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Elina Duce: Barbara, man Skiet, ka jus makslu uztverat kinestétiski.
Jums ir nepiecieSams par to domat, rakstit, runat, to radit un vél pie-
devam rikot makslas pasakumus... Tada sajuta, ka makslas lauka
jums batiska ir darbiba un process un, iesp&jams, mazak — rezultats
vai kada pabeigta doma (tas gan izklausas loti kategoriski). “Studijas”
lasitajs ir jus iepazinis ka rakstu un interviju autori, jusu dailrade ir
ciesi saistita ar fotografiju, tacu jusu Sibriza dienas plana ir ArTransit —
Performing Arts in Motion' projekts, kam esat kuratore. Un ari $is
projekts ir saistits ar kustibu gan burtiska, gan konceptuala nozimé.
Kadas atzinas vai secinajumus esat guvusi, stradajot pie ArTransit?
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PIEREDZES UN DOKUMENTESANAS

PARADOX OF EXPERIENCE AND

Elina Duce: Barbara, it seems to me that you perceive art in a kin-
aesthetic way. It's necessary for you to think, write and speak about
art, to create and, even more, to curate it.... It seems to me that you
find activity and process to be the most important realm in art and
the result or some complete thought as possibly less important (al-
though that sounds very categorical). Readers of the magazine
Studija know you as an author of articles and interviews and that
your creative work is closely related to photography and installa-
tion; at the moment, however, you are busy with a project called
ArTransit — Performing Arts in Motion?, of which you are the main
curator together with Domenico Lucchini. This project s also relat-
ed to movement, both literally and conceptually. What insights or
discoveries have you arrived at while working at ArTransit?

Barbara Fassler: Elina, | think you have great intuition, that you can
underline the importance of movement in my life and in my art. To
be in continuous motion has as a consequence, as you rightly no-
tice, that you never reach a conclusion. The process, which gives me
impulses in my development as an artist, is more important than the
result. | realise that my works evolved from a traditional idea of art-
work as an object — like drawing, painting or sculpture — to more
immaterial expressions such as digital photography or installations.
This is a reaction to a limiting situation and space, towards a more
immaterial expression like thinking, writing and now curating an
event about ephemeral performing arts, on the other.

Even though sometimes you seem to have completed a
thought, the goal achieved at that moment is in the end just a mile-
stone along your way, a provisional sign, because you can continue
creating any artwork or any text. For me, the different occupations
you mention are not so fundamentally distant from each other. It all
depends on your perspective. For instance, | feel that my approach
or technique as an artist to writing or curating is the same | use to
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Viavai. ArTransit projekts /
Viavai. Project of ArTransit

Foto/Photo: Barbara Féssler
Pateiciba Barbarai Feslerei / Courtesy of Barbara Féssler

Skats no Dominiko Billari performances "Man nav nosaukuma vienkarsas un sarezgitas telpas uztveres praksei” /
View from Domenico Billari's performance | Don't Have a Title for the Practice of Heavy and Light Spatial Views
2014

Foto / Photo: Irene Ruiz Bazan, Accademia di Belle Arti di Brera
Pateiciba Barbarai Feslerei / Courtesy of Barbara Fassler




Skats no Quynh Dong performances "Vasara vél plaukuma! Ko tu meklé&?" /
View from Quynh Dong’s performance The summer is still green, what are you looking for?
2014

Foto / Photo: Sylvia Morin, Accademia di Belle Arti di Brera
Pateiciba Barbarai Feslerei / Courtesy of Barbara Fassler

Barbara Feslere: Jums ir lieliska intuicija, uzsverot kustibas nozimi
mana dzivé un maksla. Atrodoties nepartraukta kustiba, ka pareizi
ievérojat, nevar izdarit secinajumus — process, kas dod impulsus
mana ka makslinieces attistiba, ir svarigaks par rezultatu. Apzinos, ka
mani darbi ir attistijusies no tradicionala prieksstata par makslas dar-
bu ka lietu jeb priekSmetu, tadu ka, pieméram, zZim&jums, glezna vai
skulpttra, un digitalas fotografijas vai instalacijas veidola ieguvusi
krietni nematerialakas izpausmes. So maksliniecisko praksi varam
raksturot ka reakciju uz ierobezojoSo situaciju un telpu vai domasa-
nu, rakstisanu un Sobrid ari efemeras skatuves makslas pasakuma
vadisanu, kas ir vél nematerialaka izpausme.

Ja dazkart Skiet, ka savu domu esi pabeidzis, Sis uz mirkli sa-
sniegtais mérkis tik un ta izradas tikai pagrieziena punkts vai pa-
gaidu zime tava cela, jo tu tacCu vari radit jebkadu makslas darbu vai
tekstu. Es pati Sis dazadas iepriek$ nosauktas nodarbes nemaz butis-
ki neatdalu citu no citas. Patiesiba viss atkarigs no skatijuma uz tam.
Man, pieméram, ir sajuta, ka mana ka makslinieces pieeja vai
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create my art. It is — like in this text, as well — a dialogue with the
surrounding world, a meeting with reality, guided in part by chance.
I wrote a text for issue No. 94 of Studija about the perception of co-
incidence, serendipity or situations you may encounter by chance
and how they can be perceived, noticed and appropriated and how
you can react to them; otherwise, they just pass by... When | take
pictures during my everyday walks, in part determined by the occu-
pations of my daily life, | perceive a situation and | appropriate it first
through the act of seeing, and then through the taking of photos. |
also react to existing situations in my installations — as an objet trou-
vé. “Installation” means to develop an intervention with materials or
artworks for a particular space, with the particular meanings it ac-
quires through its history, its use, its shape, its colour. When | write an
article, I'm guided by my interests, my personal perception as well. |
will obviously write about an exhibition, or an artist, or an artwork,
which excites me, which makes me vibrate in my body and mind. Of
course, afterthe initial, superficial input and interest, | read everything
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Skats no Roberto Fasones performances Jeg Er Enorme Jaevler | (il bimbo onnipotente) |
View from Roberto Fassone’s performance Jeg Er Enorme Jaevler | (il bimbo onnipotente)
2014

Foto / Photo: Anna Pfeiffer, Accademia di Belle Arti di Brera
Pateiciba Barbarai Feslerei / Courtesy of Barbara Féssler

metode rakstiSanai vai pasakumu organizésanai ir diezgan lidziga
makslas darbu radisanai. Ta ir gluzi ka Sis teksts — ka dialogs ar ap-
kartéjo pasauli, satikSanas ar realitati, dal€ji vadoties péc nejausibas
principa. Es “Studijas” 94. numura rakstiju par nejausibas uztveri,
par apstaklu sagadiSanos vai situacijam, kuras vari nejausi piedzivot,
kuras ir jauztver, japamana, japiesavinas un uz kuram jaspéj reagét,
citadi tas vienkarsi paiet garam... Kad es, dodoties ikdienas gaitas,
fotograféju, es uztveru situaciju un to piesavinos, vispirmam kartam
S0 apstaklu kopumu ieraugot, péc tam — nofotograféjot. Ari savas
instalacijas — ka objet trouvé (rastais objekts — Red.) — es reagéju uz
esoso situaciju. Termins “instalacija” nozime veidot atbildi vai reagét
konkréta telpa ar materialu vai makslas darbu palidzibu. Instalacija
caur savu pagatni, lietojumu, formu un krasu iegust Tpasu nozimi.
Kad es rakstu, vados péc savam interesem, ka ari péc personigas
uztveres. Es, protams, rakstisu tikai par izstadi vai makslinieku, vai
makslas darbu, kas spéj mani aizraut, kas liek manam kermenim un
manam pratam trisét. Péc pirmas, virspuséjas iepazisanas es, bez
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| can find about the issue. | deepen my research and my understand-
ing of the work of art in an attempt to understand it in more depth,
and | become like an observer, a clairvoyant, an x-ray-gaze person,
who aims to see through the things it encounters.

Let's talk about ArTransit. According to its title, the project is re-
lated to transit. In this particular case, transit or movement serves as
a means of approaching and meeting between different cultures.
ArTransitis part of the Pro Helvetia programme Viavai — Contrabban-
do culturale Svizzera-Lombardia (Comes and Goes - the Smuggling
of Culture Between Switzerland and Lombardy), and its goal is cul-
tural exchange between Switzerland and Italy. It has to be taken into
consideration that Italian is one of the four official languages in Swit-
zerland, used among citizens of two cantons as well as among the
many ltalian immigrants residing in Switzerland. ArTransit is indeed
an important project, involving six curators, five assistants, 26 artists,
six playwrights and directors, ten actors and dancers, and two au-
thors. The project is based on three axes: the Italian axis includes two
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ArTransit performancu vilciens /
ArTransit. Performance train
2014

Foto / Photo: Tania Volobueva, Accademia di Belle Arti di Brera
Pateiciba Barbarai Feslerei / Courtesy of Barbara Féssler

Saubam, izlasu pilnigi visu, ko varu atrast par tému. Es iedzilinos
péetijuma téma un papildinu savas zinasanas par darbu, cenSoties
izprast ta skaidrojumu un, klustot par vérotaju, gaiSregi un personu,
kas sp€j nolasit informaciju ka rentgenaparats, tadejadi atklaju par
temu vél vairak.

Runéjot par ArTransit — k& nosaukums vésta, projekts ir par
tranzitu, tacu konkrétaja gadijuma tranzits jeb kustiba ir ka tuvinasanas
un satikSanas instruments starp atskirigam kulturam. ArTransit ir dala
no Pro Helvetia programmas Viavai — Contrabbando culturale
Svizzera—Lombardia ("Nak un iet — Sveices-Lombardijas kulttras
kontrabanda”), kuras mérkis ir kultiras apmaina starp Sveici un Italiju.
Te janem véra, ka italu valoda ir viena no ¢etram nacionalajam Sveices
valodam, kura runa veselu divu kantonu iedzivotaji un daudzie italu
imigranti, kas dzivo Sveicé. ArTransit ir patie3am nozimigs projekts —
tajaiesaistiti seSi kuratori, pieci asistenti, 26 makslinieki, sesi dramaturgi
un rezisori, desmit aktieri un dejotaji un divi rakstnieki. Projektam ir tris
virzieni: italiskais virziens ietver divus teatra iestudéjumus (Karlo Emilio
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theatre pieces (Learning to Know the Pain by Carlo Emilio Gadda of
Out Off Theatre in Milan and The Last Journey by Enrico Filippini of
San Materno Theatre in Ascona); the cross-border axis confronts
performance artists from both sides of Gotthard Mountain as well as
compares the relationship between art and technology; in parallel,
this same comparison is demonstrated in an exhibition at Gallery in
Milan and at the Swiss Institute of Milan. ArTransit compares the per-
forming arts (on stage) to performance art (visual art), thus enhanc-
ing cultural exchange between generations, arts and cultures. For
instance, we organised a special performance-conference together
with participants from both Switzerland and Italy, dedicated to theo-
retical and historical reflection on the subject of performance both
in theatre and art. Actually, both disciplines are very similar, notwith-
standing the different spaces in which they are performed; they both
are ephemeral, immaterial, they disappear immediately after they are
consumed, and what remains is only a photo, video, a verbal docu-
mentation or a memory. Thus, performative arts are involved in the
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ArTransit performancu vilciens /
ArTransit. Performance train
2014

Foto/Photo: Barbara Féssler
Pateiciba Barbarai Feslerei / Courtesy of Barbara Fassler

Gadas (Carlo Emilio Gadda) “Bailu izzinasana" no Out Off Milanas
teatra un Enriko Filipini (Enrico Filippini) "Pédé&jais celojums” no
Askonas San Materno teatra); otrs virziens konfrontés performances
maksliniekus no Gotarda kalna abam pusém:; izstadé divas makslas
institlicijas — Milanas galerija un Sveices institdta Milana — tiks salidzi-
natas makslas un tehnologijas attiecibas. ArTransit lidzas nostata
skatuves makslu (Performing Arts) un vizualo makslu — performanci
(Performance Art), veicinot informacijas apmainu starp paaudzém,
dazadam makslas disciplinam un kulttiram. Pieméram, kopa ar Sveices
un ltalijas dalibniekiem noorganizéjam Tpasu konferenci — perfor-
manci, ko veltijam teorétiskam un vésturiskam pardomam par perfor-
mances tému gan teatra, gan makslas joma. Patiesiba, lai gan abas
disciplinas parstav dazadas vides, tas ir loti lidzigas: abas ir efemeras,
nematerialas, izzud talit péc izradisanas, un tas, kas paliek, ir vienigi
foto vai video stasts vai verbala dokumentacija. Performativas mak-
slas tadéjadi ir iesaistitas fotografijas paradoksa — tas padara par
klatesoSu un rada to, ka vairs nav. Majaslapa ArTransit.ch, izvietojot
Milanas Bréras akadémijas madgistranttiras un Lugano CISA (Conser-
vatorio Internazionale di Scienze Audiovisive; Starptautiska Audio-
vizualo zinatnu konservatorija — Red.) studentu fotografijas, ieprieks
publicéto pasakuma programmu pamazam nomaina tas doku-
mentacija.

Stradajot pie projekta, més So apmainas konceptu istenosim ari
burtiski — bez pasakumiem éku telpas bus divi hepeningi divos trans-
portlidzeklos: bis ipass performancu vilciens, kas 2014. gada 15. no-
vembri kursés starp Milanu un Cirihi Gotarda marsruta, un perfor-
mancu kugis, kas 2015. gada pavasari dosies cela pa Madzores ezeru,
kurs savieno Italiju un Sveici. Galvena ideja, izmantojot abas mobilas
pasakuma norises vietas, ir uzskatami paradit, ka kultiras apmaina
nav iespéjama bez atvértibas pret citado un bez zinasanam par
atskirigo. Lai izietu gan no noteikta fiziska, gan fikséta un stagnéjosa
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Skats no Emilio Fantina performances “Dinamiska universitate” /
View from Emilio Fantin's performance Ateneo dinamico
2014

Foto / Photo: Florian Zyba, Accademia di Belle Arti di Brera
Pateiciba Barbarai Feslerei / Courtesy of Barbara Fassler

paradox of photography — they make present and show something
that is not there anymore, non-existent at that particular moment,
having ceased to exist. The artransit.ch website is constantly chang-
ing from the programme of the project to its documentation by pub-
lishing on-line the photos taken by MA students of Brera Academy in
Milan and the video produced by CISA (International Conservatory of
Audiovisual Sciences) in Lugano.

While working at this project, we are going to implement this
concept literally. Among other events, we will have two happenings in
two different types of transportation: a special performance train run-
ning between Milan and Zurich on the Gotthard Route on November
15, 2014, and a performance ship that will start in spring 2015 to con-
nect Italy and Switzerland on Lake Maggiore. The main idea behind
using two mobile platforms for these performances is to show that
culture exchange is not possible without openness to diversity and
knowledge about our differences. Both physical and mental move-
ment is necessary to break through from a static physical position and
fixated and rigid frame of mind in order to embrace the awareness of
diversity. As a result, this journey with images passing in front of the
eyes and scenery flying past as if framed in the huge windows of the
TILO train simultaneously gives us the real and ideal, a physical and
mental experience, and movement that opens the flow of thoughts.

It is far too early to make conclusions yet, especially because
the project was launched only a month ago (in September) and will
continue until April of next year with theatre productions, exhibi-
tions, dance and performance acts. Considering my answer to the
question of what lessons | can draw from this ArTransit adventure, |
can say that | was facing a paradox; from trying to bring together
different cultures and finding footing for cultural exchange emerged
an immense difficulty to embrace that diversity and its added value,
instead of seeing it as a threat, some distant reality or insurmounta-
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Skats no ArTransit performancu vilciena /
View from the ArTransit performance train
2014

Foto / Photo: Tania Volobueva, Accademia di Belle Arti di Brera
Pateiciba Barbarai Feslerei / Courtesy of Barbara Fassler

Skats no ArTransit performancu vilciena /
View from the ArTransit performance train
2014

Foto / Photo: Irene Ruiz, Accademia di Belle Arti di Brera
Pateiciba Barbarai Feslerei / Courtesy of Barbara Fassler

prata stavokla, ka ari lai iepazitu citado, ir nepiecieSama ka fiziska, ta
prata kustiba. Tadéjadi Sis celojums, kur attéli paslid gar acim un ai-
nava, ieraméta 1pasa TILO vilciena milziga loga rami, lido, vienlaicigi
sniedz realu un idealu, fizisku un mentalu, ka ari kustibu pieredzi, at-
brivojot domas pldsmu.

Sobrid vilkt kopsavilkumu, protams, ir paragri. Ari ta iemesla dél,
ka projekts ir atklats tikai pirms ménesa (septembri — Red.) un
turpinasies lidz nakama gada aprilim ar teatra izradem, izstadem, de-
jas un performances pasakumiem. Atbildot uz jautajumu, ko esmu
iemacijusies un kadas zinaSanas esmu ieguvusi no Si Arfransit
piedzivojuma, varu atklat, ka sastapos ar paradoksalu situaciju —
censSoties satuvinat dazadas kultdras, méginot rast priekSnoteikumus
apmainai ar atskirigo, radas milzigas grutibas pienemt So atskirigo un
uztvert to ka kaut ko, kas varétu bagatinat, nevis ka draudu, attalinatu
realitati vai neparvaramu aizu. Ta teikt, katram savs krekls tuvaks. Ir
nepiecieSama liela piepule, lai izdotos saprast atskirigo, citado valo-
das un kultdras, dzimuma un seksualas orientacijas zina, paaudzu
zina, un — beigu beigas — neaizmirsisim plaisu starp pilsétu un laukiem
vai ciematu. Gotarda kalnu vilciena marsruta performancu dalibnieki
konfrontéjas ar nelielu ciematu neprofesionalo aktieru grupam, kas
sadarbojas ar teatra pedagodijas studentiem no ZHdK (Zircher Hoch-
schule der Kuinste; Cirihes Makslas augstskola — Red.). Vilciena salona
un pieturvietas sastopas divas ar vienu teritoriju saistitas realitates: no
vienas puses, laikmetiga maksla, kas visas pasaules pilsétas ir lidziga,
no otras — folklora un Gotarda kalnu parejas marsruta esoso nelielo
lauku ciematu Tpasa tautas kulttra. Kultlras apmaina Saja projekta tiek
interpretéta atskirigi, akcentéjot dazadibu, jo biezi vien tiesi Sis atskiri-
bas rosina musu apzinas procesus un bagatina musu pieredzi.

Zane Oborenko: Kad pirmo reizi dzirdéju, ka izmantosi vilcienu Ar-
Transit projekta, pirmkart, zinot tevi ka cilvéku, kas lielako dalu
miza atrodas kustiba, cela no vienas pilsétas uz otru (esi dzimusi
Ciriné, bet macijusies Nica un tagad dzivo Milana, tacu joprojam
Cirihe—Milana ir tev ierasts un biezs marsruts), ta man $kita pavisam
organiska, no tevis dabigi izrietoSa izvéle. Tev ir virs un Cetri bérni,
tomér tu atrodi laiku un energiju, ko veltit izglitibai, makslas radisa-
nai, projektu vadiSanai, rakstiskai refleksijai par makslu un makslas
pedagogijai — pédéjos gados papildus jau esosajai izglitibai esi
ieguvusi sen loloto bakalaura gradu filosofija Valsts universi-
taté Milana un makslas pedagogijas magistra gradu Cirihes ZHdK.
Rodas sajuta, ka tu nekad neesi absollta miera stavokli, un ari tavi
makslas darbi rodas it ka cela uz kaut kurieni, un parsvara tas ir fo-
tografijas. Ko tu iesaktu, ja neeksistétu fotoaparats un digitala fo-
tografija? Un, otrkart, es nevaréju nepadomat par agitacijas propa-
gandas (turpmak — agitpropa — Red.) vilcieniem, it seviski nesen
apmeklétas Gustava Kluca izstades iespaida.

B.F.: Protams, Zane, tiesi ta ari notika. Ideja par performancu vilcienu

man naca ka zibens no skaidram debesim. Ka gan labak savienot di-
vas talas kultdras, ja ne ar transportlidzekli kustiba? Un es piekritu, ka
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ble gap. People like to stay in their comfort zone. Huge effort is nec-
essary to comprehend the linguistic and cultural differences, gender
and sexual diversity and generation gaps, and let's not forget the
distance between city and countryside. On the Gotthard train the
performance actors are confronted with troupes of secular actors
from the neighbouring villages co-operating with students of thea-
tre pedagogy from ZHdK (Art College of Zurich — Ed.). The train and
its stops bring together two realities related to the same territory:
contemporary art which is similar in all global cities, on the one
hand, and folklore and the peculiar culture of the small villages lo-
cated on the Gotthard Route, on the other. Cultural exchange is un-
derstood differently in this project by emphasising diversity, because
often it is exactly the differences that stimulate the processes in our
awareness and enrich our experience.

Zane Oborenko: When [ initially heard that you will use a train in
your ArTransit project, on the one hand, it seemed to me a com-
pletely natural choice from you, because | know you as a person
who spends most of your life in movement from one city to anoth-
er (you were born in Zurich, studied in Nice, and you live in Milan,
but you frequently travel between Zurich and Milan). Notwith-
standing the fact that you have a husband and four children, you
find time and energy for further training, the creation of art, curat-
ing, written reflections on art and the teaching of art (in addition to
your previous education, you have in recent years graduated from
Milan State University with a BA in philosophy and from ZHdK in
Zurich with an MAin art education). It seems like you are neverin a
state of complete stillness, and also your works are created as if on
the way to somewhere, and mostly your works are photos. What
would you do if cameras and digital photography had never been
invented? And, on the other hand, | could not help thinking about
agitprop trains, especially in the context of the recently-seen exhi-
bition of Gustavs Klucis (Gustav Klutsis).

B.F.: Of course, Zane, that is how it happened. The idea about the
performance train hit me like a bolt of lightning from a clear blue sky.
How can you better bring together two distant cultures if not by a
means of transportation in movement? And | agree that this has to do
with both my way of facing life and also my working methods. Ever
since | can remember, |'ve always been curious, interested to discov-
er the world, to get to know different countries, learn languages and
with a tendency to grasp ways of thinking that initially seem difficult
to decipher. | have always continued my training, if only for periods
without an institutional framework and graduation diploma, and it is
only a part of this strong urge to get to know things, of the insatiable
thirst for discoveries and of a profound need for challenge that
touches the depths of my soul. This continuous vibration could of
course be perceived as lack of peace, but maybe it's the other way
round - | cannot find peace without continuous stimuli, novelties,
curiosity, in short, without food for my spirit and my thoughts.
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Barbara Feslere. Ainava 6. Fotografija /

Barbara Fassler. Landscape 6. Lambda print on aluminium
150x100 cm

2002

Pateiciba Barbarai Feslerei / Courtesy of Barbara Fassler

tam ir saistiba gan ar manu dzives uztveri, gan darba metodém. Kop$
sevi atceros, vienmér esmu bijusi zinatkara, ieintereséta atklat pasauli,
iepazit dazadas valstis, apgut valodas un ar noslieci izprast pirmaja
mirkli grati atSifréjamus domasanas veidus. Ari iepriek$ esmu nepar-
traukti izglitojusies, lai gan bez institucionala ramja un beigu diplo-
ma, — ta ir tikai dala no Sis specigas izzinasanas vélmes, no neremdé-
jamam slapém péc atkldjumiem un dzilas nepiecieSamibas péc
izaicinajumiem, kas aizkustina lidz dvéseles dzilumiem. ST nepartrauk-
ta vibrésana, protams, var tikt uztverta ka miera trukums, bet varbat ir
otradi — nespéju rast mieru bez nepartrauktiem stimuliem, jaunu-
miem, kurioziem, parmainam, isak sakot, bez gara un prata baribas.
Tu rundji par manu makslas pasniedz&jas lomu. Maniem
audzékniem ir pastavigs uzdevums turét kartiba savu piezimju
gramatinu, kura brivi izvéléta tehnika — no rakstibas lidz zim&jumam,
no fotografijas lidz kolazai un glezniecibai — fiksét arejas pasaules
novérojumus. Tas ir ka vinu uztveres un pardomu seismografs, kas
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You touched upon my role as an art teacher. My students have a
permanent assignment to keep a notebook or diary in which they
record their impressions of the external world using their preferred
method: from writing to drawing, from photography to collage and
painting. This notebook is like a seismograph of their perception and
reflections, registering the various footprints of their walks. | think
this exercise is difficult for them, because the complete freedom and
impact created by this task is hard to stand at their young age. In-
deed, the method of their diaries very much resembles my percep-
tion of life, my artistic work, my writing and my curating.

Let's go back to the initial subject of discussion — to embrace
coincidence, or something that arrives on our way. Lacan said, “The
mushroom finds me." The digital camera is important in this context.
We can use the source material and experiment with it in the desired
intensity in all possible ways, by recording our steps, movements
and that which we would like to take with us. Taking photos turns
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Barbara Feslere. Sarkanais kvadrats. Fotografija /
Barbara Féssler. Red Square. Print on canvas
48x36 cm

2007

Pateiciba Barbarai Feslerei / Courtesy of Barbara Fassler

fiksé dazadas pastaigu laika sastaptas pédas. Domaju, ka $ads vin-
gringjums viniem ir grats, jo absolita briviba un iespaids, ko rada
minétais uzdevums, ir loti lidzigs manai pasaules uztverei, makslinie-
ciskajai darbibai, tekstu rakstiSanai un kuratores darbibai.
Atgriezoties pie sakuma témas — notvert nejausibas vai to, kas
mums nak pretim. Lakans teicis: séne atrod mani. Digitala foto-
kamera Saja konteksta ir butiska. Més varam térét izejmaterialu, un tas
lauj eksperimentét visos iespéjamos veidos — vélamaja intensitaté
fiksét musu solus, kustibu un to, ko vélamies panemt lidzi. Fo-
tograféSana klUst par lasidanu (sénu konteksta — Red.), un més atkal
kldstam izsalkusi péc informacijas, zinaSanam ka izslapusi mednieki
vacéji. lespgjams, ja nebutu fotografijas, es butu ziméjusi, rakstijusi,
butu atradusi analogisku veidu, lai fiksétu Sis nejausas tiksanas.
Lidziba ar agitpropa vilcieniem mani parsteidz. Protams, vil-
ciens ir transportlidzeklis, kas parvietojas pa sliedém, tatad seko
obligatam marSrutam, bet taja pasa laika ta ir socializéSanas telpa -
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into picking (in the context of mushrooms — Ed.), and we return to
our thirst for information and knowledge like hungry hunter-gather-
ers. If photography didn't exist, | would possibly be drawing, writing
or have found a similar way to register these occasional encounters.

However, the similarity to agitprop trains surprises me. Of
course, the train is a means of transportation that moves on rails — it
follows its obligatory route, so to say - but it meanwhile also serves
as a space for socialising, occasional encounters, for discovering vi-
tality; it is capable of transporting goods but also knowledge. In this
sense, the basic idea of agitprop and performance train is similar - to
connect different cultures, taking into consideration that old revolu-
tionary Russia was a huge country in the first years of the Soviet Un-
ion and constituted so many peoples and very different cultures that
spoke different languages and did not communicate with each oth-
er. Moreover, people did not have access to knowledge, and the
train naturally became a means that brought knowledge and infor-
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telpa, kura piedzivot nejausu satikSanos, atklat dzivibas sparu; tas
vienlaikus spéjigs parvadat preces, ka ari zinasanas. Saja zina agitpro-
pa un performancu vilciena pamatideja ir lidziga — savienot atskirigas
kultdras, nemot véra, ka veca revolucionaru Krievija pirmo Padomju
Savienibas gadu laika bija milziga valsts, kas sastavéja no ne-
skaitamam tautam, kuras runaja dazadas valodas un savstarpéji ne-
komunicgja, un loti atsSkirigam kultdram. ledzivotajiem tolaik nebija
piekluves informacijai un zinasanam, lidz ar to vilciens dabiska veida
klast par instrumentu, kas nes §is zinaSanas un informaciju, tadéjadi
savienojot kultras. Sajd nozimé abi vilcieni ir salidzinami, bet ne
mérka un pamatidejas zina. ArTransit performancu vilcienam nav
nekada didaktiska mérka. Tas nenes nekadu véstijumu, un tam nav
nekadu propagandisku nolUku. Ka visi makslas darbi, tas vélas palikt
ka atvérta partitira, pagaidu strukttra, dinamiska un sarezgita kon-
stelacija, kas pasazieriem piedava tekstualus, vizualus un skanas
stimulus. Bet katrs skatitajs darina un stasta pats savu personigo
stastu, ienemot stastniekam vélamo virzienu un radot stasta nokrasu,
kompoziciju un jégu. Performancu vilciens $aja nozime ir tiess re-
volucionaras PSRS agitpropa vilcienu pretmets.

Z2.0.: Gadu gaita tu esi radijusi milzigu, savdabigu arhivu, ar ko,
iespéjams, tev nu jau ir grati tikt gala. Arhiva téma paradas gan tava
filosofijas fakultates diplomdarba, gan tagad ArTransit projekta ar
performancém, kuru vieniga lielaka vai mazaka méra uzticama do-
kumentala lieciba ir videoieraksti un fotografijas. Vai Sis témas
aktualitate ir radusies no vélmes ieviest kartibu vai izanalizét dzilak
to, kas tevi mudinaja veikt ierakstu, un to, ka vairs, iespéjams, nav?

B.F.: Kad pabeidzu studijas Nica, Villa Arson nacionalaja makslas
skola (Ecole Pilote Internationale d’Art et de Recherche an der Villa
Arson in Nizza), mana makslinieciska darbiba no glezniecibas un tél-
niecibas — ar uzsvaru uz makslas objektu — pilnveidojas par makslas
praksi, kas mijiedarbojas ar apkartéjo pasauli, to uzmanigi véro, iz-
vélas dalas no tas un piesavinas $is detalas ar video vai foto kameras
starpniecibu. Radas probléema — ka parzinat un parvaldit savaktos
materialus? Es kolekciongju realitates fragmentus, kas mani dzili ie-
spaido, un vélak atlasu no ievaktajiem materialiem dalas, ar kuram
stradaju talak. Tadél saku intereséties par arhivéSanas téemu ari ka par
izpétes, analizes un selekcijas veidu, kas beigu beigas izradas herme-
neitisks, interpretacijai paklauts process. Katrs arhivs ir veidojies péc
ipasam atlases metodém, un ta sastavs ir nemitiga attistibas procesa.
Tas, kas tiek ietverts arhiva un kas izvéléts palikSanai, ir tikpat svarigs
ka tas, kas bijis izslégts jeb nolemts aizmirstibai. Sava filosofijas teori-
jas diplomdarba, kas nu jau ir iznacis ka gramata gan italu, gan vacu
valoda?, es pétiju Veimaras republikas 20. gadu jaunas lietiskibas gal-
vena parstavja Augusta Zandera pretenziju uz objektivitati — ideju, uz
ko balstas vina fotografiju arhivs. Veicot rupigu vina fotoattélu analizi
un analizéjot nostaju pret konkréto subjektu, atklaju, ka $ada no
pozitivisma izrietosa prasiba ir tala no iespéjas to realizét. Absoluti
objektiva reprezentacija vai, pareizak sakot, objektiva patiesiba
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mation and connected cultures and people. In this sense we can
compare both trains, but not in the sense of scope and main mes-
sage. The ArTransit performance train does not bring any message,
and it does not have any propagandistic intentions. Like all pieces of
art, it wants to stay as an open musical scorebook, a temporary
structure, a dynamic and complex constellation offering passengers
textual, visual and sound stimuli. Every spectator is creating and tell-
ing their own, personal story from their own position of direction,
tone, composition and sense. In this sense, the performance train is
a direct antidote to the agitprop trains of revolutionary USSR.

Z.0.: Over the course of the years you have created a huge, peculiar
archive, which might be difficult to manage by now. The archive
theme can be found both in your graduation paper at the faculty of
philosophy and now in your ArTransit project with performances,
the only tangible and to a lesser or greater extent trustworthy doc-
umented proof of which is video recordings and photos. Is the top-
icality of your theme rooted in your urge to make order of and an-
alyse more profoundly that which invited you to make a recording,
that which does not exist any more?

B.F.: After | graduated from Ecole Pilote Internationale d'Art et de Re-
cherche at the Villa Arson in Nice, my artistic work of painting and
sculpting (with a focus on the object of art) developed into the tech-
nique of art that interacts with the external world, scrutinises it, picks
some parts of it and appropriates those parts through a video or
photo camera. And then the problem of how to manage the collect-
ed materials appeared. | collect pieces of reality that deeply affect
me, and later on | extract parts of these materials, which | then bring
forward in my work. This is why | developed my interest in the theme
of archiving also as a method of research, analysis, selection and
composition, which in the end turns out to be a hermeneutic pro-
cess. Each archive is constructed according to special selection
methods, and its content is in the continuous process of evolution.
The parts included in the archive and selected to survive bear the
same importance as the parts that are excluded and condemned to
oblivion. In my thesis of theoretical philosophy, which is by now
published as a book in both ltalian and German?, | researched the
claim of objectivity of August Sander, the main protagonist of the
“New Objectivity” of the Weimar Republic of the 1920s, and his ar-
chive of photos is based on this idea. By carefully analysing his imag-
es and his approach to his subjects, | discovered that such a claim
founded on positivism is very distant from the feasibility to imple-
ment it. Absolutely objective representation, or, to be more precise,
an absolute truth does not exist in photos nor in archives and not
even in science. Any knowledge can be refuted and any object can
be perceived from another perspective. In that sense there are many
viewpoints and many truths.

The ArTransit project s a logical continuation of my artistic evo-
lution from material art approach to immaterial and mental art prac-

99 studija

neeksisté nedz fotografijas, nedz arhivos un pat ne zinatné. Jebkuras
zinaSanas var tikt atspekotas, un katrs objekts var tikt aplukots no cita
skatpunkta. Sada nozimé eksisté daudzi skatpunkti un daudzas pa-
tiesibas.

ArTransit projekts ir logisks turpinajums manai makslinieciskas
darbibas attistibai no materialas uz nematerialu un mentalu makslas
praksi. Performativas makslas un performances maksla ir uz laika pa-
mata balstitas un efemeras, tatad tas izlietojam isa laikposma. Vie-
nigais veids, ka saglabat kaut dalu no tam, ir tas dokumentét, un tiesi
tadél jau no pasa sakuma Saja projekta integréjam visa notiekosa do-
kumentaciju. Studenti seko projekta norises gaitai, fotografé, un ar
majaslapas artransit.ch palidzibu astonu ménesu laika iesp&ams
izsekot projekta attistibai — ka tas no plana partop par dokumentétu
faktu. Protams, més apzinamies, ka video vai fotografija nevar aizstat
klatbutni pasa notikuma, tacu tie atstaj paliekosas pédas dokumentalo
fotografiju un video autoru interpretacija. Man patik, ka Sim doku-
mentalajam liecibam iespéjams izsekot pakapeniski, lidz projekts ir
noslédzies, izgaisis. lesp€jams, pagaidam prevalé sensuala, nevis
analitiska pieeja, bet var but, ka projekta nosléguma mes pariesim uz
analitisku fazi. Respektivi, es véletos, lai ta butu.

Z.0.: Vél neizbraucis no stacijas, tavs performancu vilciens ir jau dar-
biba, raisot asociacijas un saiknes starp dazadam kultiram cauri
laikam. Ne velti vilciens bieZi vien ir véstures metafora, un man patik
iztéloties tavu vilcienu ka magisku vietu, kur darbojas pavisam citi liku-
mi, varbit par ireali, gluzi ka Hi¢koka filmas. Saura, izoléta vilciena vai
kuga telpa bez iespégjas izkapt, kad ienak prata, papildus rada labveli-
gus apstaklus iesaistei un tam, lai iepazitu to, ko ierastos apstaklos més
neiedomatos ka iesp&jamu. Vilciens un kugis kustas, pateicoties teh-
nologijam, tacu to kustibu ietekmé ari dazadi negaiditi, no cilvéka pra-
ta neatkarigi aré€jie apstakli, pieméram, stiprs véjs.

B.F.: Sobrid patiesam performancu vilcienam piemit kaut kas fantas-
magorisks. Tas eksisté musu galvas. Pusotru gadu stradajot pie Ar-
Transit projekta, reizém man Skiet, ka es ar milzu piepdli veidoju
skulpturu no gaisa. Kas realitaté notiks uz $i vilciena, to atklasim no-
teikta diena un noteikta laika, kad visi atradisimies kustiba vilciena
vagona, sabiedriba, kas vilciena iekapusi brivpratigi vai ari piespiedu
karta, celojuma, kurs seko konkrétam pagaidu marsrutam un kura
rezultatu nevaram paredzét — nedz kadus iespaidus tas uz mums at-
stas, nedz kadi secinajumi mums radisies. Butu skaisti, ja notiktu ta,
ka tu saki, ka vienotais galamérkis un ierobezota telpa mums
palidzétu koncentréties uz individualajam performancém un tas
spécigi izdzivot, pilniba iesaistoties, lai péc tam lidzbraucégji varétu
izvértét lidzibas un atskiribas. Més nevaram ieprieks izméginat, tadel
nevaram but drosi par iznakumu. Ka bus, ta bds. Ar pirmo méginaju-
mu. Gigantiska improvizacija, jam-session procesa. Kas zina, vai
mums izdosies salikt kopa visu ieceréto, kur$ pirmaja acu uzmetiena
var skist eklektisks, neviengabalains un kontrastéjoss. Divi pavisam
jauni dramaturgi Liliane Koha (Liliane Koch) un Kristofers Krize
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tice. Performing arts and performance art are time-based and
ephemeral, which we consume in a short time. The only possibility
to preserve at least part of them is to document them, and that is
why from the very outset we integrated into the project the docu-
mentation of it. Students follow the process of the project, take pho-
tos and produce videos, and it is possible to follow the development
of the project on the artransit.ch website and how it is changing from
a program to a documentation over the course of eight months. Of
course, we are aware that video or photo cannot replace being pres-
ent at the event; however, they leave a permanent trace as an inter-
pretation of the authors of documentary photography and video. |
like that it is possible to gradually follow these testimonials until the
project fades away. At the moment, a sensual approach perhaps pre-
vails over an analytical approach, but we will possibly move to an
analytical phase at the end of the project. At least | hope so.

Z.0.: Your performance train has not left the station yet, but it is in
action already, creating associations and links between different
cultures through time. Not accidentally, a train is often a metaphor
for history, and | like to think of your train as a magical place where
completely different rules start to take over — perhaps even unreal,
just like in Hitchcock's films. In addition, the narrow, isolated space
of a train or boat, from which one cannot escape just whenever one
feels like it, creates favourable conditions for engagement and for
getting to know that which in other circumstances we would not
think was possible. The train and the ship move due to technology,
but they are also affected by various unexpected external condi-
tions, like strong wind, which are independent of the human mind.

B.F.: For the moment, indeed, the performance train has something
phantasmagoric about it. It exists in our heads. | have been working for
the ArTransit project for one and a half years, and sometimes it seems
to me that | am with huge effort creating a sculpture from air. What will
happen in reality on this train will only be discovered on a certain day
and time, when we will all be in movement on the train car finding
ourselves among others who boarded the train voluntarily or under
constraints; we will be on a journey following a certain temporary itin-
erary, and we cannot predict what impressions it will leave on us nor
what conclusions we will draw from it. It would be wonderful if it hap-
pens as you say — that the common destination and the closed space
help us to focus on the individual performances and enjoy them pro-
foundly by fully participating in order to evaluate the similarities and
differences. We cannot try it out beforehand, so we cannot be sure
about the result. What will be, will be. On the first attempt. A gigantic
improvisation, a jam-session in action. Who knows if we will succeed
in putting together all that we have planned and what seems eclectic,
unstitched and contrasting at the first glance.

For example, Liliane Koch and Christopher Kriese, two young
playwrights, will give a performance of continuously reciting the sol-
itary vermin-type of texts inspired by Franz Kafka's The Castle in or-
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(Christopher Kriese), pieméram, uzstasies, bez apstajas lasot Franca
Kafkas romana “Pils” inspirétus vientula tarpa tipa tekstus, pauzot
parméribu dél radusos stresa sajutu, ka arl ar nepartrauktu vardu
plismu apSaubot linearitates ideju, kas attistas lidz izstkumam un runa
par iekSejiem krampjiem un netveramas varas aréjo kontroli. Julija
Gereca (Julia Gerécs) un Korina Cinda (Corina Ztind) veiks Tstu bilesu
kontroli otras klases vagonos. Divi kontroles aspekti, kas oficialaja sta-
tusa parstav valsti, likumu, formalo pusi; no otras puses, tas ir ka alter
ego, ieks€ja balss, monologs ar sevi vai bezmérkigs iek$éjo cieSanu
diskurss, radot kontrastu ar nevainojamo ierédna formastérpu un
lomu. Pirmas klases vagonos varésim izsekot tulkotaja un Zurnalista
Enriko Filipini pardomam, kurs stradajis Roma avizé La Repubblica.
Sava "Pédéja celojuma” pirms mirSanas vins meitai Koncitai uztic, ka
patiesiba ir iepazinis pavisam maz. Karlo Emilio Gada savukart lasijuma
La cognizione del dolore ("Sapju apzinasanas”) vérsisies pret narcismu
un egoismu, ko iemiesojis pats briesmigakais vietniekvards “es”. Galve-
nais varonis dzivo izoléta villa cietuma kopa ar mati visai divdomigas
naida un milestibas attiecibas. Gada atrodas citurienes mekl&umos un
mégina tikt pari Skietamibai. Otraja pirmas klases vagona atradisies
Emilio Fantins (Emilio Fantin) ar savu nomadu grupas darbu Ateneo
dynamic ("Dinamiska universitate’), kura, ka lasam apraksta, “tiek
nemtas vera témas, analize un vizijas, lai izaicinatu paradigmas un
konsolidétas parliecibas”. Bet divi dejotaji no Arnaboldi trupas demon-
strés, kados veidos més varam sédét un ka keblis péksni spéj mainit
savu funkciju un nozimi atkariba no saskarsmes ar masu kermeni.

Vilciena linearas kursésanas laika pardomas un performancu
dalibnieku parvietosanas pa vagonu koridoriem ik pa laikam partrauks
Islaicigi pasakumi arpus vilciena — stacija, plavas vidu, baznicas prieksa
un citur. Skanés Alpu ragi, uzstasies neprofesionalu teatru grupas,
cinas makslas audzékni, kori un folkloras grupas, ZHdK teatra peda-
gogijas studenti. Vinu aktivitates bls redzamas, kameér vilciens
paléninas gaitu vai apstasies. Sadi notiek vél viena divu talu, bet saistitu
pasaulu sastapS$anas: laikmetiga makslas izpausme performances vei-
dola ar vilcienu pietuvojas senakai tautas kultdras izpausmei — lauku
ciematu tautas dziesmai, dejai un teatrim. Varbut performances vilcie-
na magiska un parsteidzosa puse ir mekl&ama tiesi sarunas ar sevi,
Saubas, fundamentala nedroSiba un eksistencialos celojumos -
kustiba, paléninati slidot garam pamatvertibam, ko nostiprinajusas
tradicijas, kuras turpina pastavet, jo ir izturéjusas visparéjas Saubas,
skepsi, dazadas krizes, bailes un — beigu beigas — navi. Mobilitate
salidzinajuma ar nekustigumu; nepastaviba pret pastavibu; nemateria-
litate pret matériju; iek$éjais pret aréjo. Labakaja gadijuma vilciens izcel,
palidz uztvert un apzinaties atSkiribas un nianses bez jebkadas piené-
mumu interpretacijas. TILO vilciena logu ramjos ieziméjas dalibnieku
ieks$&jas ainavas ka milziga tableau vivant (“dziva bilde” — Red.), kura sa-
stav no daudziem maziem mozaikas gabaliniem, kas, tikko paradijusies,
jau gaist un paliek vienigi mdsu atmina vai atminas kartes...

E.D.: Latvija 1998. gada notika lidzigs projekts — akcija’, kuras laika
brauciens ar vilcienu tika dokumentéts, un tagad cilvéks, kas nav bijis
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der to manifest the feeling of tension caused by excess as well as to
question the idea of linearity with a continuous flow of words, which
grows to exhaustion and speaks about internal cramps and the ex-
ternal control of an elusive power. Julia Gerdcs and Corina Zind will
in reality control the tickets of the second-class carriages. These two
aspects of control are officially representing the state, the law and
formality, on the one hand, and a kind of alter ego, internal voice,
monologue or never-ending discourse of internal suffering, on the
other hand, while creating a contrast with the impeccable uniform
of an official and the role. In the first-class carriage we will follow the
thoughts of Enrico Filippini, a translator and journalist who worked
for the daily La Repubblica in Rome. During his Ultimate Journey
(Lultimo viaggio), before dying he entrusts to his daughter Concita
that he has actually known very little in his life. In his piece Aware-
ness of Pain (La cognizione del dolore) Carlo Emilio Gadda will turn
against the narcissism and selfishness incarnated by the most dread-
ful pronoun — |. The protagonist lives in an isolated villa-prison to-
gether with his mother, and they have an ambiguous relationship of
love and hate. Gadda is on the search for some other place and tries
to overcome the appearance. The other first-class carriage will be
occupied by Emilio Fantin and his nomad group'’s work Ateneo dy-
namico (Dynamic College), which, as we read in the description,
“takes into account themes, analysis and visions in order to chal-
lenge paradigms and consolidated convictions”. And two dancers
from the troupe Arnaboldi will, on the contrary, show all the ways of
sitting down and how the seat can suddenly change its function and
significance depending on the contact with our body.

During the linear route of the train, the internal discourse and
movement of performers in the corridors of the carriages will be at
times interrupted by short events outside of the train, like in the sta-
tions, in the middle of a meadow, in front of a church and elsewhere.
With the help of theatre pedagogy students at ZHdK, the performances
of Alpine horns, secular theatre troupes, martial arts practitioners,
choirs and folklore groups will be seen when the train brakes or stops.
In this way, another meeting of two distant but connected worlds is
created: contemporary art through the performance acts on the train
comes closer to the antique expression of popular culture, to folklore
songs, dance and theatre of the rural villages. Maybe the magical and
surprising aspect of the performance train can be found in the internal
discourse, existential doubts, fundamental insecurity and existential
journeys, in movement when slowly passing by old values, consolidat-
ed by traditions that seem to persist because they have resisted univer-
sal doubts, scepticism, various crises, fears and, after all, death. Mobili-
ty versus immobility, volatility versus attachment, immateriality versus
matter, internal versus external. In the best case, the train highlights and
helps to perceive and become aware of differences and shades with-
out any interpretative assumptions. The windows of the TILO train
paint the internal landscapes of the participants like a huge tableau vi-
vant, consisting of many small pieces of a mosaic, vanishing as soon as
they appear and remaining only in our memories or memory cards....
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pasakuma dalibnieks var “baroties” ar subjektivi dokumentétam
drumstalam jeb fragmentiem. No vienas puses, Z€él, ka nav plasakas
dokumentacijas, no otras — varbut vajadzétu rikoties gluzi ka mak-
sliniekam Tino Zégalam, kur$ apzinati izvairas no performanc¢u doku-
mentésanas (vin$ pat neko nepieraksta performancu laika, nesastada
ligumus, kad tas pardod), ta palielinddams to nozimigumu, svarigumu
un vértibu, radot unikalu un neaizmirstamu pieredzi tas dalibniekiem?

B.F.: Domaju, ka Tino Z&gala darbiba un radikala nostaja liecina par
spéciga téla veidoSanu. Ta uzturésanai faktiski nepiecieSams stiprs
marketings, lai performances izskatitos reti notiekoSas un no dalib-
nieku viedokla — gana iekarojams mérkis. TaCu bez Sis milzigas ko-
munikacijas ar sabiedribu un savveida mita radisanas tavs pasakums,
ja tu to nedokumentési, izgaisis no pasaules, tiklidz bus beidzies. Pro-
tams, jebkurs radikals solis ir ka pokera spéle — tu vari pievérst sev
milzigu uzmanibu vai ari pazust un klut neredzams lidz bridim, kad
kads makslas vésturnieks nonak uz tavam pedam, bet, ja nebusi at-
stajis nekadus materialus, tad vieniga iespéja, ka par tevi kads varétu
uzzinat, ir aculiecinieka lieciba... Fotografijas paradokss ir attiecinams
uz jebkuru dokumentéSanu. Fotografija redzamais ir konkrétaja
mirkli vairs neeksistgjoss. Ta ir neesamibas klatbdtne. Savukart per-
soniga atmina gluzi ka fotografétie vai uzfilmétie dokumenti tikai uz-
rada kadu aspektu, detalu vai pagajusa notikuma dalu. Sada kontek-
sta, nemot véra, ka “objektiva” dokumentacija nepastav un ka jebku-
ras atstatas pédas ir tikai kada konkréta redzes lenka vai viedokla
mesta éna — tas nozime, ka katrs rada savu, unikalu piedzivota inter-
pretaciju, — uzskatu, ka piedzivot tagadni ir viennozimigi butiski.

No italu valodas tulkojusi Zane Oborenko

1 ArTransit, kas notiek no 2014. gada septembra lidz 2015. gada aprilim, ir viens no Milanas
EXPO 2015 ievadpasakumiem. Paréjie kuratori: Domeniko Lukini (Domenico Lucchini),
Gvido Manjagvanjo (Guido Magnaguagno), Heinrihs Libers (Heinrich Liiber), Liliana Heim-
berga (Liliana Heimberg), Simone Frandzi (Simone Frangi).

2 Fassler, Barbara. August Sander: Fotografia, Archivio e conoscenza. Milano: Postmedia-
books, 2014; Fassler, Barbara. Fotografie, Archiv und Erkenntnis im Werk von August Sander.
Bern: Edition Atelier, 2014.

3 Makslas agitvilciena "Ventspils. Tranzits. Terminals” (idejas autors un kurators Kristaps
Gelzis) mérkis bija vest makslinieku idejas Ventspils pilsétvides uzlabosanai, kas notika visai
burtiski — reisa pasazieri lielakoties bija makslinieki, turklat pédéja vagona tika iekartota iz-
stade, kas bija janogada galamérki ar jau gataviem darbu piedavajumiem pilsétvidei.
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E.D.: A similar project-action® was carried out in Latvia in 1998, dur-
ing which a train journey was documented, and nowadays people
who did not witness this event can “feed” themselves with subjec-
tively documented crumbs or fragments. On the one hand, it seems
too bad that documentation was not more extensive, but, on the
other hand, maybe we should follow the approach of the artist Tino
Sehgal? He consciously avoids documenting his performances (he
does not take notes during performances and does not even draft
contracts when he sells them), thus increasing the significance and
value of his performances and creating a unique and unforgettable
experience for their participants.

B.F.: | suppose Tino Sehgal's choice and radical attitude presumes
the construction of a strong image, which in fact needs a well-done
marketing operation that makes his performances appear as a rarity
and desirable to participate in. Without this huge communications
work and construction of a sort of myth, your event will disappear
from the earth as soon as it has vanished, if you don’t document it.
Of course, any radical choice is like playing poker. You can gain huge
attention or you can disappear, or you may be invisible until some
historian finds your traces, but if you don't leave any materials, the
only possibility could then be to talk to a direct witness.... Any docu-
mentation participates in the paradox of photography. It shows
something that doesn't exist anymore; it's a presence of an absence.
But personal memory, as much as a photographic or filmed docu-
ment, just shows an aspect, a detail or a vanished part of the event. |
think itis important in this context to have presented very clearly that
an “objective” documentation doesn't exist and that any trace is just
a shadow from a particular point of view, which means a unique in-
terpretation.

Translator into English: Laura Zandersone

1 Arlransitis one of the opening events of Milan EXPO 2015, which takes place from
September 2014 to April 2015. Other curators: Domenico Lucchini, Guido Magnaguagno,
Heinrich Liber, Liliana Heimberg, Simone Frangi.

2 Barbara Fassler, August Sander, Fotografia, Archivio e conoscenza, Postmediabooks,
Milano 2014 / Barbara Fassler, Fotografie, Archiv und Erkenntnis im Werk von August Sander,
Edition Atelier, Bern, 2014.

3 The goal of the Agitprop art train “Ventspils. Tranzits. Terminals” (author and curator
Kristaps Gelzis) was to bring artists' ideas for the improvement of the city environment to
Ventspils, and the last carriage was used for an exhibition of already finalised offers for
solutions that had to be delivered to its destination.
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