4

e
- T — 4
- r i |}
— - ‘. | |
N
v - ] -_—
. \ @5 3 o8 "
’ - - ]

WOl 804 | =l

N cgagmnuw@_-:i- — : s ————
IR BECKETT LA SCIENZANEM-HSSa IENT OURSE_ — = = , =
L LOUD FLASH, WHITERTTT wuo CIRRGR = N - =

meer N CKRTEDISAPER . R
" YHE ART-DF OFFERING THE-RUF [ i
= POFTICHENOIVID, a——— e
T A N AR (T - e m— — — ...”"—_

COMMENT! SULDISEGNT DI HERN R g — —
LT THBAESHPHTURD DRl ey ' p— - ——
-ALLIES AND MORRISUN"PRO == B J— g ‘
—SALUSANGHE. aunnmummnM e —

- —— 5—-—:__- oy
e ]| |
b LUCIO POZH-WASASHLECHIGD / PASCALE NE TAYOU ,

ity

: KATERINA SEDA ILYA & EMILIA KABAXOV / TANI :
-""—‘-"- P —— — ———




VLATKA HORVAT. RIORGANIZZARE E RE-IMMAGINARE LO SPAZIO
REORGANISING AND RE-IMAGINING SPACE

Intervista a cura di / In Lorenzo Bruni
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contained places like empty rooms, | try to infuse spaces with po-
ehic gestures and images. My work strives to both re-imagine and
{ransform spaces and at the same time to highlight their “real”
characteristics, their present uses, their histories, their problems.
LB: Your works are thus devices to enable seeing and perceiving
hal place in a different way, but also lo accommodale the human
figure? Do you aim at escaping from everyday life?

VH: The situations | create through my interventions, always
somewhere between the paradoxical and surreal, may draw from
particular aspects of everyday life, but try to reveal them in a new
light. | often start with the familiar or visible characteristics of a
plaoz and try to propase a new way of seeing or imagining it. Fun-
damentally | am also exploring the relationship between the human
figuee and the physical container or landscape that hoids it. In the
case of 2 room, I'm thinking of the physical container of the archi-
Tectural box, but in broader terms about the quite differently con-
siructed containers of social rules and of our own bodies. An
‘example of this for me is my photographic triptych Obstructed,
2007 - in which we see arms and legs poking out from behind 2
pilar in the centre of a room. The pillar cbscures the rest of the
human figure, suggesting a cut in the space, into which the body
has been sucked, pulled into 2 space we cannot access. In the per-
formance Unhinged, first presented in KunstenFestivaldesArts in
‘Brussels, 2010, | moved around in a parlour room of a grand 18*
‘oenury mension for a period of six hours, holding a door in my
hands the whole time, For me this work was dealing with both the
human figure becoming architecture and archilecture or environ-
‘menttaking on human qualities. For my collage series Anafomies,
2008, | cut out many identical sets of arms and legs from an image
1 hed taken, and recomposed these limbs s if they were interact-
i with their own mirror image. In one way, the resulting compo-
‘silions invoke a sirange bestiary — hybrid creatures with many
s, Althe same time, these collages explor thelimits of space
and perception, the limits of our bodies, in order to establish a

personally moved a group of chairs, arranging them in many dif-
 forent geometrical configurations. Is it the same work in different
plces or i it a new work each fime?

VH: Yes, the action is similar, arranging a set of chairs for poten-
Tl dialogues among a potential public, but the resonances and

the feel that emerges in each incarnation of the piece are different,
since the piece tends to activate symbols and memories of each
place where it's enacted. In Berlin, this performance was staged in
apond in front of the Haus der Kulturen der Well, a *50s institu-
tion with an idealistic mission: to be a place where “different cul-
tures” would come together. So in this context, the piece gestures
to the idea of political or cross-cultural dialogue, but also noles
the failure of such institutional agendas. For eight hours I'm ar-
ranging and rearranging chairs in many different spatial and so-
cial configurations. The sense is that I'm organising space for a
series of potential encounters, debates, or meetings aithough none
of these imagined events ever happen, The second time | per-
formed the same piece at PACT Zollverein in Essen, it was ata
former coal mine, a production plant for the war industry in WW2.
Here the historical context really accentuated ideas of production,
mechanization, and labour in the piece. In LA where | performed
the piece most recently in the Los Angeles river, there was a strong
tension produced between the energy and the flow of the river,
and the structure and order enacted by my chair arrangements.
The status of waterways and of public space are very contentious
topics in LA, Situating the performance in the river, under a heav-
ily trafficked overpass, claimed the river somehow, making it a
fre2 space, a public site, in face of so many plans and projects for
its commercialization and development. So again, the work catal-
yses a different layer of complexity from a new context.

LB: Wha! does urban space mean for you? What do you mean by
public space? Can we define your actions as political actions, or
do they reflect on the artistic act in itself?

VH: In thinking about urban space I'm influenced by the writing
of Michel de Certeau — his book The Practice of Everyday Lifeis
something | frequently turn to. For de Certeau, the ways individ-
uals use things are directly linked to strategies for resistance and
survival within various structures of order.

For me, the piece with the chairs really focuses on the possibility
of change and transformation. It proposes the social space and the
world of relations as something that can be altered or reconfig-
ured. Of course, the image of a lone person trying lo “reorganize
the world™ highlights a particular struggle of an individual in those
larger processes. .. There's both a sense of possibility and a sense
of failure in the work, and they produce an unresolved lension.
I'm often thinking of Beckett in retation to my work. His lines, 1
can goon | can go on | will go on” and “Fail again. Fail better”

resonate strongly with me, as they speak of human persistence
and perseverance, in spite of continually running up against very
concrete limitations.

Questions like “how does the body fit here”, “what can happen
here”, or “what is possible here” are not only practical questions
conceming physical space; they are also always existential ques-
tions, questions of social order and politics. Any activity that does
not follow the codes of social rules stages a threat 1o the status
quo, subverting the expectations of how we are supposed to live
and behave. For this reason, | would define my work as a politi-
cal or better an ethical act. .. a process that reflects on what an art-
work i today and on society that should understand and discuss
iL. Precisely for this reason, my works often deal with the idea of
“wrongness”, of “resistance”, of “discomfort”, exploring the dy-
namics, or an ambiguous exchange between the physical and the
mental dimension of how the individual relates to the world. My
neon text piece This is Not a Good Place, 2005, makes a derisive
declaration, without offering any explanation or any clues about
the identity of the author of the statement. The question of “who
is speaking?” is not dealt with. This work, which is usually dis-
played in a "bad” place of the exhibition space (for example ina
basement or under the stairs) can be read as a reference 1o that
specific spatial context, but also in a larger sense, "this place”
could indicate a broader context: this city, this country. ... None of
these specifics are revealed though, opening the reference to a
more abstract concept of place ~ the sign does not refer to a spe-
cific place, but to every place.

LB: Thinking of your analysis on the social body and the body of
the subject, how do you conceive the role of the artist? What do
you expect will happen during the action in Bologna within the
projectBologna Art First curaled by Julia Draganovic during Arte
Fiera?

VH: As | said, the performance with chairs generates ditferent
meanings each time, according to the specifics of the place where
itis presented. In Bologna Il present for the first time two differ-
ent aspects of this work. The video of the performance (the Berlin
version) will intervene in an important place of socialisation of
the city, playing more on symbolic and utopian aspects of city life.
Meanwhile, the performance will be a more concrete intervention
— a physical re-making of a place in the city.. Art should raise
questions I think.... bring wonder into things, push against the
status quo, imagine things as atherwise.
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