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FOREWORD

Franco Bernabé

President of La Biennale di Venezia

The 50th International Art Exhibition is a major event for La Biennale di Venezia, and not only on the grounds of its evocative power
as a significant milestone. The exhibition is the outcome of a project enthusiastically embraced by the director, the curators of the
individual sections, and all the Biennale collaborators, who have worked so hard towards ensuring the event is a success. The
Board of Directors contributed by giving encouragement in all the main stages of the process. My personal contribution was to
choose Francesco Bonami as director. This choice requires some explanation.

My relations with the contemporary art world had been those of a keen, fascinated visitor to exhibitions and galleries. But | had
very little first-hand knowledge of the people and the inner workings of the inter-relations between artists, critics and the public;
and yet | had to appoint a director of the visual arts sections right at the beginning of my term in office as president of La Biennale
di Venezia. | decided, therefore, to pursue a method | had tried out on previous occasions in my work. This method meant making
the most of the experience of those who know the art world inside out: review editors, curators of large exhibitions, critics,
museum directors: in short, leading representatives from international art culture. | prepared a list of questions and asked to meet
some of these experts. The initial response was usually of curiosity and amazement. But after some hesitation, they showed a
great willingness to co-operate. On the basis of these talks, | filled dozens of small black notebooks with judgements, testimonies,
and confessions that became more sincere and direct as the wealth of information | had gradually gathered enabled me to ask
deeper and straighter questions. | discovered that, starting from a point of view completely outside the art world, was actually an
advantage. because no one was concerned about concealing what they really thought. If this 50th International Art Exhibition is a
success, then it will also be due to those people who showed such patience in meeting me and answering my questions.

| decided to take some risks in my search. | didn't want an established representative of the curatorial profession. | was looking for
a young person who had won recognition internationally - someone with whom | could dialogue and compare views. There was a
fairly noisy lobby pressing for the appointment of Robert Hughes, the Australian art critic who works in New York and is the author
of some very successful books. But he was diametrically opposed to my ideal profile. However, | was fascinated by such an
interesting figure and decided to meet him. At the end of our conversation he asked me: “Do you know why I'm working on Goya?
Because no matter what | write about him, it will have no impact on the price of his works". This was certainly a very radical,
direct way of framing the problem of the conflict of interests in the art world, and highlighted the restraints on a curator in such an
important event as the Venice exhibition. The extreme logical consequence of Hughes's solution, however, would be to deny the
curator any standing as an independent professional figure. | didn't agree with this idea. The growing importance of art and art
events, also demonstrated by the great rise in visitors to exhibitions, especially in the 1990s, called for greater specialisation in
terms of competence and skills.

From the outset of my dialogue with Francesco Bonami, on the other hand, these were key issues. To my doubts about the
composite figure of curator, critic, and consultant for the big collectors, Francesco Bonami added his own personal rejection of the
all-pervasive role that some curators of large contemporary art exhibitions had assumed in recent years. In certain cases this kind
of approach had even tended to influence the artistic output. Examining the evolution of curators’ approaches to duties and
choices over a fairly long-term period reveals a shift in the role: from talent scout and organiser of exhibitions through founder of
schools and movements to, latterly, an activity verging on that of the artist. Hence the idea of putting the director of the 50th
International Art Exhibition back at the service of the artists and the public by inviting - through Francesco Bonami - a highly
varied range of collaborators from different countries with different opinions. What they had in common, however, was the same
Kind of age and authority that | had been looking for in appointing the new director. This seemed the best way to respond to the
problems that we had raised. It was also a mean to provide a practical survey of the varied complex trends and movements at a
time of deep transformations in the world and also great changes in the traditional geography of art.

The 50th International Art Exhibition couldn’t simply set out to be an authoritative international anthology of artists and trends. It
had also to grasp and convey the spirit of the times by producing a powerful message. If art, in an age of growing “technical
reproducibility”, had become a mass phenomenon capable of influencing important sectors of social and economic life and
promoting a new awareness in international exchanges between politics and culture, of imposing life-styles and models of
consumption, then the changed role of the viewer-visitor had to be taken into account. The typical visitor is no longer a specialist
taking part in an event with the interpretative keys already in hand, able to organise the visit for specific aims, but a person
attracted for a whole set of reasons - whose categorisation is not easy and, arguably, pointless - requiring assistance in getting
the most out of the experience. Ultimately, La Biennale di Venezia's mission is not only to represent the highest-standard most
innovative forms of the contemporaneousness. It must also involve a wider public in contemporary art, stimulating their interest
and paving the way for an exchange of ideas. This led us to the notion of the “dictatorship of the viewer".

What this means is establishing a dialogue between the art work and the viewer/interpreter. And, as in every dialogue between
those who speak and those who listen, a mutual exchange is established, made up of interweavings and unravellings, until



eventually a shared language emerges, capturing the meaning of thought in an enlarged world of reasons and feelings of various
origins. Here we can enlist Gadamer’s enlightening words on the “communication” between the work of art and its viewers:
-Communication does not mean grasping, conceiving, dominating and being able to predispose. Rather, it signifies the common
participation in the world of mutual comprehension. Obviously what we call 2 work cannot be separated from this process of
participation, whereby the work begins to speak to its own age and to posterity. And as long as we all belong together to the world
of mutual comprehension and communication, in which some object and person still have something to say to us, then, it is even
more the case that objects with something to say not only now but always will belong to that world™.

It will be up to the exhibition visitors to decide if this idea of the “dictatorship of the viewer”, construed in terms of the mutual
understanding between art and the public, has been effectively interpreted. As far as La Biennale di Venezia is concerned, the
concept has been elaborated to include everything that might help the visitor to have a positive, stimulating experience. Hence the
work carried out in many exhibition locations to make the individual shows more accessible and user-friendly, the provision of
services to ensure the visit is enjoyable, and the renewal of the web site to supply - before and after the exhibition visit - all the
information and documentation required to enhance the experience. The “dictatorship of the viewer” is not meant to be a slogan
but a commitment. And on the basis of this commitment, La Biennale di Venezia may be judged in terms of its capacity to convey

an endunng message of culture.
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610 S0TH INTERNATIONAL ART EXHIBITION

“A syncretic artefact is not a synthesis, but a signifiant
made of differences”
(Antonio Benitez Rojo)

Francesco Bonami, director of the 50th
Venice Biennale wants to highlight the
unity of the exhibition space (as islands of
an archipelago), each with its own identity
and autonomy.
The diversity of Latin American culture,
and therefore the forms of expression and
seeing, is a reality, but so are our common
features. Faced with this interesting
coincidence of premisses, our intention is to
show part of the diversity and richness of
this “archipelago of tough lands”, as
Ezequiel Martinez Estrada aptly described
our continent'.
We do not want to make an exhibition of
Latin American art, but to present the work
of some artists who, more than being “of”,
work “from” Latin America®, this “capricious
extension of land populated by images™.
These artists, with their strong personalities
and own perspectives, develop their own
poetics, from aesthetic formal displays to
the traces of memory and concerns of a
social, cultural and political nature. The
work of these artists — who question
themselves on their own roots and identity,
who speak to us of utopias and dreams, of
defects and virtues — allows us to appreciate
numerous common yearnings, beyond the
surprising diversity of languages ranging
from photography to painting and from
installation to video.
Muriel Hasbun and Eugenia Vargas Pereira
plunge into their history.
Working mainly with photography, the
Salvadorean Muriel H. Hasbun searches for
explanations on life and its questions in her
Jewish, Palestinian, Polish and French roots
(she has lived for some years in the USA).
Starting from her mother’s and her aunt’s
memories of antisemitic persecution during
the War, her work highlights or suggests the
contexts and cultural formations resulting
fmm‘ A"“." processes of syncretism,
hybindlsallon’ and appropriation typical of
Latin Amenca. Here we allude to the
s?/nc‘re!lsm bet\_ve:en European and Judeo-
Christian traditions and the different
‘Pd‘geqnus and African traditions, without
forgetting the contribution of the Asian
peoples.
f;lgecl;lac:ﬁ;gcasfer:ira, who ensures that
s S[:mw Qfen;n the Eody 1s transformed
to her native Cheiﬂlf:’ry e Lo CUnsl.anEIy
| n, the land of Violeta
and Nicanor Parra and the o
pianist Claudio Arrau, He
h_cr back to her childhoo
birthplace in the

utstanding
T memories take
d in her villa

Andean foothills, 10 her

experience of rural culture, to living with
and a love of horses, to dreams t_hat
translate her own history through a series 011{
photos and a video of a toy horse and a do
who tenderly woo each other.
Brooke Alfaro analyses and exposes the
inhabitants of his city with caustic humour
and jest, and, touching the ﬁb{'es of the
socio-political history of the nation, offers
us an unknown Panama, full of truths
normally kept hidden. Filmed in the old part
of the city, in a dilapidated house, mhabne‘d
by people who populate it as actors, this
work primarily discusses the distance
between high and low culture, presenting us
with a Panama that “pulsates™ before our
eyes, with a magnificent “aria” as musical
background for our ears.
In an interesting counterpoint, Gilda
Mantilla’s installation, with its postcards of
Lima, allows us to discover an unknown
city. The images comprising her installation
were taken without any technical
pretensions. Without intending to be naive,
they reveal a Lima that is “distant but
interesting, insolent but dignified”.
Tomas Ochoa creates an installation
starting from a concrete situation and
specific psychogeography (the physical and
cultural remains left by a North American
multinational, the South American Develop-
ment Company, with its factory in
Portovelo, Equador, between 1860 and
1946). By unfurling visual elements connected
by communicative relations that form a
unitary whole — photography, objects and
video — he traces a story of progress and
abandonment through the industrial history
of many places in Latin America.
The complexity and contrasts of the human
and geographic environment are the
inspiration for Rossella Matamoros’ work, a
reflection on the different realities we
occupy in the twenty-first century. Her
1nsta|!al|0n is intended to show the
cxperience of destructuring that means
relating to different cultures, peoples and
ways of thinking.
Marisel Jiménez, who allows himself to be
ol e oo ARdioape
they arouse ‘m(:UHlalns and by the myths
relatio ff' Wfa. es for this _exhlbmon a
: on ol fantastic and dramatic “dogs that
speak”,
o i s o s e
Rodriguez dcl‘ Plcmna Sucscum, Joaquin
St -lh: ‘i:so and Ferna‘n(!() Bryce
fashions inﬂuT:SeveS don. feminism and
false, ar;iﬁce and $ and responses, true and
colonialism* (h" lmagc_. a.nd ﬂnlrop_ufugm
of North Am’ch appropriation and rejection
artists  are 'C.an-Eumpcan n}OdCIS'Thcsc
°eYnnnaent o prany | 24 a2

signification™ of the repertoires jm

posed
the more developed centres on K

. . outlying
areas. It is a transgressive, often uncongcigys
strategy from positions of dependence lﬁ

addition to confiscating the clements
considered suitable in order (o use them ina
different context and thus satisfy differen;
interests, the appropriation functions by
calling the canons and authority of central
paradigms into question*,

Victoria Suescum’s painting translates (he
female view on the position of Latins in the
USA, the hispanisation of English, the pew
idioms and appearances in the immigration
areas. Her sources are the posters of the
Chicanos, popular art, urban folklore, the
colours and wit of signs and notices in
numerous, small Latin American towns.
As Monica Kupfer affirms, we see that with
a semantic and visual play between popular
art and the history of art, “the artist
explores the vernacular culture reflected in
advertisements and household posters, like
the concepts of female beauty and male
chauvinism that are part of the daily life of
thousands of people whose lives unfold far
from the centres of power™.

With his installation of artificial flowers,
which stay intact and natural, which dic,
Joaquin Rodriguez del Paso remembers the
“Paradise™ the congquistadores sought (and
didn’t find) and the utopias (which in the
double meaning of the Greek root means
“good place™, and “non-place”) they didn’t
create. Paradise is the perfect place; utoptas
have common features: they offer the
detailed image of a complete societh
enclosed in itself (which explains e
geographical preference for 1sland§ of
planets and their projection into dlslaD:
future) and with a critical attitude 10 curren!
society. This explains why, cpm‘fllf:;s
them, many looked to the olher.ﬂdg‘ 0 -
Atlantic. “Paradise and Utopi
intertwined in the same weft of drv:a;ﬂil
longing, the regretted past and :‘ a
future come into contact lhanm-algi.
Discovery. From that moment the T
for perfection is translormei n
urgency to build it here and now I be
Ferdinando Bryce (in what €o%C. 'y
interesting parallel with the Bm:raph" of
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unconscious disturbed by Creole-oligarchic
power before a geography that is greater
{han it and extrancous to it, but must make
tits own'. 0% 2 e s
By way of the boat, which in relah!y is a
cultural vector that converges in his life and
work, Marco Lora Read introduces us to the
magnificent insularity of his land, working
always with objects that give shape to
memory, as individual as it is cultural. With
Antonio Benitez Rojo", Lora Read seems to
claim that “...the sea peoples incessantly
recur, differentiating between themselves,
ravelling together to infinity. Certain
dynamics of his culture also recur and
navigate through the seas of time without
armving anywhere. If they could be listed in
wo words, these would be: actuation and
thythm™.
Using dissected animals and artificial
flowers, Maria Fernanda Cardoso takes the
orzanic form towards geometric abstraction,
constructing primary structures filled with a
semantically charged material. Her poetic
imsallation of white starfish interwoven
with metal wires awakens in us sensations
relating 1o the sea, to blue, and to the
profound fascination lost in the depths
inhabited by brightly coloured animals and
plants. The “interwoven™ stars seem 1o
fluctuate in space, as if they were fragments
of "water", creating an undersea atmosphere
where the observer is surrounded by organic
Structures. Placed in this way, they can
make us perceive the sensation of ‘physical
exaliation, similar 1o a lucid intoxication’
which produces “the clarity, transparency
ind coolness of water in the early hours of
the moming™". Maria Fernanda Cardoso’s
‘L”\::;J:::srl‘is like a homage to “her”
Pt n Lal ln. the Adriatic which at ‘lhIS
which I 2 ;,L zps us, and to the Pacnl'!c.
the tﬂmi{:'- mfh her country and Australia,
Charle \I:.'I-“ where she currcm]‘y In'es.»
sating -I_r(:l.n.\o.h;r] makes video mst‘allanqns
inmege if\l:)lr?tr ormance events. (.housmg
Sling. Granddf-cd' places I'qr ﬁlmmg, the
Plain i 1 €3, in the province of Jujuy, a
WA rpestin f’f'mdlncc of Santa Cruz - h_mh
be reateg ; rcd?h the lccbe_rgs of Antarctica,
10 the Po;sibil'al , ymn to life, 1o gndura_nce.
Yavel 1y m’“; ) of .L'nnsllamly triumphing.
108 place (mcu r.(,,],s an impossible Journey
oumey o whp-th‘” rcachcs.‘.. A visionary
Dpear, e tch, when lhln‘gs !)cgm to
i €Y immediately vanish into thin
e MUt of imtensity. a poetic mise en
“ene £ =
}hm arists 1gke
Jourmey throy
Crica, py,
¥1th by h‘p o
W desery

us on a magnificent
eh the magic spirit of Latin
: king the limits of the real”
. a;loudsf starfish and performances

on icebergs,

Like Gerardo Mosquera we could ask
whether this representation sums up the
Latin American ‘corpus’. Naturally, it does
not. It simply allows us 1o cultivate
additional desires. frmq Arestizabal

" E. Martinez Estrada, Radiografia de la Pampa, critical
edition, L. Follman coord., Allca XX, Madrid, 1996,

" On this subject, see G. Mosquera, No es solo lo que ves

pervirtiendo el minimalismo, Centro de Arte Contempo-
rinco Reina Sofia, Madrid, 2000,

' E. Martinez Estrada, Radiografia de la Pampa, cit.

* We want to ber the anth; t

created by Oswald de Andrade, inspired by Abapuru
(Tarsilia do Amaral), which spoke of Latin America's
ability 1o swallow the examples and to give a new answer
to the questions.

' N. Richard, Latino America v la postmodernidad: la
crisis de los originales y la revancha de la copia, in La
estratificacion de los mdrgenes, Santiago de Chile, 1989,
* G. Mosquera, No es solo lo que ves..., cit.

"HILA catalogue, 50. Biennale di Venezia, 2003
' “Here is the Hearthly Paradise, where nobody can arrive,
except for God's will™ (Letter by Christopher Columbus to
the Catholic Kings).

* G. Scheines, Las metdforas delfracaso, Ed. Suda-
mericana, Buenos Aires, 1993,

" G. Buntix, Cutting edge-Cunning edge- Recortes del
arte peruano emergente en los afios noventa, in Politicas
de la diferencia, Costantini Museum, Buenos Aires, 2002
" La isla que se repite, Editorial Casiopea, Coleccion
Ceiba, Barcellona, 1998.

Extract from A. Carpenvier, El Siglo de las Luces,

Ayacucho Library, Caracas, 1979.

" And here we want to paraphrase Gabriel Garcia
Marquez, saying that nothing is more Latin American than
the sinking of a ship carrying a circus off the coast of
Patagonia. Something that allows elephants, monkeys and
tigers 1o be put swimming among the penguins and sca
lions...

“G. Mosquera, No es solo lo que ves..., cit
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