani a nakonec k novym
staviim byti.
Netzhammerovy tvary a obrazy-myslenky jsou rovnéz vysoce
sebereflexivni. Vykazuji zna¢nou miru autonomie tim, Ze v nas
vyvolavaji pocit, Ze proces objevovani je inherentni jejich
vnitini logice. Toho je dosazeno na ukor iracionalniho plného
vyuzivani vSech pFirodnich zdroji. Zkoumani spirituality a
spiritualnich hodnot v naSem svété, ovladaném zbozim, je
hluboce spojeno s myslenkou ztraty, nesnaSenlivosti mezi
objekty a lidmi, a disonanci mezi pfirodou a kulturou.Kromé
Gvahy nad ztratou hodnot a nasi dezorientaci v chaotickém
svété zbozi a objektll nas tento film rovnéz nuti premyslet
o ekologii — nejen o objektech, které hromadime, ale také
o hodnotach, které jim prisuzujeme.
Furniture of Proportions
2008
Film / 28 min 2 sec
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BEYOND GUILT

ZA VINOU



BEYOND GUILT
ZA VINOU

Curated by DORON RABINA and BOAZ ARAD

“BEYOND GUILT” is an exhibition from the Israeli curator
Doron Rabina presenting works mainly from the sphere of
videoart. It focuses thematically and conceptually on guilt as
its motif. Guilt is perceived here not just as the source of
reflection on moral responsibility but also a source of ideas

and as a generator of life.

The project links the term “political art” to values like

imagination and originality. Political responsibility is
characterized as an intimate space and as a path, not as a kind
of repentance. Doron Rabina views guilt as an emotion that
questions the definitions in our own conscience and awareness.
“Beyond Guilt” plays with emotional weight of loss, sin, and
injustice. However, it also offers positive elements — visual

impressiveness, humour, and delight in innovation.

Doron Rabina places special emphasis on how individual
exhibits are placed and patiently looks for new places where

the works can be projected.
The “BEYOND GUILT” section features work by the artists

Oliver Hussein, Guy Ben-Ner, Roee Rosen, Ronnie Bass, Ruti
Sela & Maayan Amir, Uri Nir, and Gilad Ratman.
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Kuratofi DORON RABINA a BOAZ ARAD

Vystava ,BEYOND GUILT® vedena izraelskym kuratorem
Doronem Rabinem predstavuje zejména dila z oblasti vi-
deoartu. Tématicky a koncepéné se zaméfuje na motiv viny.
Vina je pfitom vnimana nejen jako zdroj reflexe moralni

odpovédnosti, ale jako zdroj napadi a jako generator Zivota.

Projekt propojuje termin ,politické uméni* s hodnotami ja-
kymi jsou imaginace a originalita. Politickou odpovédnost
charakterizuje jako diivérny prostor a cestu, nikoli jako formu
pokani. Vinu vidi Doron Rabina jako emoci, ktera zpochybriuje
definice z naseho vlastniho védomi a uvédomovani si. Vystava
»Beyond gulit“ si pohrava s citovym zavazim jako je hfich,
ztrata a nespravedinost. Mimo to v3ak pfinasi i pozitivni prvky

— vizualni efektnost, humor a radost z inovace.

Doron Rabina klade diraz na zplGsob umisténi jednot-
livych exponatii a trpélivé hleda mista, na néz se budou dila

promitat.

V sekei ,,BEYOND GUILT* se predstavi umélci Oliver Hus-
sein, Guy Ben-Ner, Roee Rosen, Ronnie Bass, Ruti Sela &

Maayan Amir, Uri Nir a Gilad Ratman.






OLIVER HUSAIN

GERMANY
*1969

when the sun lifts itself

soundless or smacking,

from the slick horizon,

a drop falls from the zinc tap into the bucket
when the dew on the grass is grey,

the earth is red
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SQUIGGLE
2005
vIDEO 21:50 min
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GUY BEN-NER

ISRAEL
*1969

a jail brake-away movie shot at home with the artist’s family
the director is being trapped under hid baby-son’s crib and
has to use all his creative tool-making powers in order to

escape
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HOUSEHOLD
2001
22:30 min
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RUTI SELA & MAAYAN AMIR

ISRAEL ISRAEL
*1974 *1978

Beyond Guilt — The Trilogy

Beyond Guilt #1 / 2003/ 9’
Beyond Guilt #2 /2004 / 18’
Beyond Guilt #3 /2005 / 14’

The series “Beyond Guilt” addresses the undermining of the
power relation between photographer and photographed,
men and women, the public domain and the private sphere,
object and subject. As the film’s directors, Sela and Amir take
an active part in the occurrence. They seduce the interviewees
on the one hand, and turn the camera over to them, on the
other, as part of the aforesaid undermining of power relations
between photographer and subject. The choice of pick-up
bar services or hotel room as shooting locations strives to

represent an underworld with its language and signifiers.

The quick encounter before the camera calls to mind the
ephemeral nature of intimate relations, but most of all the
works allude to the influences of the occupation, terror and
army as constitutors of an Israeli identity even in the most
private moments, The sexual identity and the military-political

identity seem intertwined inseparably.
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BEYOND GUILT #2
2004
19:00 min
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EDGARDO ARAGON DIAZ

MEXICO
*1983

Efectos de familia is a series of videos in which children learn
through recreation, rituals and games the family history
interfered in organized crime and politics, same as they did

not live at the time.

EFECTOS DE FAMILIA
2007 / 2009

#1 (1:30 min)

#6 (0:50 min)

#7 (3:20 min)

#9 (1:50 min)

#11 (4:30 min)
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#9

#11
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AVI MOGRABI

ISRAEL
*1956

Two scenes from the Occupied Palestinian Territories, in
both there is a physical contact between the person capturing
the scene on video and the soldiers. In one scene they attack

him, in the other he attacks them.
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DETAIL2 & 3
2004

DETAIL #3
2004

5:20 min
DETAIL #2
2004

3:40 min
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RONNIE BASS

TX/U.S.A
*1976

Our Land is a fictitious account of the possibilities of the
laboring class to achieve the dreams of prosperity, autonomy
and perhaps salvation. The premise of the story is of a
computer store manager and his two employees, brought
together by a woodcarving hobby, who decide to relocate to

the desert and begin a microchip factory.

At the base of Our Land is a hope that people may escape,
or find contentment within, oppressive social and economic
situations. Our Land explores social utopias, fringe religions,
new inventions, black box technologies, tactics of late

capitalism, and friendship.

Ronnie Bass wrote, edited, constructed the sets for, and composed and
performed the music for Our Land.

Actors include: Ronnie Bass, Jeremy Eilers and Katherine McLeod.
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OUR LAND

2006

10 min 40 sec

digital video and sound on DVD
courtesy of i-20 Gallery, New York






ROEE ROSEN

ISRAEL
*1963

The Confessions Of Roee Rosen starts with the artist’s own
announcement of his upcoming death. He dismisses his entire
career and all the lies, scandals and artificial identities that
have become a part of his life. But it’s not Rosen himself
who delivers the confessions. Instead, he has asked three
female immigrants, all of which live in Israel, to read out the
confessions aloud — in Hebrew, nota bene — a language they
don’t speak. Their monologues are based on Rosen’s own
life, but in a wider perspective it is a highly provocative and
at times bizarre reflection about large subjects such as art,

politics, death and sexuality.
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The Confessions of Roee Rosen
Israel, 2008

DigiBeta, 57 min.

English subtitles



Does geology help washing the Noors? THMIS0 NET IONY R ]
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STREAMING MUSEUM
STREAMING MUSEUM

Curated by NINA COLOSSI

“New Era”
The tina b. 2009 Streaming Museum exhibition
in Prague’s Wenceslas Square, cyberspace and international

public spaces

Streaming Museum (streamingmuseum.org) is a new hybrid
museum that presents multi-media exhibitions in cyberspace
and public space on 7 continents. Launched January 29, 2008
by Nina Colosi, the museum is produced and broadcast in New
York City, with exhibitions generated in collaboration with
international cultural, educational, and public centers; artists,
curators and visionary creators. The Streaming Museum was
inspired by Nam June Paik who in the 1970’s envisioned the
Internet, predicting an “information superhighway” as an open

and free medium for imagination and exchange of cultures.

The museum’s exhibition, “New Era,” is a collage of visual
and performing arts and visionary creation from the Middle
East and includes selections made by tina b. 2009 curators,
remixed for public spaces and cyberspace. The artworks
reflect the peculating undercurrents in contemporary society
from which will emerge the next “new era” - the theme of
tina b. 2009.

Kurator NINA COLOSSI
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In “Understanding New Media,” 1964, Marshall McLuhan
wrote: “The power of the arts to anticipate future social and
technological developments by a generation and more has
long been recognized. In this century [poet] Ezra Pound called
the artist ‘the antennae of the race.” Art as radar acts as ‘an
early alarm system,’ as it were, enabling us to discover social
and psychic targets in lots of time to prepare to cope with
them. This concept of the arts as prophetic contrasts with the

popular idea of them as mere self-expression.”

Underscoring the exhibition is the song “Azadi,” composed
and performed by the world famous Iranian singer Susan
Deyhim and American musician/multi-media artist Paul Miller
DJ Spooky. “Azadi,” which means “freedom” in Farsi, is an
interpretation of an ancient poem by the legendary poet

Rumi.

Among the artists exhibited in “New Era” is Israeli video artist
Uri Dotan whose “Crossing Tel Aviv”’ 2009 mirrors, loops
and composes imagery of anonymous pedestrians, traffic,
crosswalks and other sites of urban transience, generating
symmetry that suggests a form of reality that perhaps lies just
beyond the level of human perception. The musical language
of Keren Rosenbaum, the dynamic contemporary classical
Israeli composer and founder of Reflex Ensemble, crosses
into new realms of music and sound structure, visual scoring

and theatrical movement by the performers.

The exhibition presents artworks by students from countries
throughout the Middle East who study at the American
University in Dubai, Zayed University, and University at
Sharjah in the United Arab Emirates. The work is charged
with their aspirations and the desires of the region to achieve

a global platform for art and commerce. New opportunities



for exposure at international exhibitions such as the 2009
Venice Biennial, and in New York at the School of Visual Arts
Gallery and Tenri Art Institute is increasing the students’

confidence and commitment to their studies.

Artworks that reflect the notion of new cultural hybrids
that emerge by crossing aspects of the traditional and
contemporary have been selected, including work from the
highly acclaimed 2009 Chelsea Art Museum exhibition in
New York, “Iran Inside Out.” In “Hell’s Wash” and “Hell’s
Puerto Rico,” Iranian-American Pooneh Maghazehe pledges
allegiance to subcultures, presenting herself as a case study in
defining cultural assimilation in society. She uses symbols and
terminology and constructs garments that borrow from the
traditions of the multi-cultural Philadelphia neighborhood in
the US where she was raised, and photographs herself wearing
them during activities of daily life. “Headgear” by Iranian-born,
New York based artist Pouran Jinchi, is a series of delicately
crafted paintings of patterned and branded fabrics such as
Chanel, Christian Dior and Gucci, with traditional calligraphy
and Islamic geometric desi gn that forms the artist’s own

unique line of post modern headgear.

In YelleB Dance Ensemble’s dance video, “Pericardium,”
Edo Ceder, Ella Ben-Aharon confront religious, personal,
geographic, and political walls, performing at the Wailing Wall
in old Jerusalem, the Israeli West-Bank barrier and in skype
video conversations. Ruti Tamir and Ofra Hofman, noted
Israeli actors, perform an excerpt from their original play
“The Heads,” a sort of Israeli tribute to Samuel Becket, that

is a statement about the absurdity of war.

Interdisciplinary design teams are constructing Masdar City,

a planned city in Abu Dhabi in the United Arab Emirates that
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will rely entirely on solar energy and other renewable energy
sources, with a sustainable, zero-carbon, zero-waste ecology.
Opening phase one in 2009 and to be completed in 2014, it
is a global cooperative platform for the open engagement in
the search for solutions to some of mankind’s most pressing
issues: energy security, climate change and the development

of human expertise in sustainability.

To see “New Era” and for information on Streaming Museum

public locations go to www.streamingmuseum.org

Musicians Paul Miller D) Spooky (US) and Sussan Deyhim (Iran)
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PERFORMANCE ART OF THE 80’S COMPARISON
PERFORMANCE ART OF THE 80’S COMPARISON

Curated by PAULINA KOLCZYNSKA

A Tale from the World of Parallel Thinking

Performance Art from the 1980’s
by Hassan Sharif (UAE)

A Comparison with Zbigniew Libera (Poland)
and Jiri Kovanda (Czech Republic)

This exhibition is the very first comprehensive overview
outside of the UAE of the series of performances executed
by Hassan Sharif in Dubai in 1983. It consists of photographic
and drawing documentation of over twelve performances,
which are the sole examples of performance art in this
region in the 1980‘s. This overview aims to identify, classify
and contextualize this material and to discuss the theoretical
background of Sharif’s performance art.

The exhibition examines the unique link between the “Semi-
System” mathematical drawings created by the artist according
to the “chance and order” British constructivist theory and his
performance art. Thus, it traces a constructivist framework
outside of the media of painting and sculpture and explores
the rare union of constructivist and experimental theory with
Middle-Eastern spirituality and sensibility.

The detailed documentation also captures the important

historical moment in which the desert of Hatta became the
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Kurator PAULINA KOLCZYNSKA
Pribéh ze svéta Paralelniho mysleni

Hassan Sharif (Spojené arabské emiraty) a jeho performacni

uméni z 80. let 20.stol.

Srovnani se Zbigniewem Liberou (Polsko)

a Jitim Kovandou (Ceska republika)

Tato vystava predstavuje sérii performanci vytvorenych
Hassanem Sharifem v Dubaji v roce 1983 a je prvni soubornou
prrehlidkou uspoiddanou mimo Spojené arabské emiraty.
Tvori ji dokumentace fotografii a kreseb z vice nez dvanacti
performanci, jez jsou ojedinélymi priklady performacniho
uméni v tomto regionu v 80. letech. Prehlidka si klade za cil
predloZit tento material, roztridit jej a nastinit teoretické
zaklady Sharifova performaéniho umeéni.

Tato vystava si v§ima pozoruhodné souvislosti mezi jeho
performacnim uménim a matematickymi kresbami vytvorenymi
umélcipomoci,,Semi-systému‘“podle britské konstruktivistické
teorie ,,ndhody a radu“. Sleduje tedy konstruktivisticky
ramec mimo techniku malby a sochafstvi a poukazuje na
vzacnou shodu konstruktivistické a experimentalni teorie se
spiritualitou a sensibilitou Blizkého vychodu.

Detailni dokumentace také zachycuje dulezity historicky

moment, kdy se poust u Hatty stala dgjistém jeho



setting for performance art. It captures the moment of the
performance as a medium acquired the new element of the
desert landscape as part of its backdrop. In a number of his
performances, Hassan Sharif not only acquires familiar elements
of the everyday life for the purpose of his performance but
also reconfigures them by giving them new attributes. The
sequence of performances shown in the exhibition can be
categorized as minimalist and, to some degree, “action” based
performances.

This exhibition also seeks to compare the unique character of
practice and circumstance within Sharif’s performances with
Polish and Czech performance art during the same years.
The performance practice of Zbigniew Libera, a renowned
Polish conceptualist, specifically serves as a wide platform for
comparative discussions about production and documentation
and the dynamic role of the viewer, seen in his 1981-1982
work “Domestic Performance.” The subtle style of the
minimalist performance art by Jiri Kovanda, an important
representative of Czech “actionism” of the late 1970’s, is
discussed in depth as part of the comparative aspects of the
practice and performance strategy.

The exhibition prompts a unique and timely dialogue between
the three artists, revealing nuances in their approaches
to performance art, their individual points of interest as
well as the influence of their geo-political contexts. Most
importantly, this exhibition allows us to see striking parallels
in their artistic practices, aspects of which open up a new
perspective on the historical development of performance
art. By establishing these links, this exhibition pays tribute
to their artistic commitment and to the ongoing creation of

contemporary thought.

performaéniho uméni. Zachycuje moment performance
jakozto média, které si prisvojuje poustni krajinu jako soucast
svého jevistniho pozadi. V mnoha svych performancich si
Hassan Sharif nejen prisvojuje vSedni prvky kazidodenniho
Zivota pro ucely danych performanci, ale zarovei je pretvari
tim, Ze je obdaruje novymi atributy. Performance predstavené
na vystaveé |ze oznacit jako minimalistické a do jisté miry i jako
performance zaloZené na akci.

Dal$im zamérem vystavy je porovnani vyjime¢né povahy
postupli a okolnosti Sharifovych performanci s ceskym a
polskym performa¢nim uménim tohoto obdobi. Sirokou
platformou pro komparativni diskuse o produkci a
dokumentaci performanci a o dynamické roli divaka jsou
performacni postupy renomovaného polského konceptualisty
Zbiegnewa Libery, prredstavené v ,,Domacich performancich®,
dile, jez vytvoril v letech 1981— 82. V ramci srovnani postupt
a strategii performanci je vénovana detailni pozornost
subtilnimu stylu minimalistického performacniho uméni Jifiho
Kovandy, vyznamného predstavitele ceského ,,akcionismu*
konce 70. let.

Vystava podnécuje k jedine¢nému dialogu mezi zmifiovanymi
umélci, odkryva jemné rozdily v jejich pristupech
k performaénimu uméni, ohniska jejich osobnich zajmt i vliv
geopolitickych kontextl. A v neposledni Fadé nam tato vystava
umoziiuje nahlédnout pozoruhodné paralely jejich uméleckych
postupl, které v nékterych svych aspektech oteviraji novy
pohled na historicky vyvoj performaéniho uméni. Navozenim
téchto souvislosti vzdava vystava hold jejich uméleckému

zapalu i sou¢asnému mysleni.
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HASSAN SHARIF

DUBAI / UAE
*1951

Body and Squares

This photographic documentation depicts preparation sketches
and the completed performance. Sketch and writing (top left
corner) refer to the general plan of the performance as well
as to the way it was documented. The drawing of the grid
with filled in squares (top right corner) refers to the outcome
of the calculations based on “chance and order theory.”
The result of these calculations identified the particular
squares that artist’s body should touch on the grid during
the performance (series of photographs below). The size of
the outlined 25 squares is 165cm by 165¢cm, which is also the
artist’s height. The performance aimed to find a way to cover
as much area with artist’s body in multiple combinations by
utilizing the calculation of the “chance and order” theory.
This performance is an example of the unique phenomenon
of applying constructivist theory to performance practice. It is
also an example of one of the first performances executed in
the Gulf region. A series of these performances was carried
out without an audience and resulted in color and black and
white photographs taken by small group of assistants (and

close friends).
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Télo a ¢tverce

Tato fotograficka dokumentace zachycuje pripravné skici
a dokoncenou performanci. Skica a pismo (levy horni roh)
se vztahuji k obecnému planu performance i ke zplsobu jeji
dokumentace. Nakres mrizky s vyplnénymi ctverci (pravy
horni roh) odkazuje k vysledku propoéttl zalozenych na teorii
»hahody a radu“. Vysledek téchto propocti urcil konkrétni
ctverce, kterych by se umélcovo télo mélo dotknout béhem
performance (série fotografii nize). Velikost vyznacenych
ctvercd je 165cm x 165cm, coz je i vySka umélcova téla.
Cilem performance bylo najit zplsob, jak pokryt co nejvice
plochy umélcovym télem v rdznych kombinacich za pomoci
vypoctli teorie ,nahody a radu“. Tato performance je
prikladem ojedinélého jevu aplikace konstruktivistické teorie
na performacni postupy. Tyto performance probéhly bez
Ucasti verejnosti a daly vzniknout barevnym a cernobilym

fotografiim, porizenym nékolika asistenty (a blizkymi prateli).

“Body and Squares”’
1983
Dubai
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ZBIGNIEW LIBERA

POLAND
*1959

Domestic Performance

The presented series of photographs depict both fully
executed performance as well as the stages of documentation
made during its production. Conceived during Martial Law in
Poland, the planning documentation shows the artist and his
assistant(s), Libera’s own mother in their home environment.
The only environment suitable and safe to execute artistic
action and experimentation at that time was the artist’s
apartment, as all public institutions were closed. “Private-
art” or “chip-in culture,” as it was described among wider
artistic circles in Poland, became the only means of expression
and the only way of connecting with the viewer. Because
these performances occurred in a small and naturally intimate
home environment, the space changed the role of the viewer.
The viewer became the participant and emotionally involved
helper in the process of staging the performance itself. Shown
here, “Domestic Performance” reveals a new dimension of
the complete performance, which in this case includes not
only the artist but also peripheral aspects of the setting. The
viewer also takes on a new role, as both actor and assistant

to the action.
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Domaci performance

Vystavovana série fotografii znazorriuje kompletni performanci
i jednotlivé faze dokumentované v prabéhu produkce.
Projektova dokumentace byla pofizena v Polsku za stanného
prava. Ukazuje umélce a jeho matku, asistenty a domaci
prostiedi. Jedinym vhodnym a bezpecnym prostiredim, kde
bylo tehdy moiné poradat umélecké akce a experimenty,
byl byt umélce, nebot vSechny verejné instituce byly zavi‘eny.
»Soukromé uméni“ — neboli ,Kultura Zrzuty* (Vhozena
kultura) — jak se tehdy nazyvalo v Sirsich uméleckych kruzich
v Polsku, se stalo jedinym prostiedkem sebevyjadieni a
jedinou moznosti, jak se spojit s divakem. Divak se sam stava
Ucastnikem a citové angaZzovanym pomocnikem v samotném
procesu realizace performance. ,Domaci performance®
(1983), kterou zde predstavujeme, odhaluje novy rozmér
kompletni performance, ktery v tomto pripadé zahrnuje
nejen umélce, ale i periferni aspekty daného prostiedi. Divak

zaroven prebira novou roli herce a asistenta v jedné osobé.

Domestic Performance
1981-1982
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JIRI KOVANDA

CZECH REPUBLIC
*1953

Venceslas Square, Prague

This photograph documents one of the pioneering
performances carried out in Prague in late 1970’s. The artist
walks with open arms, catching the attention of anonymous
passersby. Kovanda’s ‘“actions” were simple and very
subtle, executed in busy places, like this one in the center
of Venceslas Square, with the general public, his “audience,
completely unaware of the action. During the Soviet military’s
forced “normalization” in the 1970’s, it was illegal to execute
independent productions of any sort in public places. For
this reason, the poetic aspect of this minimalist intervention
confronts the viewer with an uncertain message and uncertain
reactions to the witnessed gesture. The displaced gesture
becomes an important means of connection between the
artist and potential viewer. This seemingly out of context
interaction, in some magical way, teleports the artist and the
viewer into a different dimension, allowing the performance
to resonate and dissipate in a matter of moments. Unaware,
the viewer is pulled into the performance for a very restricted
time period and allowed to interact with the artist one-on-
one, even if he or she is surrounded by a crowd. The only
remnants of such contact were the photographs taken by the

artist’s friends during the performance.
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Viéclavské namésti, Praha

Tato fotografie dokumentuje jednu z prikopnickych
performanci uskutec¢nénych v Praze ke konci 70. let. Umélec
kra¢i po Vaclavském namésti s roztazenyma rukama, ¢imz
pfitahuje pozornost anonymnich kolemjdoucich. Kovandovy
akce* byly jednoduché a velmi subtilni, probihaly na rusnych
mistech a jejich ,,divaky* byla nic netusici vefejnost. B€hem
normalizace, vnucené v 70. letech sovétskou moci, byly
nezavislé produkce na verejnych mistech zakazany. Z tohoto
ddvodu prinasi poeticky aspekt této minimalistické intervence
nejisté sdéleni a v divacich vyvolava rozpacité reakce.
Nepatii¢né gesto se stava dllezitym pojitkem mezi umélcem a
nahodnym divakem. Tato zdanlivé mimokontextova interakce
prenasi jistym magickym zplsobem umélce a divaka do jiného
rozméru a nechava performanci béhem chvile rozeznit a
opét vyprchat. Nic netusici divak je na velmi omezenou dobu
vtazen do performance a i kdyZz je obklopen davem, mize
se s umélcem setkat tvari v tvar. Jedinymi pozlstatky téchto
kontaktl jsou fotografie pofizené umélcovymi piateli béhem

performance.

Venceslas Square Prague,
November 1976
performance
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Introduction to Comparative
Study of the Performance
Practices of Jiri Kovanda, Hassan
Sharif and Zbigniew Libera from
the 1970’s and 1980’s.

This exhibition brings together a very specific group of works
by three artists who, in their native countries, carried out
series of art performances in the years between 1976 and
1983.

Independently from each other, Jiri Kovanda (in Prague, be-
tween 1976 — 1978), Hassan Sharif (in Dubai, between 1982
—1983) and Zbigniew Libera (in Warsaw, between 1981 — 82)
experimented, explored and ultimately widened the scope
of performance art through their neo-avant-garde strategies.
This period brought a number of significant innovations to
performance art practices and this exhibition seeks to identify
and examine them. We will have the opportunity to trace the
evolution of these performance practices by identifying crucial
nuances and parallels in artistic approaches, and by acknowl-
edging the influence of the geo-political contexts that shaped
them. We will also discuss the unique idea of restriction and
adaptation as the main impetuses for the development of new
directions and new ways of staging performances. Finally, the
main framework and main aim of this presentation is to ac-
knowledge the contribution of these artists to the progress of
the artistic development of the contemporary thought.

JIRi KOVANDA (B. 1953) began staging his performances
in the 1970’s during a time of political strife in Czechoslova-
kia. He faced a twofold challenge. He was forced to face a
wider audience that was largely unprepared for such avant-
garde work while also seeking a way “to be able to operate
within the parameters that existed” at that time. Although the
1970’s saw the rise of the dissident movement, the country
continued to suffer from the absence of liberal democracy.
During these complex times, Kovanda devised his minimal-
ist action-interventions, guided by a simple, humanistic, desire
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to “seek out normal interpersonal relationships, normal ways
of dealing with people”, (...) and to “transform (himself).”
What followed as a result of this outline can be described as a
series of subtle “actions,” which were often executed in busy
places without the conscious engagement of the viewer. His
audience was usually unaware of the performance occurring
before their eyes. The 1977 performance “Escalator” typi-
fies this kind of subtle approach. During this performance,
the artist turned back while riding an escalator, attempting
to gaze into the eyes of the person standing behind him. In
another performance, called “Contact, Sept. 3, 1977,” the art-
ist attempted to bump into an oblivious passerby. The most
well known of his performances was executed in the Venc-
eslas Square in Pargue in 1976 (see image and text on page).
Here, Kovanda acted a series of gestures without meaningful
content.

The significance of all these acts is profound. By being sur-
rounded by crowds, the artist found himself paradoxically
without an audience. The performances resonated with simi-
larities with Fluxus. It dissipated in a matter of moments but
remained “unread” by those witnessing them. Yet, it is this
meaningless and displaced gesture that became the connec-
tion between the artist and the viewer on a basic human level.
Kovanda usually chose highly public places for his perform-
ances even though it was illegal to stage independent produc-
tions of any size at that time. It is admirable that he succeeded
in carrying out his purely artistic and humanistic deeds despite
these political limitations.

The strategy of staging performances without an audience
reached new depths in a series carried out in 1982 — 1983 by
HASSAN SHARIF (B. 1951) in Hatta, a desert area near
Dubai. It is important to mention that these works were
the very first examples of performance art in the Gulf region.
Near the completion of The Byam Shaw School of Art in Lon-
don in 1983 — 1984, the artist experimented relentlessly and,
with the great enthusiasm of a contemporary thinker and ed-
ucator, aimed to introduce this exciting medium to the wider
society of his native country. However, the restrictions of
objective nature were too great and his attempts were unsup-
ported and misunderstood at the time.
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Despite this, he remained the most active representative of
contemporary art in the region. True to himself and to his
artistic interests, he continued to experiment with his art. In
1983, he staged a series of important performances, which
reveal two different art philosophical influences. Documented
by assistants and close friends, his work can be divided into
two coherent groups. The first, which includes such perform-
ances as “Body and Squares” (1983), “Body in the Shop”
(1983), and “Store No. IlII” (1983), uniquely links to Sharif's
own ‘Semi-System’ mathematical drawings created accord-
ing to the “chance and order” British constructivist theory. It
reveals the constructivist framework utilized in performance
art. Here, each stage of the performance becomes the result
of mathematical calculations. Although this phenomenon can
be described as “in keeping” with the Fluxus fusion of the
avant-garde movements, the constructivist influence appears
to be stronger. The second group of performances bears
distinctive similarities with Fluxus in favoring artist-centered
creative practices characterized by a “do it yourself” aesthetic
and preference for simplicity over complexity. In fact, just like
Kovanda, Sharif picks everyday, meaningless actions as the
vehicle of his art. The need to explore different layers of ex-
pression led to such performances as “Digging and Standing”
(1983) and “Jumping in the Desert” (1983), in which he ex-
plored the poetic dimensions of meaninglessness.

“When | have nothing to do, | walk.” This is the commentary
Sharif used for his performance “Walking” (1983), in which a
series of photographs depicted him in a straightforward stroll
in the desert. At this historic moment, the desert became a
stage for his performance art. In a number of his perform-
ances, such as “Swing” (1983) and “Throwing Stones” (1983),
Sharif not only utilized familiar elements of the everyday life,
but, significantly, also managed to reconfigure them by giv-
ing them new attributes. Ultimately, the center of the action,
deprived of an audience, became the artist himself with the
desert as his backdrop. As Sharif put it, the desert is his home
and therefore, unsurprisingly, it became a natural environ-
ment to carry out his series of performances.

As for ZBIGNIEW LIBERA (B. 1959), the only possible

environment to stage any kind of action or performance dur-
ing Martial Law in Poland (1981-1982) was his home. In his
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case, it was an apartment in the building block where he lived
with his Mother. It is important to note that public spaces as
we understand them were non-existent in Poland at that time
and all cultural institutions, including theatres and cinemas,
were officially closed by the state. What took place during
these years can be described as the creation of the so-called
“Private—art” centered round domestic environment. “Pri-
vate-art” functioned alongside the so-called “Chip-in Culture,”
where the audience circle was limited to the independent ar-
tistic community. These neo-avant-garde strategies aimed to
protect the artists’ right to experiment and to carry out ac-
tions necessary to explore the creative “unknown.” This is
the “Private-art” that inspired Libera’s series of photographs
from this period. The artist, in a very striking way, used these
performances to examine the relationship between himself
and his mother and grandmother.

The role of the domestic environment had an even farther-
reaching influence. It is the intimacy of the domestic sphere
that prompted the dynamic between the artist and the audi-
ence to completely change in performance art. This process
is specifically visible in the “Domestic Performance” (1981 —
1981) carried out by Libera with the assistance of his mother,
who is seen holding a camera in one photograph. She was his
assistant during the performance and was the person who
documented the preparation and planning process along with
the final outcome. Libera knew from the start that only he
and his assistant would experience the performance. Interest-
ingly, he later observed that his assistant became emotionally
involved in what was happening, which swayed the documen-
tation process. The documentation reveals equal attention to
the artist (and his performance) as well as to the detailed
elements of the setting, as though preparing viewers for the
surprising appearance of a “supporting actor” — the assistant
- who played the role of the missing audience... Or is it the
other way round?

The force of creativity allowed artists to overcome external
social and political restrictions. Just like Kovanda and Sharif,
Libera in a clever way adapted to political and social realities
he was powerless to change. Adaptation is not analogous to
confinement; each artist remained true to his pursuits and
despite of all odds, managed to open new doors to vibrant
and original ideas.
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PERFORMANCE ART STUDIES
PERFORMANCE ART STUDIES

Curated by JOHANNES DEIMLING

BBB Johannes Deimling uses everyday objects to create living
images (agierte Bilder) reflecting a society full of contradictions,
sentimentally, stupidity, ceativity and cooperation. Finding
ideas and suggestions from the banality of daily life, Deimling
transforms topics such as patience, will, war, religion and
transportation into physical images. The artist’s head is often
a focus in the work, as an integral part of a living sculpture or

as material in a performance.

Since 1988, BBB Johannes Deimling has worked as an artist in
the fields of performance art, video, installations, drawing and
music. His work has been presented at events and festivals
all over the world. Since 1998, Demling has devoted much
of his practice to lecturing on performance art at various
international academic institutions including: F+F, school for
art and mediadesign, Zurich, Switzerland (since 1998) and the
Estonian Art Academy in Tallinn, Estonia (since 2004).

The teachingconcept offers emerging artists and young
interested people a studio situation, where performance
art will be experienced over the body, space, time, concept/
idea, material, the other, documentation and surely the
presentation. The intesive time during these studies allows
the participants to find out how it is possible to use the body

as an instrument, as a tool for daily communication and art. To
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Kurator JOHANNES DEIMLING

BBB Johannes Deimling vyuziva kazdodenni pfedméty k tvorbé
zZivych obrazii (agierte Bilder), které reflektuji spolecnost plnou
protikladi, sentimentality, hlouposti, kreativity a spoluprace.
Tim, Ze naléza mySlenky a napady v banalité kazdodenniho
Zivota, Deimling transformuje pojmy jako trpélivost, vdle,
valka, naboZenstvi a piresun do hmotnych obrazl. Duiraz je
casto kladen na umélcovu hlavu jako integralni soucast zZivé

skulptury nebo hmoty v akci.

BBB Johannes Deimling plGsobi od roku 1988 jako umélec
na poli performaéniho uméni, videoartu, instalaci, kresby a
hudby. Jeho dilo bylo prezentovano na festivalech a vystavach
po celém svété. Od roku 1998 Deimling vénoval mnoho ze
svého c¢asu prednaskam o performaénim umeéni, které se
konaji na riznych mezinarodnich akademickych institucich
véetné F+F, $koly vytvarného uméni a mediadesignu v Curychu
(od rokul998) nebo estonské akademie vytvarného uméni
v Talinu (od roku 2004).

Vyukovy koncept nabizi nové se rodicim umélcim a mladym
nadSenciim praci ve studiu, kde se mohou dostat do pfimého
kontaktu s performaénim uménim prostiednictvim téla,
prostoru, ¢asu, konceptu/myslenky, hmoty, v§eho ostatniho,
dokumentace a samoziejmé také prezentace. Intenzivni

studium umoziiuje Ucastnikim Zzjistit, jakym zpisobem je



connect the studies with international art festivals, where the
directly use of the learned skills in a professional surrounding
can be improofed, is a perfect academic and didactic lesson

for this kind of art.

Performance art takes it’s themes from the present, it’s ideas
from the past and polls the accruing images for the future.
Always performance art is speaking about today, is looking for
a debate and wants the dialogue. Performance Art burgeons
in the head and in the contact with the other. Performance
Art has an own language and own aesthetics. The art form
developes it’s signs and medias on and on, breaks with
traditions, renewes them, continues, cites them, present
and exhibit them and... breaks them again. The method is
interactiv: The intermediation of performance art with the
medias of performance art. The participants try out, reflect,
test new, have a first-hand experience with the body and
work out an own approach to this artform. The processes
of performance art are based on rememberance, on memory
and experience. To visualize these art processes during an
international art festival helps to understand the motivation
for to do performance art and the readability of performance

artworks.

mozné poutzit télo jako nastroj pro kazdodenni komunikaci a
uméni. Propojeni téchto studii s mezinarodnimi uméleckymi
festivaly, kde v profesiondlnim prostiedi mulze dojit
k zdokonaleni primého vyuziti naucenych dovednosti, je pro

tento druh uméni skvélou akademickou a didaktickou lekci.

Performaéni uméni ziskava své naméty z pritomnosti, své
myslenky z minulosti a zkouma narustajici mnozstvi obrazti pro
budoucnost. Performaéni uméni vzdy promlouva o dnesku,
snaZi se o debatu a chce navazat dialog. Performaéni uméni
klici v hlavach a v kontaktu s ostatnimi lidmi. Performacni
uméni ma svdj vlastni jazyk a svou vlastni estetiku. Tato
uméleckd forma neustale rozviji své znaky a prostiedky,
rozchazi se s tradicemi, obnovuje je, pokracuje v nich, cituje
je, ukazuje je, vystavuje je a opétovné se s nimi rozchazi. Tato
metoda je interaktivni, jde o zprosti‘edkovani performaéniho
uméni s prostiedky performaéniho uméni. Zacastnéni
zkouseji, reflektuji, testuji nové, z prvni ruky maji zkuSenost
s télem a pracuji na vlastnim pristupu k této umélecké formé.
Procesy performacniho uméni jsou zaloZeny na zapamatovani,
paméti a zkuSenosti. Vizualizace tohoto procesu v pribéhu
mezinarodnich uméleckych festivall pomaha pochopit
motivaci pro zapojeni se do performacniho uméni a citelnost

performacnich uméleckych dél.

77



Genesis |

Mostowa2, Krakow, Poland
Duration 12 Minutes

Hintergrund (background)
since 2003 at various places
Don’t hurt me Tallinn, Estonia 2004
Mayflies, art project, UK-Manchester 2007
Duration 4 hours
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done

Agiertes Bild, 2008 agierte Bilder
pro.existence international art laboratory,
Schloss Berlin, D-Berlin 2008

geradeaus (straight ahead)
D-Berlin 2003
Duration: 4 hours

BREAD or ALIVE
film, with Silja Saarepuu, Villu Plink,

Gabriele Avanzinelli, Germany 2004
Duration 09:27

videostills: BBB Johannes Deimling
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TINA B. MEETS MINI ROOF ART

TINA B. MEETS MINI ROOF ART



DITA HAVRANKOVA

Flora roof
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SANTIAGO MONTOZA

Mini-revolution
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TOMAS SPEVAK

Shark
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MAURO CUPPONE
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DANIEL HANZLIK

Plusminus
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JACOB OUILLETTE
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TINA B. ON THE ROAD

TINA B. NA CESTE



TINA B. ON THE ROAD
TINA B. ON THE ROAD

Curated by TINA B.

A

90

Kurator TINA B.

A
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ANDREA BIANCONI
ARZIGNANO /ITALY

Lives nad works in Brooklyn, NY
*1974

A Charmed Life is a site-specific installation of many fragments
making a whole. Thousands of small selected objects are tied
onto hundreds of cords, chains and cables making one mega-
strand that is delicate, strange and boding. Each cord or chain
is wearing many ‘charms’. Charms have served as identifiers
both in this life and in the afterlife. Charms also may mark
significant moments in one’s life — a record of memories
and beliefs that will outlast the individual. Each strand is a life
recorded — single and yet touching one another, an exchange,
a relationship, and then a community, a gathering stream that
then suddenly and violently separates, spilling out, escaping,
in solitude and at life’s end. My project reflects the dualities
of the human spirit, the beauty and the fear. We all hope for

“a charmed life” — one in which we are fortunate.
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Kouzelny Zivot je ,site-specific* instalace mnoha fragmentt,
jez tvori celek. Tisice malych vybranych objektd jsou
privazany na stovkach provazkd, retizkl a kabellG a vytvareji
tak jedno krehké, podivné a zlovéstné megavlakno. Kazdy
provazek ¢i fetizek nese spoustu ,kouzel“. Kouzla slouzila
jako identifikatory v pozemském i posmrtném Zivoté. Mohou
také provazet vyznamné momenty v Zivoté, a vytvaret tak
zaznam vzpominek a presvédceni, ktera Ziji svym Zivotem i po
smrti jednotlivce. Kazdy provazek je zaznamenanym Zivotem
— je samostatny, a presto se dotyka téch ostatnich. Dochazi
k vyméné, vztahu, rodi se spolecenstvi, narlista proud, ten se
najednou nasilné oddéluje, vypadava, unika v samoté na konci
Zivota. MUj projekt reflektuje duality lidského ducha, krasu a
strach. VSichni doufame v ,,kouzelny Zivot* — takovy, v némz

mame Stésti.

“A Charmed Life”
2009

(project)

mixed media on paper

40 x 40 cm
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VALERIO BERUTTI
ALBA /ITALY

Lives nad works in Verduno / Italy
*1977

For Berruti is a young purist (with references ranging from
Morandi to Ozenfant) who rejects banal photographic
figuration to emphasise the concept of style, which grants
painting other ways of meditating on itself. The key is
to attempt a new and original cipher, using traditional
methods such as fresco painting on unprepared jute canvas.
This admittedly distant approach is not intended to be
anachronistic or vintage, but definitely cool and provocative.
For today’s painting has overcome the magniloquence of the
image and evades an overly chronicle-like or generational
reading. For Berruti painting is now more than ever a family
matter, something descending from predetermined genes, the
appanage of a small tribe of acolytes with a certain sensibility
and culture. Valerio likes to look within, into that apparently
small universe of the bon vivant, the country gentleman who
enjoys good food and wine. Verduno, a little paradise in the
heart of the Langhe, is a place which “frees” painting of the
need for a subject and of the frenzy of time, and “tells the
story” of imperceptible shifts in meaning, recreating a gradual

sensation of familiarity before our eyes.
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Berruti je mlady purista, ktery (s odkazy na Morandiho
a Ozenfanta) odmitd banalni fotografickou figuraci, aby
zdiraznil koncept stylu, ktery malbé poskytuje jiné zpdsoby
meditace o sobé samé. Pokousi se o novou a originalni
Sifru za pomoci tradi¢nich metod jako je freskova malba na
nepripravena jutova platna. Tento jisté vzdaleny pristup neni
vniman anachronisticky ¢i starobyle; je chapan jako neotrely
a provokativni. Nebot dnesni maliFstvi prekonalo nabubrelost
obrazu a vyhyba se pfili§ kronikai'skému a generaénimu ¢teni.
Pro Berrutiho je malovani dnes vice nez kdy jindy rodinnou
zéleZitosti, cosi co dédime pomoci piredurcenych gend, apanaz
malého kmene privrienct s trochou sensibility a kultury.
Valerio se rad diva dovnitf, do onoho ocividné malého
univerza bonvivana, venkovana uzivajiciho si dobrého jidla
a vina. Verduno je maly rgj v srdci Langhe, a jako takovy je
mistem, které zbavuje malbu potieby subjektu a Silenstvi ¢asu
a ,,vypravi pribéh* sotva postiehnutelnych posuni vyznamu,
¢imZ pred naSima ocdima navozuje postupné narustajici pocit

znamého.

e pit non dimandare

2007

Imin 15sec

video animation composed by 400 drawings

(each drawing is 40x60cm, stick oil and fresco painting on paper






JENS BECKER

BERLIN / GERMANY
* 1964

The original purpose of machines — the relay and imparting
of information, is erased and this unveils the transformation
process. Light, colour and movement become foregrounded.
Abstact, rhythmical images come into existence. The machines
freeze in time, into an increasingly two-dimensional state, into

metaphorical signs.
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Pivodni UGcel stroji — predavani a sdélovani informaci — je
smazan, a tim se odhaluje transformacni proces. V popredi
stoji svétlo, barva a pohyb. Vznikaji abstraktni, rytmické
pohyby. Stroje se pravidelné zastavuji, do ¢&im dal vice

dvojdimenzionalniho stavu, do metaforickych znakd.

“suffering machine”
2009
mechanical object
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PP SEMP

SEMP AND PATRICIA SEMPREZ

FRANCE
*1950

USA
*1963

Beauty, simplicity and being in tune...the unity of two beings
as a microcosm for the interconnectedness of humankind,
nature and the cosmos. The viewer is invited to share the
experience, to clear the mind, feel the moment, relax the soul
and tap into the energy of this very special place and time.
Returning to the source in both a literal and figurative sense

so that together we can regain our collective memories.

PP Semp is the collaborative team of French born artist Semp and

his American wife, Patricia Semprez
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Krasa, jednoduchost a souznéni.. Jednota dvou bytosti
jakozto mikrokosmu vzijemného propojeni ¢lovéka, prirody
a kosmu. Divak ma prilezitost podilet se na této zkusenosti,
procistit svou mysl, uvédomit si pritomny okamzik, nechat
relaxovat dusi a napojit se na energii tohoto mimoradného
Casu a prostoru. Vracime se ke zdroji v doslovném i obrazném

smyslu, abychom spole¢né obnovili svou kolektivni pamét.

PP Semp je oznaceni pracovniho tymu, ktery tvori umélec

francouzského piivodu Semp a jeho Zena Patricia Semprez (USA)

((one,)
2009
Video (installation)






KATJA LOHER
ZURICH / SWITZERLAND

Lives and works in New York, Basel and Beljing

*1979

Miniverse, built with hundreds of layers, marks the movement
into a new sculptural form. This series of works, are spheres,
their surfaces broken by holes that are entrances to funnel-
shaped tunnels that enlarge towards the center of the
globe, taking the eye towards the inside of this microcosm.
The tunnels — like synapses of the brain that transport and
transform information — guide the eye toward round videos
on monitors in the center of the globe. Katja Loher presents
a bird’s eye view of people in minimalist uniforms performing

a structured choreography.

Miniverse2 displays scenes where workers become part of
the machine of a synchronized movement: they perform tasks
that need to be done 24 hours a day to keep nature balanced
and to allow mankind to survive on our planet at its current
numbers. The staging shows for example a group of workers
that have to attend the work of bees, pollinate the flowers.

The interaction of the twelve videos in the ball is modeled
after a musical orchestra composition. There are moments
in the composition where all openings of the ball show the
same image, while a different video is usually played in each

opening.
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Miniversum predstavuje posun k novému typu sochy. Jedna
se o koule slozené ze stovek vrstev. Na povrchu koule jsou
otvory slouzici jako vstupy do trychtyrovitych tunylkd, které
mikrokosmu. Tunely — stejné jako mozkové synapse, jez
prenaseji a pretvareji informace — sméruji oko ke kulatym
videomonitorim umisténym ve stiedu koule. Divak zde
z ptaci perspektivy sleduje strukturovanou choreografii postav

odénych v minimalistickych uniformach.

Miniversum 2 piedstavuje scény, kde se délnici stavaji soukolim
synchronizovaného stroje. Vykonavaji tkoly, které je treba
délat 24 hodin denné, aby se priroda udrzela v rovnovaze
a aby lidstvo pri svém soucasném poctu na planeté prezilo.
Jedna scénka napriklad ukazuje skupinu délnikd, ktefi musi
zastat praci vcel a opylovat kvéty.

Interakce dvanacti videi v kouli probiha podle orchestrélni
skladby. V nékterych okamzicich se v otvorech ukazuje tentyz
obraz, avSak pri kazdém zacatku skladby se vétsinou objevi

jiné video.

“MINIVERSE 2”

Video Sculpture

White acrylic, 6 monitors

Diameter: 55cm

in Collaboration with Hans Focketyn
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SELINA TREPP

SWITZERLAND
Currently living in Chicago, USA

*1973

On one side is a video with bubbles blowing in dark rubble
floored basement lit only by a single light that casts a circle
on the floor. It is a seamless loop of subtle beauty and a sense
of loss, two common party machines blowing against each
other and magically transforming the basement into a lunar
landscape that is so foreign yet familiar. Bubbles float into the
cone of light, and drop in its center with a tiny explosion
before they disappear. A big smoke cloud blows in, diffuses the
light, bounces off the bubbles, and dissolves into wisps floating
away before the space is still again. This might be the place
that the young mans face in the other projection is yearning
for. His expression is ever changing and intense. Watching
him is to witness an intimate moment; he is unguarded, not
playing to the camera, completely within himself. He grimaces,
closer his eyes, glances over to the space next to him, his

mouth twitches, and he raises his head.
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Na jedné strané je video s bublinami, které se nesou temnym
suterénem se Stérkovou podlahou. Jedind lampa v mistnosti
vrha na podlahu kruhovité svétlo. Je to nepferusovana smycka
subtilni krasy, vyvolavajici pocit ztraty, bubliny jsou foukany
proti sobé a magicky pretvareji suterén v mési¢ni krajinu, jez
je tak vzdalena a presto znama. Bubliny pluji do kuZelu svétla,
s jemnym prasknutim padaji do jeho stfedu a mizi. Pripluje
velky oblak koufe, rozptyli svétlo, odrazi bubliny, rozplyne se
do prouzkd, ty odpluji a prostor opét znehybni. To je mozna
to misto, po kterém touzi tvaF mladého muze ve druhé
projekci. Jeho vyraz je napjaty a neustale se proménuje. Divak
ho sleduje v jakémsi intimnim okamziku. Muz nedostava zadné
pokyny, nehraje nic na kameru, je zcela sam se sebou. Méni
vyrazy obliceje, zavira odi, letmo sleduje prostor kolem, cukaji

mu rty, zveda hlavu.

WERTHER
2 channel video, 8.40 min, silent
2007






FRANZ GRATWOHL
AARAU

Living and working in Zirich
*1967

The artist Franz Gratwohl lives and works in Zurich. He
works since 1998 as a lecturer in performance art at the F+F,
school for art and media design, in Zurich, Switzerland.

The main focus of his artistic work is on the sensory
transference of information analysis. His objects deal with
social contexts and public processes. The performance as
an artistic language characterizes as well the work that he
does in media as video, sculpture, and installation. His artistic
work leads you close to feelings and ideas involving value and

equivalent.

Hubert Salden
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Umélec Franz Gratwohl Zije a pracuje v Curychu. Od roku
1998 piednasi performaéni uméni na F+F Schule fir Kunst
und Mediendesign v Curychu.

Ve svém dile se zaméfuje zejména na senzoricky prenos
informacni analyzy. Jeho objekty reflektuji spolecenské
kontexty a verejné procesy. Performance jakozto jazyk uméni
se promita i do jeho prace s dalS$imi médii (video, socharstvi
a instalace). Jeho umélecké dilo vede divaka blize k pocitim a

mySlenkam, jez se tykaji hodnoty a ekvivalentu.

Hubert Salden

“jezik”

2008
bosnien-herzegowina,
stil-live performance

foto
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VICTORINE MULLER

GRENCHEN / SWITZERLAND
*1961

Nachtblau 2
2009
performance

Foto: Simon Egli
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MARION RITZMANN
SCHAFFHAUSEN

Lives and works in Basel and ZUrich
*1978

| arranged a living-room situation — usually only to be found
within an interior context — mounted high up on the outside
wall of the building. The function of the windows of the
building is inverted, instead of a view out into the exterior,
a view into the interior is suggested. After sunset the lamp

turns on and illuminates the whole setting.

Breaking with familiar habits of observing urban space,
questioning how private and public space and their use are
defined, as well as the absurdity of the scenario are the basic

considerations for this piece.
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Obyvaci pokoj — ktery se obvykle nachazi pouze v interiéru
— jsem umistila vysoko na vnéjsi zed’ budovy. Funkce oken na
budové je prevracena: namisto pohledu ven do exteriéru se
nabizi pohled do interiéru. Po zapadu slunce se rozsviti lampa

a osvétli celé prostredi.

Tato instalace chce pomoci absurdity svého scénare ukazat
rozpad zabéhnutych zplsobi vnimani méstského prostoru.
Pta se, jak je definovan soukromy a verejny prostor a jejich

funkce.

“Living Room”’

2009

furniture, lamp, artificial plant
Courtesy of the artist






M. VANCI STIRNEMANN

ZURICH / SWITZERLAND
*1951

Graffities written in water are not permanent. as soon as the
water evaporates, the text (and/or drawings) are not longer
visible. my statements are not for ever, they are momentary
statements regarding to a situation. both the statements and
the situations are always changing. there is no need to pretend
that we live for ever — and neither do our ideas, thoughts and
artefacts. the art of disapearing is as interesting as the art of

appearing.
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Graffity psana na vodu nejsou trvala. Hned, jak se voda vypafi,
text (a/nebo kresby) uz nejsou vidét. Ma tvrzeni nejsou vécna,
jsou to pomijiva tvrzeni souvisejici se situaci. Tvrzeni i situace
se stale méni. Nema smysl| predstirat, Ze Zijeme navéky — my,
ani naSe myslenky, predstavy a artefakty. Uméni vytraceni se

je stejné zajimavé jako uméni objevovani se.

“WRITING IN WATER”

2007

performed by M. Vingi Stirnemann
at KUNSTHOF Ziirich






ENRICO CENTONZE AND ANKE TROJAN

BALINGEN / GERMANY
* 198l

Eat gold

Enrico Centonze and Anke Trojan will give away free soup
with 23 carat gold inside, honoring and interviewing the hungry
- art-lovers, homeless and tourists. The artists want to engage
the participants with their senses and open a discussion on
our value system. As the most noble and valuable material,
gold signifies nowadays security.

What feelings towards our economical system are being
expressed by eating / consuming gold? How does eating gold

make you feel’do you feel you are of more value?
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T?INGEN /| GERMANY
*1981

Jezte zlato

Enrico Centonze and Anke Trojanova budou zdarma
rozdavat polévku smichanou s 23 karatovym zlatem. Takto
pocti hladové a pohovofi s nimi. Autofi chtéji, aby tGcastnici —
milovnici uméni, bezdomovci a turisté — zapojili své smysly a
otevreli se diskusi o naSich hodnotovych systémech. Jakozto
nejuslechtilej$i material symbolizuje zlato pocit jistoty.

Jaky postoj vyjadfujete k nasemu ekonomickému systému,
kdyz pojidate / konzumujete zlato? Jak se pFi tom citite? Mate

pocit, Ze vase hodnota tim nardsta?

‘“‘eat gold”
18.06.2009/ London
© siljaleifsdottir.com
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MILAN HOUSER

VYSKOV / CZECH REPUBLIC
*1971

MOVEABLE TISSUE OF TRANSPARENCY

Transparent objects by Milan Houser, invisible by themselves,
make sense only when they meet in space with space. What
Houser exhibits is nothing else than this very event of meeting,
of which we are (we should be, unless we want to miss it)
active witness. The event which Milan Houser stimulates by
his transparent object is, after all, quite simple: nothing else
but appearing, transformation and disappearing, entrance of
the absent into the present and return of the present into
the absent. But as Houser before our eyes conclusively
demonstrates, it is actually space itself. Space experienced is
lively, and therefore all the forms in it are in constant motion;
not moving from somewhere to somewhere else, but they are
in motion as such. Houser’s objects deform something only
seemingly, and if we still perceive it as deformation, in this
case it means something entirely different: in the presence of
an almost invisible cube, ball or surface, the forms are in no
way distorted, do not lose their shape, but they are restored
to their movement, in which before our eyes they oscillate
between the presence and absence, and therefore show
themselves not as being different, but as being presented in
a different way. They never disappear entirely, and they are
never completely perceptible. The image before our eyes
is the action itself: images, bending, and folding, shadows,
intangible and tangible light — all of what we see is no optical
illusion or deception, but all this is space itself, the space in
which we live without being aware of it. Although we can see
ourselves in the objects placed in our way by Houser, we feel
ltk4t we do not look at ourselves reflected in the mirror, but
that space itself is a mirror in which we can encounter things

and ourselves.

POHYBLIVA TKAN PRUZRACNOSTI

Prihledné, samy o sobé témér neviditelné objekty Milana
Housera, maji smysl pouze tehdy, setkavaji-li se v prostoru
s prostorem. ProtozZe to, co umélec vystavuje, neni nic jiného
nez pravé tato udalost setkani, které jsme (méli bychom byt,
nechceme-li se s ni minout) aktivnimi svédky. Ona udalost,
kterou Milan Houser svymi priizraénymi objekty podnécuie, je
ostatné docela jednoducha: nic vic nez vyvstavani, proménovani
amizeni, vystupovani nepfitomného do pritomnosti a navraceni
pritomného do nepritomnosti. Jenze, jak svymi objekty umélec
pied nasSima odima prikazné demonstruje, vlastné neni nic
jiného nez prostor sam. Prostor jakoZto prozivany je Zivy, a
proto i vSechny tvary v ném jsou v neustalém pohybu; nikoli
v pohybu odnékud nékam, ale jsou v pohybu samy v sobé. Jen
zdanlivé tedy Houserovy objekty néco deformuiji, a pokud se
nam to presto zda, pak deformace v tomto pripadé znamena
néco zcela jiného: tvary se v pritomnosti témér neviditelné
krychle, koule ¢i plochy nijak nepokfivuji, neztraceji svou
formu, ale jsou navraceny svému pohybu, v némz pi‘ed nasima
ocima osciluji mezi pFitomnosti a nepfitomnosti, a proto se
v kazdém okamziku ukazuji ne jako jiné, nybrz jinak. Nikdy
nezmizi docela a nikdy nejsou bezezbytku uchopitelné. Obraz,

ktery pak mame pred ocima, je sam déj: odrazy, zahybani a

Prostor 7
kombinovana technika
200 x 200 x 200 cm
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RON ROCCO
USA

Lives nad works in Berlin and NYC
*1953

Bloody State

Ron Rocco’s work, Bloody State, is what the artist calls
documentation of the current state of our union. In his signature
stark, unapologetic style, Rocco presents an American Flag on
life support. The stripes become veins coursing with blood, the
flag itself framed by mattress bedsprings, cold and uninviting.
This piece is layered with symbolism that forces the viewer to
consider some very tough questions. This tangle of soft and
harsh textures, plastic, fabric and metal, evokes both a visceral
and intellectual reaction from any viewer. This sculpture is at
once passive and violent, current and ageless. Like all of Ron

Rocco’s work it has a presence that refuses to be ignored.
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Bloody State

Ron Rocco chape svij ,Blood State” jako dokument
o soucasném stavu Spojenych statd (,,Blood State“ lze
prelozit jako ,Krvavy stav i ,Krvavy stat“). Svyym drsnym,
nekompromisnim rukopisem zpodobriuje americkou vlajku na
pokraji Zivota a smrti. Pruhy se stavaji Zilami, v nichz proudi
krev, kostru vlajky tvofi chladnd a odpudiva pera z matrace.
Toto dilo vrstvi symboly, které provokuji divaka k vaznému
zamysleni. Splet mékkych a drsnych textur, PVC, tkaniny a
kovu evokuje u divaka citovou i intelektudlni reakci. Tato
socha je zaroven pasivni i nasilnd, soucasnd i nestarnouci.
Stejné jako vSechna dal$i Roccova dila se i toto zaslouzené

domaha své pozornosti.

“Blood State”

2007

Steel, fabric, PVC tubing and artificial blood
60x60x72in (150x150x180cm)






LAURI LYONS

BRONX / NEW YORK
*1971

What is America? It is a challenge to singularly define
America because the country reinvents itself on a daily basis.
Growing up | have been able to view America from several
perspectives: Black, female, first-generation American, and a
former military child. Always being on the move has made me
curious about how people come to formulate opinions about
themselves and others. From 1995 to 2007 | traveled across
the United States and Europe photographing and interviewing
people with the American flag. The culmination of my work
is the multimedia project and books Flag: An American Story
(2001) and Flag International (2008).

Flag reveals what is beneath the surface of the American
dream by looking beyond statistics and into the minds of
ordinary citizens whose feelings about America not only
tells the viewer what America is, but also what it should
be. Through each subject’s photographs and hand-written
statements about America, the viewer becomes aware of
the beauty, violence, racism and hope that have created the

American cultural fabric.

The intention of the Flag series is to inspire a dialogue about
cultural understanding within a global framework. Cultural
understanding is not only how a people or a nation views

itself, but also how the world views you.
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Flag Series

2001 - 2008

16” x 20”

Archival Digital Prints with text panels
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PAOLO CIRIO

TORINO /ITALY
*1979

The Big Plot is experimental storytelling, which uses videos,
texts, pictures, signs and performances to tell a story about
espionage, political issues and sentimental relationships.
It is presented over several media channels, like social
network platforms or in public spaces and includes audience
participation. The spectators play a crucial role in the
unfolding of the story; they follow clues by reading diaries
and watching videos of the characters, they assist at public
events, they find other pieces of the story disseminated over
the internet and they can contact the characters to find out

more information.

The fiction is based on a true story; the main role is a Russian
spy who was arrested in Canada three years ago. By using
his real cover name, the project exploited his identity and
his life to fictionalize an alleged plot by a Russian political
movement. One of the aims of this movement (which does
have a counterpart in real world) is to create a super-state
called Eurasia. On the other side the antagonist create a
counter movement called Global Conscience. During the
story any political aspirations are spoiled by complicated love
tangles and weaknesses in the psychological integrity of all the

characters.
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Velké spiknuti je experimentdlni vypravéni o $pionazi,
politickych pomérech a sentimentalnich vztazich. Pouziva videa,
texty, obrazy, znaky a performance. Prezentuje se pomoci
nékolika medialnich kanall stejné jako platformy socidlnich siti
nebo verejné prostory a zahrnuje i U€ast publika. Divaci hraji
klicovou roli v rozplétani pribéhu. Sleduji stopy tak, Ze ¢tou
deniky, sleduji videa jednotlivych postav, Ucastni se verejnych
udalosti, hledaji dalsi stFipky pribéhu roztrousené po internetu

a kontaktuji postavy, aby se dozvédéli vice informaci.

Pribéh se zaklada na skutecnosti. Hlavni postavou je rusky
$pion, pred tfemi lety zatéeny v Kanadé. Pouzitim jeho
skuc¢eného kryciho jména zneuzil projekt Spionovu identitu
a jeho zZivot k tomu, aby ztvarnil udajné spiknuti jednoho
ruského politického hnuti (které ma v redlném svété svou
obdobu). Jednim z cilG tohoto hnuti je vytvorit superstat zvany
Eurasie. Protivnici naopak zakladaji opozi¢ni hnuti ,,Globalni
svédomi“. Komplikované milostné propletence a nepevnost
charaktert maji vSak za nasledek to, Ze Zadna z politickych

aspiraci se nezdari.

“The Big Plot”
2009
mixed media
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SHAHAR MARCUS
PETACH TIKVA /ISRAEL

Lives nad works in Tel Aviv / Israel
*1971

Homecoming artist

In the video work home coming artist you can see the artist
Shahar Marcus driving with his parents in his hometown
Petah Tikva which is a small city near Tel Aviv. During the
ride the people of the town are being asked do they know or
heard about the artist. None of the people know and most of
them don’t care about art at all. The drive implicates the gap
between the art scene and the common citizen in small towns

such as the artist hometown.
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Umélec v rodném mésté

Toto video ztvarfiuje umélce Shahara Marcuse s rodi¢i na
cesté po rodném méstecku Petah Tikva, nedaleko Tel Avivu.
Béhem jizdy se ptaji lidi, jestli umélce znaji nebo o ném nékdy
slyseli. Nikdo z lidi ho neznd a vétsSina z nich se o uméni ani
viibec nezajima. Jizda po umélcové rodném méstecku ukazuje
zejici propast mezi uméleckou scénou a obycejnymi lidmi na

malych méstech.

‘“Homecoming artist”
2007
video






BASIM MAGDY
ASSIUT /| EGYPT

Lives nad works between Basel, Switzerland and Cairo

*1977

The fictional character of Superman embodies the idea of the
quintessential hero. As a human endowed with the powers of
a god he always manages to save the world from evildoers.
Basim Magdy’s ‘Two Days to Apocalypse‘ is an animation
that explores hidden assumptions and expectations implicit
in constructions of heroism and empowerment presented by
mass media. A sequence of unrelated misfortunes is depicted
using rudimentary black and white animation. Throughout
various absurd scenarios Superman appears repeatedly in the
background, flying in transit from one event to the next on
his way to what appears to be a worthier mission. This quest
culminates when he finally confronts his eventual fate.

Magdy’s “Two Days to Apocalypse” depicts a fabricated world
that has turned awry. In this nonsensical space, categories of
good, evil, right and wrong appear simplistic, and the value
judgment imbedded in the rhetoric of mass media is exposed.
By using the language of animation conventionally associated
with child entertainment, portrayals of violence are both

masked and neutralized, echoing the de-sensitizing effect of

Text by Aleya Hamza, independent curator.
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Fiktivni postava Supermana ztvariiuje ideu stoprocentniho
hrdiny. Jako c¢lovék nadany bozZskou moci vidy zvladne
ochranit svét pred zlocinci. Magdyho animace ,,Dva dny do
Apokalypsy* sleduje skryté predstavy a ocekavani, ktera
masmédia podsunuji ve svych konstrukcich heroismu a
nadlidské moci. Jednoduchd cernobila animace predvede
nékolik nesouvisejicich nestésti. Nékolik absurdnich scénard
nechd Supermana opakované pristavat na scéné, aby hned
opét prelétl do dalSich akci, kde snad uz konec¢né bude moci
opravdu pomérit své sily. Tato cesta vrcholi v okamziku, ktery
se mu stane osudnym.

Magdyho projekt “Dva dny do Apokalypsy* predstavuje
vykonstruovany svét, ktery se zvrtne. V tomto absurdnim
svété se kategorie dobra a zla ukazuji jako pFili§ zjednodusuijici
a hodnoty zakuklené v rétorice masmédii se odhaluji ve své
nahoté. Tim, Ze dilo pouziva jazyk animace, ktery je bézné
slu¢ovan s détskou zabavou, se vyobrazeni nasili maskuje a

neutralizuje, coz evokuje znecitlivujici vliv masmédii.

Aleya Hamza, nezdvisld kurdtorka

Two Days to Apocalypse
2003

3 min. 28 sec.

Flash Animation on DVD

courtesy the artist and Newman Popiashvili Gallery, New York



Siege Weapons of Love - Tank 2007
courtesy Pippy Houldsworth, London
inflatable, ripstop nylon, thread and electric fan
200 x 340 x 150 cm, 78.7 x 134 x 59 in
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ZOE WALKER AND NEIL BROMWICH

GLASGOW
Scotland UK

*1968 *1966

Siege Weapons of Love is a series of inflatable sculptures that
graft together potent symbols into hybrid forms: weapons of
war morph into flowers resulting in oddly sexualised objects
that render the machines of violence impotent. There are
a number of notable references, from the images of anti-
Vietnam war protests where women inserted flowers into
the barrels of guns, to Claes Oldenberg’s Lipstick (Ascending)
on Caterpillar Tracks, 1969 which acted as a podium for free
speech and monument against war. Both represent actions
and objects that encouraged change at critical times in world
history. Likewise Walker and Bromwich set out to transform
our consciousness within the current political climate which
favours violence over diplomacy.

This intensely optimistic piece is the latest example of Walker
& Bromwich’s ongoing adventures into the impossible and the
profoundly nad've. The collaborative duo continue to develop
their Friendly Frontier — Love Campaign, which searches
for love in a war torn world by creating situations and
environments leading the viewer towards an alternate path of
love and peace. The artists have held discussions in inflatable
hot tubs, created inflatable mountain ranges and taken over
the streets of East London with their ‘Love Parade’. Walker
& Bromwich’s work pursues an ideal which for many appears
a futile effort. The hopeless endeavour to reach utopia is
expressed in improbable solutions yet the quest remains

utterly endearing, forcing us to question our own limitations.

LINCOLNSHIRE

Obléhaci zbrané lasky je série nafukovacich soch, které
organicky propojuji mocné symboly do hybridnich forem.
Z valeénych zbrani se stavaji kvétiny, ¢imz vznikaji podivné
sexualizované objekty, jez berou nasilnym strojim jejich silu.
Existuje Fada znamych odkaz(: Zeny vkladajici kvétiny do sudd
se zbranémi na demonstracich proti valce ve Vietnamu nebo
Oldenbergova Rténka (zvedajici se) na pasovém podvozku
(Lipstick (Ascending) on Caterpillar Tracks), | 969, objekt, ktery
slouzil jako pédium pro svobodny projev i jako protivale¢ny
monument. Oboje zachycuje udalosti a objekty, jez podnitily
zménu v kritickych okamZicich svétovych dé&jin. Walkerova a
Bromwich se obdobné pokouseji transformovat nase védomi
v dobé, kdy soucasné politické klima uprednostriuje nasili
pied diplomacii.

Tyto mimoradné optimistické objekty jsou poslednimi priklady
tvorby Walkerové a Bromwiche, v niz se vydavaji na cestu
nemozného a pozoruhodné naivniho dobrodruzstvi. Autorska
dvojice pokraduje ve svém projektu Pratelské pohrani¢i —
kampari za lasku (Friendly Frontier — Love Campaign), ktery
hleda lasku ve valkou rozpolceném svété, a to tak, Ze vytvari
situace a prostiedi, jez vedou divaka k alternativé lasky a
miru. Umélci vedli diskuse v horkych nafukovacich bazéncich,
vytvorili nafukovaci pohofi a uspofadali ,,Privod lasky* ulicemi
vychodniho Londyna.

Dilo Walkerové a Bromwiche sleduje idedl, ktery se mnohym
jevi jako marna snaha. Zoufalou snahu dosihnout utopie
prezentuji v nepravdépodobnych feSenich, jejich cesta je
nicméné natolik okouzlujici, Ze nas nuti zamyslet se nad

vlastnimi hranicemi moznosti. 127



PETRA VALENTOVA

CZECH REPUBLIC
*1974

The Three Graces

The simple, curvaceous shape of the figures stems from
bowling pins (in the Czech context, figures from Clovece
Nezlob Se Czech Board Game). | always perceived them as
‘feminine’; therefore | added breasts to the simplified and
impersonal shapes.

The scale of the figures approximating a small child and their
pristine white color makes them approachable, vulnerable,
innocent and submissive. The figures are simple but the
material used to fabricate them has a special significance. They
are fabricated from utilitarian porcelain that is used for making
washbowls and lavatory bowls. This material directly relates
to the physicality of human beings, very intimate, sometimes
unpleasant and something that is usually not spoken about in
polite circles. The material and simplifying shapes ridicule the
ever prevalent “objectification” and uni-dimensional portrayal

of women.
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Tri Gracie

Jednoduchy kuzelovity tvar figurek vychazi z bowlingovych
kuzelek, respektive v ¢eském kontextu lépe Clovete, nezlob
se! postavicek. VZdy jsem je vnimala vice jako Zenské (gendrové
vyhranéné); proto jsem zjednoduSenym a neosobnim
keramickym figuram pridala poprsi.

Jsou vyrobeny ze stejné uzitkové keramiky jako umyvadla a
zachodové misy — tedy néco, co piimo souvisi s fyzikalitou
Clovéka, témér neprijemnou, s nécim intimnim, o ¢em se
obvykle nemluvi. Tvarové naprosto jednoducha Zenska figura,
multiplikovand, uniformni, snéhové bild (nevinnd a Cdistd),
a v méritku malého ditéte — svou velikosti naprosto submisivni
a divakovi blizka — vyrobena z kazdodenniho materialu, ktery
je pouzivan k predmétim osobni hygieny — poukazuje na
Castou vulgarizaci Zeny a zjednoduSovani jeji role. Zaroven
zesméSiuje posedlost spolecnosti vidét Zenu jako néco

dokonalého, ale jasné zaraditelného, popsatelného.

The Three Graces
2008

installation

Porcelain 90 x 40 x 40 cm
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DANA SEDEROWSKY

HELSINGBORG / SWEDEN
*1975

In the video perfomance project Special Announcements
the audience meets a disembodied head situated in an
inbetween-space which addresses the viewer directly by the
use of monologues, or what might also be an attempt to a
conversation / dialogue.

The project investigates the process of using speech and how
the words are delivered. It deals with language not simply as
a means of communication but also as a poetic and formal
device. The character leaves empty spaces of silence offering
an opportunity for the viewers to think, react and to respond
in order to create a close connection with the viewer.

It investigates language through linguistic excercises, speech-
acts and fonological experiments and its approaches to reality
and how meaning is contained in words and their use, where
rules are set out for speaking, as a system.

The information is delivered directly in the face of the viewer
and the performance is strictly directed, for example the
vocal delivery is sometimes fragmented and the keywords
are first divided letter by letter later to be able to form a
unity again. Sometimes the performative and theatrical matter
of delivering the content is merely a stream of repetative

language-games. There are also connotations to a rethorical
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Ve videoprojektu nazvaném Mimoradna oznameni se divak
setkava s hlavou bez téla umisténou v meziprostoru. Hlava
oslovuje divaika pomoci monologl, které nékdy znéji jako
pokusy o konverzaci / dialog.

Projekt zkouma proces pouziti fe¢i a zplsobu, jak dochazi
k artikulaci slov. Zabyva se jazykem nejen jako zplisobem
komunikace, nybrz i jako poetickym a formalnim prostredkem.
Postava se po chvili vidy odml¢i, ¢imz umozni divakovi, aby
se zamyslel, reagoval a odpovédél, ¢imz si s divakem vytvori
blizkou vazbu.

Projekt zkouma jazyk skrze lingvisticka cviceni, Fecové akty,
fonologické experimenty, pristup jazyka k realité, zkouma
zpUsob, jak je vyznam obsazen ve slovech a jak se tato slova
pouzivaji, hleda vytvareni pravidel pro reé, zkouma jazyk
jakoZto systém.

Informace jsou prenaseny primo pred zrakem divaka a
performance je presné usmérfiovana: vokalni artikulace je
nékdy napriklad fragmentovana a kli¢ova slova jsou nejprve
rozdélena na pismena, aby se pozdéji opét sjednotila. Nékdy
je performativni a divadelni charakter promluvy tvoren jen
proudem opakujicich se Fecovych her. Jsou zde také konotace

na rétorického “vypravéce pravdy”, ktery muze pripominat



“truth-teller”, and what might remind of a propaganda
persona, who might in a certain context even transform into
becoming an awful marionette. The project revolves around
Sederowsky’s questioning of authorities and autocratic ways:
the identification of proclaimers of truths and their (non-)

reliability as proclaimers of truth.

Dana Sederowsky is the writer of the texts, the actor performing

them and the director of the camera. All videos are produced in

one take, without cuts.

propagandistu, jenz se v urcitém kontextu mulzZe promeénit
i ve straslivou loutku. Projekt se toci kolem autorcina
zpochybriovani autorit a autokratickych postupl: ztotoznéni
hlasateld pravdy a jejich (ne-)spolehlivosti jakoZto hlasateld

pravdy.

Special Announcements

2006

7 x 02:00 min, total 14:00 min

Written, directed and performed by: Dana Sederowsky
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ANTONIO PILADE

CATANIA /ITALY
*1976

Artist’s Game

| am inspired by some online games, especially for Pet Society
(Playfish), a game where each user can create a small pet,
a house, friends, etc... You can dress him if you wish, you can
eat it or not, you can go to visit friends, and if he stay alone
sleep for boredom. If you don’t care it, becomes dirty, hungry
and sad. | thought of creating a game where the character is
me, all the scenes are my video where | eat, sleep, go around,
and die. People can choose what | should do, whether to
die of hunger or wake up, when do walk or leave me alone,
people are having fun playing with my life and think they
decide everything.

But am | to give them this opportunity.
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Umélcova hra

Inspiroval jsem se pocitacovymi hrami, zejména hrou Pet
Society (Playfish), kde si kazdy hra¢ muze vytvorit malé domaci
zviratko, dim, pratele, atd... MUzete si ho klidné obléct nebo
snist, mlZete jit navstivit kamarady a ono z nudy usne. Jestli se
o néj nestarate, uspini se, dostane hlad nebo se rozesmutni.
Chtél jsem vytvofit hru, kde tou postavou jsem ja sam, v§echny
scény jsou videa, kde jim, spim, chodim a umiram. Lidé si
mohou vybrat, co mam délat, jestli mam umfit hladem nebo
se vzbudit, kdy se mam jit projit nebo byt sam, lidé se bavi tim,
Ze si hraji s mym Zivotem a mysli si, Ze o v§em rozhodauiji.

Tuto prilezitost jim v8ak nedava nikdo jiny nez ja sam.

“Artist’s Game”’

Interactive installation
2009
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BARBARA ROSENTHAL

BRONX / NEW YORK
*1948

My first Performance Art project was Self-Portrait Room,
an installation when | was a Sophomore at Carnegie-Mellon
University in 1968. There were no words for these genres yet,
so | nearly got kicked out. My professors couldn’t understand
a trapezoidal room built to the proportions of my body as |
stood in various postures, nor the contents: portraits of my
parents with collaged correspondence, calligraphic texts from
my journals, and, especially, me inside with my cat and a book
on my lap.

| left college to study art history in Rome, and quietly resumed
painting and writing. But by 1976, | began making existential
video performance shorts, although | just called them
“videotapes” then, not “existential” or “performance” until
recently. In the ‘80s | also reprised videos live occasionally at
CBGB’s and The Living Theater, in New York, particularly the
ventriloquism with The Monkey, a puppet | borrowed from
my children.

Lately, I've been doing live street and gallery performances
in New York and Berlin. | hand out Provocation Cards, text
pieces I've been refining since about 1987 (when | didn’t call it
“text-art”). These form the basis for interaction with people
who wander by. The title of the book I'm currently working
on (publisher: Visual Studies Workshop, Rochester, NY) is
Performance & Persona. | see every single encounter between

individuals as exactly that.
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Mym prvnim projektem performaéniho uméni byl Pokoj
Autoportrét. Jednalo se o instalaci na Carnegie-Mellon
University v roce 1968. Byla jsem ve druhém rocniku a tehdy
pro to neexistovalo zadné pojmenovani nebo Zanr, takze mé
ze Skoly skoro vyhodili, protoze moji profesofi nedokazali
pochopit, pro¢ jsem vybudovala lichobéznikovy pokoj podle
rozmérd svého téla v nejrdznéjsich pozicich a pro¢ jsem
namalovala portrét rodici a prilepila na né jejich dopisy a pro¢
jsem stény a strop pomalovala texty ze svych denikli a pro¢
utrpéli nejvétsi Sok v Zivoté, kdyz otevreli dvefe a nasli mé
tam s kockou na kling.

Musela jsem opustit $kolu, takZe jsem nasledujici rok odjela do
Rima studovat d&jiny uméni. Pak jsem se na ¢&as vratila k wall-
artu a k psani, nicméné v roce 1976 jsem uz tocila kratké
filmy s existencialnimi video performancemi, i kdyz to pro
mé tenkrat byly jen ,videokazety* a prizvisko ,existencialni*
a ,performance” jsem jim dodala teprve nedavno. Obc¢as
jsem méla Ziva prredstaveni v hudebnim klubu CBGB’s a v The
Living Theatre v New Yorku, ale (prozradim vam tajemstvi)
byly to jen reprizy predstaveni z videokazet, zejména to
brichomluvectvi s mou oblibenou loutkou Opic¢kou, kterou mi
pujcily déti. Posledni dobou délam zivé performance na ulicich
a galeriich v New Yorku a Berling, ale vétSinou spocivaji v tom,
Ze rozdavam své Provokacni karticky, coz jsou Uryvky textu,
ktery piluju asi od roku 1987 (tehdy jsem tomu jesté nefikala
Htext-art”) a davam se do feci s kolemjdoucimi. Kniha, na
které ted’ pracuju (nakladatelem je Visual Studies Workshop,
Rochester, New York) se jmenuje Performance a Persona. A

presné tak nahlizim na kazdé setkani jednotlivych lidi.
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BARBARA ROSENTHAL

BRONX / NEW YORK
*1948

| have always worked in words and pictures. Sometimes these
are separate: the words are literary, as in fiction or poetry or
art criticism, or the journals | have kept since age | |; and the
pictures are art, as in photographs or prints or objects, or, in
the past, paintings; but sometimes these are together, as in
artist’s books, some videos or what is now called “text-based
art.” These two text-pieces are part of my series Provocation
Cards, begun in 1988, which sometimes become Provocation
Cards Wall Art, or, in this case Provocation Cards Billboards.
As is typical of my work in all media, it changes form, is used
in many different ways, and keeps coming back for revision
and re-issue over the years. This is why you see so many
outlines and edges around the texts: these artworks show
their “whips and scorns of time”: the artifacts of their revision
and then xeroxing and re-xeroxing are apparent.

What is important to me in text-art, is the TEXT!!! | always
manufacture things to be as cheap and as easily accessible as
possible, but | hone the writing to be as clear as statement of
my hard-thought philosophy as can be. | never want to be glib
or merely clever. My throw-away lines get thrown away. And
| never want to overproduce. | feel | must say this because,
as a genre, this genre has seen way, way too many shallow

thoughts, deep pockets.

Vidycky jsem pracovala se slovy a obrazy. Nékdy se vyskytuiji
zvlast: slova jsou textem, jako v proze, poezii nebo umélecké
kritice, nebo v denicich, které si piSu od svych jedenacti
let. A obrazy jsou uménim, jako ve fotografii, grafice nebo
objektech, nebo, jak tomu bylo v minulosti, v malbé. Ale nékdy
davam slova a obrazy dohromady, jako tfeba v autorskych
knihach, videich nebo v tom, ¢emu se dnes Fika ,text-based
art“. Tyto dva uryvky jsou dcasti série mych Provokacnich
karticek, s nimiz jsem zacala v roce 1988. Nékdy z nich délam
wall-art a nékdy — jako v tomto pripadé — billboardy. Pro
vSechny techniky mych praci je typické st¥idani formy. Dila
rozpracovavam riznymi zplsoby a vracim se k nim, abych
je predélala a po letech aktualizovala. Proto je také v mych
textech tolik podtrhavani a poznamek: nesou ,kopance
a vysméch doby*: vidite prepisy, kopie a kopie kopii.

V text-artu mi jde predevsim o TEXT!!! Véci vzdycky vyrabim
tak, aby byly co nejlevnéjsi a nejdostupné;si, ale psani naopak
vybrusuju, aby se mé peclivé promyslené filosofii dostalo co
mozna nejjasnéjSiho vyrazu. Nikdy nechci nic bagatelizovat
ani byt pirechytrald. Radky, které patii do koSe, konéi v kosi.
A také nechci skon¢it jako grafomanka, protoZe v tomhle

Zanru uz byla napsana spousta nic nefikajicich frazi.

“All History...”” 1982/86/90/05/09
“The Flaw Of The Ideal...” 1983 /86 /90 /05 /09

TECHNIQUE / DEVELOPMENT Journal Entry; Artists Book; Xerox; Provocation
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Cards; Mail Art; Performance; Digital Re-Compositing + Print.



All historwv —

documentation, Fournalism,
diplomacy . thought ,
art , culture . etac . —

serves only to

influence behavior
of single individuals
at single moments.

The f£flaw of
the Ideal

is that
it does not

encountexrx
Time or Touch.

[
BARRARA ROSENTHALE @ I
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TOM

THE THEATER OF MORE / HEINRICH NICOLAUS
DIVADLO ,,ViCE*“/ HEINRICH NICOLAUS

ToMisacollective, interactive, multimedia and interdisciplinary
work of art based on the Theater of Memory conceived in
1528 by Giulio Camillo in Venice. The main principle behind
ToM is to create an open international platform, a visionary
forum, a moving organism that develops as a process involving
participants in each city it visits as a site of collaboration,
investigation and accumulation. ToM will be an entity that
has its own life and energy. It will develop its own reasons
for being and dynamics. It will be much more than a work
of art, a piece of theatre or an innovative presence on the
internet. It will be a vehicle, a Trojan horse that interacts with
the outside world, weaving the 7 senses that are the keys to
opening a larger perception of reality in a world that we may
call magic, a world that is as real as our waking life.

We are looking for the ritual that brings us back and projects
us forward. The idea of a theatre piece that defines itself
while it is being performed. This has nothing to do with
improvisation. The evolution of ToM lies in the social dynamics
of active collaboration in which we are researching, defining,
conceiving, realizing, organising and participating in the
emerging history of its process. ToM will grow as an archive,
and it will grow in the number of participants with each site
of collaboration. There will be 4 archives in segments of 7
that represent our inner world, the senses, the outside world
that we call reality, and the world in between, the magic. In

successive stages, these 7x4=28 archives will be filled with
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ToMje kolektivni, interaktivni, multimedialni ainterdisciplinarni
umélecké dilo, vychazejici z konceptu Divadla paméti,
zformulovaného v roce 1528 Giuliem Camillem v Benatkach.
Zékladnim principem ToMu je vytvorit otevi‘enou mezinarodni
platformu, vizionarské férum, pohyblivy organismus, ktery se
bude neustile rozvijet jakoZto proces a vtahovat do sebe
Gcastniky v kazdém mésté, kde se predstavi, aby vytvofil
spoleény prostor pro spolupraci, zkoumani a shromazdovani
materidlu. ToM ma byt entitou, jeZ ma vlastni Zivot a energii
a rozviji vlastni divody byti i svou vlastni dynamiku. Ma byt
mnohem vice neZ jen uméleckym dilem, divadelnim kusem
nebo inovativni internetovou prezentaci. Ma byt prostifedkem
— médiem, trojskym koném, interaktivné propojenym
s vnéjSim svétem. Ma proplétat 7 smysll, jez jsou klicem
k otevieni Sirsiho vnimani reality ve svété, ktery mlzeme
nazyvat magickym, ve svété, ktery je stejné skuteény jako nas
kazdodenni Zivot.

Hledame ritudl, ktery nas vrati zpét a zaroven promitne vpied.
Jde o koncepci divadelniho kusu, ktery sam vytvari svou
definici v prabéhu svého vzniku. Nejde v§ak o improvizaci.
Pocatky ToMu leZi v socialni dynamice aktivni spoluprace,
na jejimz zakladé dale zkoumame, definujeme, vymyslime,
uskutecfiujeme, organizujeme a Ucastnime se vznikajici
historie celého procesu. ToM roste jako archiv s kazdym
dalSim Gcastnikem, na kterémkoli misté spoluprace. Budujeme

4 archivy po 7 oddilech, které predstavuji nas vniténi svét,



concrete inputs. ToM responds to the original attempts made
by Giulio Camillo to create a holistic approach of working
with the different phenomena that constitute reality. The
present day world crisis is the backdrop and catalyst for
the collaborative and collective efforts of artists, architects,
musicians and academics to take place. The objective of ToM
is to question the concepts that precipitate the current crisis
of the financial system, extending into the economic circuits
that impact the worlds of art, culture, science and technology.
ToM is an expanding repository of proposals, ideas, concepts,
artworks and reflections that are accumulated through this
first phase of development. This process is structured as a
theatre piece entitled “21”.

Act | has opened in Venice as a collateral exhibition within
Détournement 2009 of the 53rd Venice Biennale. The
following exhibition at White Box in New York is about
accumulating and collecting material. It deals with the concept
of “more” in terms of quantity and quality.

Act Il is dedicated to the process of selection and questioning
the criteria that determines quality.

Act Il deals with the idea of quintessence leading towards a
new understanding of the basis on which we construct our

global civilisation.

smysly, vnéjsi svét, ktery nazyvame realitou, a mezi-svét,
magicky svét. Téchto 7x4=28 archivli postupné napliiujeme
konkrétnim materialem. ToM je odpovédi na originalni pokusy
Giulia Camilla vytvorit holisticky pristup uchopenim riznych
fenoménd, jez vytvareji realitu. Soudasnd svétova krize je
jevistnim pozadim a zarover katalyzatorem spolecnych snah
umélcl, architektl, hudebnikl a akademikd o vzijemnou
spolupraci. Cilem ToMu je zkoumat koncepty, jez vyvolavaji
soucasnou krizi finan¢niho systému, jez zasahuje ekonomické
okruhy, které ovliviiuji svét uméni, kultury, védy a technologie.
ToM je neustale se rozsifujicim archivem navrhd, napadd,
konceptd, uméleckych dél a tvah, jez se nahromadily béhem
prvni faze vyvoje projektu. Tento proces je strukturovan jako
divadelni hra s nazvem ,,21*

|. déjstvi zacalo v Benatkach jako paralelni vystava v ramci
Détournement 2009 53. benatského biendle. Nasledujici
vystava v galerii White Box v New Yorku se tykda hromadéni
a sbirani materialu. Zabyva se koncepty ,yvice® ve smyslu
kvantity a kvality.

Il. déjstvi je vénovano procesu vybéru a zkoumani kritérii,
ktera urcuji kvalitu.

lll. déjstvi se zabyva myslenkou podstaty, jez vede k novému

porozuméni zdkladu, na némz budujeme nasi globalni

civilizaci.
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LA METAMORFOSIS DE LA PALOMITA

PROMENA PALOMITY
BARCELONA

Orriginal idea and Direction—MINIATURE /CONTROLZETA
Realization — MINIATURE

Production — Ade Lamas / Guillermo Saenz

Edition — MINIATURE

Music — SHORA

La Metamorfosis de la Palomita is the result of the ideologi-
cal and logistic joining of the CONTROLZETA collective and
MINIATURA productions. Ironic provocation and a bit of a
nastiness in the nature of their work are the devices used to
provoke and stir the spectator’s internal waters.

Accompanied by a terrific musical score with a theme by Sho-
ra Band, the actual scenes, some in the process of being shot
and some still to be shot, portray “THE CORRECT” as least
relevant. Here we see the limits on which the spectator is be-
ing tested— “THE INCORRECT” still exists, and moreover, It
provokes further explosions...

Cerdos Selectos (Select pigs) is the 4th Episode belonging
to the Series “La metamorfosis de la palomita”, conceived as
a public manifestation talking openly about the global crisis
and identifying capitalism as the guilty party. The Episode is a
documentary supported by the free Newspaper “Crisis”, with
200,000 issues, where Enric Duran explains the actual fact of
having “stolen” some 492,000 Euros from those who steal
even more from us, the guiltiest party of today’s situation: the
banks. It is clear that there is no room for indifference.
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Pavodni namét a rezie — MINIATURE / CONTROLZETA
Realizace — MINIATURE

Produkce — Ade Lamas / Guillermo Saenz

Stiih — MINIATURE

Hudba — SHORA

Proména Palomity je vysledkem ideologického a logistického
propojeni spolku CONTROLZETA a produkéni skupiny MIN-
IATURA. Ironicka provokace a prvky odpornosti v povaze je-
jich dél jsou prostiedky, uzivanymi k vyburcovani vnitinich
emoci divéka.

Scény, nékteré v samotném procesu nataceni a jiné jesté
nenatocené, doprovazené fantastickou hudbou s hlavnim mo-
tivem od Shora Bandu, ukazuji ,,TO SPRAVNE" jako nejméné
vyznamné. Stavame se svédky hranic testovani divaka —,,TO
NESPRAVNE" stale existuje a navic vyvolava dal3i exploze...

,»Vybrana prasata® je 4. epizodou série ,,Proména Palomity*,
koncipované jako verejna demonstrace, jez otevi‘ené hovori
o globalni krizi a oznacuje kapitalismus jako hlavniho vinika.
Tato epizoda je dokumentem, podporenym svobodnymi
novinami ,,Crisis* v nakladu 200.000 kusd, v nichz Enric Duran
vysvétluje skutecnost, pro¢ ukradl 492.000 eur od téch, kdo
od nas kradou jesté mnohem vice — nejvétsich vinikG dnesni
situace — bank. Je zjevné, Ze zde neni prostor pro |hoste-
jnost.
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Epigrafe

Verra ricordato un grande artista
corifeo di creativita e liberta

nella terra della letteratura di frontiera
che si fa oggetto di se stessa

dove lo scontro € impellente
irrisolubile

e per questa ragione di vita
testimonianza lunga se non infinita.

Egli vide danzare la matrioska delle
nazioni

la vita di serra delle culture il grottesco
della mistica dell’oggetto

venduto con distacco da un rigattiere

Patax rilegge Claudio Magris di’PRAGA
AL QUADRATQO?”, Sigma 2/3 1978
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LN

S1 e spento serenamente

MILAN

KNIZAK

di anni 140

ne danno triste annuncio la Moglie, i Figli,

i Fratelli e le Sorelle, ed i parenti tutti.
I Familiari ringraziano anticipatamente quanti si uniranno al loro dolore.

performance artistica, Marco Chiurato
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