,VYrem ca lumea sa continue altfel*
Interviu cu Maja Bajevi¢ realizat de Diane Amiel

MAJA BAJEVIC s-a ndscut in 1967 la Sarajevo, in fosta lugoslavie, si a primit cetitenia francezi n 2003, Tri-
jeste si lucreazd la Pans. Printre expozitile recente se afld: Karaoke, Velan Center for Conternporary Art,
Torino, Halia (201 1), Continuaré, Museo Nacional Centro de Arte Reina Sofia, Palacio de Cristal, Madrid,
Spania (201 1), Potria o iberiad! The Rhetorics of Patrictism, expozitie de grup, Cobra Museum of Modem
Art, Amsterdarm Region, Olanda (201 1), Impert Export, Kunsthaus Glarus, Elvetia (2010).

Diane Amiel =1 Ne poti vorbi despre lucrdrile tale recente si, mai ales, despre
expozitia ta Continuara [V urma], care a fost vernisatd recent la Madrid, la Museo
Nacional Reina Sofia, Palacio de Cristal (un proiect realizat special pentru aceastd
ocazie)?

Maja Bajevi¢ == Acest proiect, unul destul de amplu, a fost realizat ca raspuns
la invitatia directorului muzeului, Manolo Borja Villel. Chiar daci a fost o invitatie ono-
rantd, spatiul palatului este, cred, un iad pentru artisti. Nu existd, practic, pereti. Asadar,
un spatiu foarte dificl de abordat, dar care, in acelasi timp, ne obligd sa fim mai crea-
tivi decit Tntr-un cub alb. E situat Tntr-un parc, ceea ce creeaza situatii care imi plac

DIANE AMIEL, dupi un doctorat Tn estetica si stiinta artei la Sorbona, lucreaza pentru piata de artd 5 asociatii
culturale. Este preocupata de importanta legdturilor dintre arté <i politics, reflecting asupra modului in care scni-
turile videografice, fotografice si conceptuale sint semne ale realitdii istorice conternporane.
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By Diana Amiel

Le Voyage, 2006, video work. 757", courtesy: the artist and galerie Michel Rein

"WE WANT TO CONTINUE THE WORLD IN A DIFFERENT WAY"
An Interview with Maja Bajevi¢ by Diane Amiel

MAJA BAJEVIC was born in 1967 in Sarajevo, ex-Yougoslavia, became
French in November 2003. She lives and works in Paris. Recent exhibitions
include: Karaoke, Velan Center for Contemporary Art, Turin, Italy (2017),
Continuara, Museo Nacional Centro de Arte Reina Sofia, Palacio de Cristal,
Madrid, Spain (2011), Patria o libertad! The Rhetorics of Patriotism, group
show, Cobra Museum of Modern Art, Amsterdam Region, the Netherlands
(2011), Import Export, Kunsthaus Glarus, Switzerland (2010).

Diane Amiel =2 Can you tell us about your recent works and mainly
about your exhibition, Continuara (To be continued), which has
recently taken place in Madrid, at the Museo Nacional Reina Sofia.
Palacio cle Cristal (a project which has been realized specifically for
this occasion)?

Maja Bajevi¢ = This project, a pretty big one, was realized as a
response to the invitation of the museum director’s, Manclo Borja
Villel. Even if it was an henoring invitation, the space of the palace
is, [ think, hell for artists.

DIANE AMIEL, after a Ph.D. in aesthetics and science of art at the
Sorbonne, works for the art market and cultural associations. She is inter-
ested in the importance of links between art and politics, thinking about
how videographic, photographic and conceptual writing are the signs

of contemporary historical reality.



fmuk, aducind un public mixt: pe de o parte, cei care vin acolo doar pentru o plimba-
re. in niciun caz connaisseurs din domeniul artei, si, pe de altd parte, publicul mu-
zeulul, Imi plac teribil aceste situatil, in care am mai lucrat inainte.

M-am [set purtaid, inspirata de acest spatiu, care avea aerul unel frumoase din padurea
adormita. Sttuatia politica din Madrid a fost destul de incarcata fn ultimul secol, ca si
in epedile anterioare, iar acest spatiu s-a aflat parcd intr-o stare latenta pe tot par-
aurstl acestor evenimente, De asemenea, mi-am spus cd ar fi bine s ne imagindm
ga prntul, care o trezeste pe frumoasa adormitd, vine din rindurile camenilor. Am
simijit ¢ trebuie s3 fac o expozitie care si frezeascd acest spatiu adormit.

Expozitia 2 cuprins cincl elemente. Cel mai vizibil lucru din acest spatiu a fost un
lel de piedestal pentru un monument inexistent, Tnconjurat de schele. La Tnceput,
nu era clar dacd acest monument e pe cale sa fie construit sau deconstruit, Mi-am
ols urmdtoarea intrebare: Un monument este, n mod normal, construt in ideea
de aramine gravat in eternitate. Dar oare chiar asa se infimpla cu monumentele? Nu
dnt ele doar ceva trecitor Intr-un timp anume, nu se schimbd ele necontenit odata
a acest timp? Din acest motiv, piedestalul instalatiei nu a avut niciun monument
deasupra 51 a si fost construit avind anumite dimensiuni: daca ar fi existat un monu-
ment pe piedestal, acesta ar fi strapuns plaforul din sticld al palatului; prin urmare,

ibilitatea insasi a monumentului a fost exclusa.

E]o;cest monument au fost integrate cinci materiale video intitulate VWende, ceea
ce [in germana] inseamna ,schimbare, cotiturd” si are o legdturd directd cu caderea

Etui, 2003, video work, 20'50",
courtesy: the artist and galerie
Michel Rein

Zidului Berlinului. Pornind de la acest eveniment politic, am cdutat, pentru o peri-
cada pe care am limitat-o la 100 de ani, 1911-2011, si alte evenimente politice
care au determinat schimbari profunde si care s-au petrecut brusc. Potrivit aces-
teilogici, nu m-am oprit asupra celor doud rdzboale mondiale, care au avut o durata
mai lungd. Am preferat s3 aleg evenimente care au schimbat lumea rapid, de pe
o zi pe alta, cum s-ar putea spune.

In cadrul expozitiei, sase evenimente palitico-istorice au fost prolectate pe cindi
ecrane, si anume: Revolutia din Octombrie, Razboiul Civil spaniol si, legat de aces-
ta, patrunderea in Europa a totalitarismului, de dreapta si de stinga, apoi mai '8,
pribusirez Zidului Berlinului si, in cele din urmd, revolutiile recente din 201 1.
Toate acestea au fost prezentate intr-o manierd metaforicd, A existat si o serie
relevanti de trimiteri, care au Tnlesnit legatura cu fiecare dintre evenimente: in
cazul Revolutiei din Octombrie, montajul a fost ceea ce trimitea la opera lui Eisen-
stein, pentru mai '68 au fost pietrele de pava), dar fard sa fi fost prezentate in prim-
plan etc.
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There are basically no walls, Therefore a space which is very difficult
to deal with but at the same time one that pushes us to be mora cre-
ative than in a white cube. It is placed in a park, which leads to occa-
sions that I love, bringing in @ mixed public: on the ane hand people
who are only coming there for a walk, not at all art connaisseurs, and
on the other hand the museum’s public. I like a lot these situations,
in which I have already worked before.

I let myself carried by, inspired by this space, which had the air of a
sleeping beauty. The political situation in Madrid was quite charged
in the last century, as well as in the previous epochs, and it was like
this space had been dormant throughout these events. Also I told
myself it would be good to imagine that the prince, who awakens
the sleeping beauty, comes from the people. I felt like making an
exhibition that would awaken this sleeping space.

The exhibition consisted of five components. The most visible thing
in the space was a sort of pedestal for a non-existing monument, sur-
rounded by scaffolding. At first it wouldn't be clear if this monument
was about to be built or de-constructed. [ asked myself the following
question: a monument is normally built with the thought to be
inscribed in eternity. But is it really so with monuments? Aren’t they
just passengers in a time, don’t they change continuously with this
time? Far this reason the pedestal of the installation had na monu-
ment on it and was also built with certain dimensions: if there was a

Etui. Un peu de soleil dans 'ezu froide, 2005, silver color photograph on

Etui. En attendant Godot, 2005. silver color photograph on aluminum, Diasec.
100 % 110 cm, courtesy: the artist and galerie Michel Rein



Women at Work - Under Construction, 1999, five-day performance on the scaffolding of the
National Gallery of Bosnia and Herzegovina, video installation, 11°48", courtesy: the artist and
qgalerie Michel Rein
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Women at Work - Washing-up, 2001, five-day performance, video wark, 18'09",
e artist and galerie Michel Rein
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Exista posibilitatea de a te sui pe schele. Apoi puteal cobolf asa curm al urcat sau i monument on the padestal, it would have pierced through the glass
puteal da drumul pe panta din spate, care era a patra laturd a monumenlulun arin-  ceiling Olf Lhedpalate- tharefore the very possibility of the monument
was excluded.
dul el o metaford. Cel aflat sus nu rimine in mod necesar acolo. Tntfinim aidi, T €883 11 ths monument there were integrated five videos which title is
mmisurd, un aspect ludic, care ingdduie o abordare cu umor a acestor chesliuni, - Wende. signifying “change. twist” [in German] and which is i direct
lr=n context care altfel e complicat. Cu toate acestea, ideea mea intiald erac camenii  connection with the fall of the Wall in Berlin. Starting from this paliti
s 4 o g Ih . duri iod whi imited
pot participa. Oamenil deveneau astfel sculptura lipsa atundi dind urcau pe monu- dal g i inkge, dadngra ctoct whisk L savd it R
g ; _r ) ) I, : years, from 1911 to 2011, at other political occurrences which have

ment. 51 acest lucry a functionat foarte bine, chiar dincolo de asteplarile mele, avind  Jetermined profound changes and which have arrived suddenly.
in vedere ¢4, nca din prima zi, parint Tnsotiti de copil au ocupat spatiul, formindu-se  In this logic, I haven't selected the two world wars which hiad a longer
cozi pentru coborirea de pe monument. Asta fnseamind pertru mine un mare suc-  duration. [have preferred to chaose events which have changed the
ces, Ttrudht chiar daci camenii vin doar pentru a coborf panta din spate, ei vor reali iy 2Tk way, oumuone dag 1o arotiar e Gatic B2y

i U(? % El Rl ) upﬂem O_ o pal oAy p i 2l ~ Inthe exhibition, six political-historical events were projected on five
Zd I‘apld 3 aceasta paﬂta nu este thOSita Int-o maniera Ob|$nuﬁﬂ.. Mai mult aceasta screens, and these were: the October Ravolution, the Spanish civil

pariti le va permite s3 vada restul expozitiel 5i sa aibd o abordare voioasi a artel  war. and cannected to it, the arrival in Europe of totalitarianism,
right and left, then May '68. the falling of the Berlin Wall and finally,

contemporane.
P the recent revolutions of 2011, All these scenes were presented ina
r=1 Curm o fost perceputd aceastd instalatie de cdtre spanioll? In aceste vremuri dle metaphorical way, There wes also an important series of references

protestelor — miscarile Indignados au inceput in Spania — au ardtat spaniolii un interes  which allowed for the connection with each event to be made: for
aparte fatd de opera ta? the October Revolution the montage hinted to the work of Eisenstein,

= (Jnd mi-am inceput activitatea la Madrid, nu mi-am imaginat ci va exista o aserme- fsrfg::;r:fntc:’e;cwere paving stanes but which were not presented
1 ‘ .

nea mobilizare politic a poporului spanicl in acelasi timp. A fost o coincidenta incredi-  gne could climb an the scaffolding. Then one could either step down
sl el S AT Sy . 9 P
bili si magnificd. Dovada cea mal frumoasd a fost cd titlul expozifiel a ajuns direct  the same way or take the slide which was the fourth side of the monu-
pe Puerta del Sol, ca un slogan printre altele. Sint extrem de rrindra de acest lu- Mt Equa&f a mdf-‘t;phaf- Thialt O“Ei who is on mp;’l“o"'* “‘?Ee'ﬁ:ﬂ@
i 1 A 3 . stay there. i | / i e

cru. Acestea €int complimente care devin parie din viatd s sint magnifice. Mai mult, ay there. We find here equally a playful aspect, allawing for a humar

3 Y o X b ous approach towards these issues, in a context which otherwise is very
aceasta raspunde unuia dintre obiectivele operel mele, crearea unel legdturi Intre  difficult. However, my initial idea was that people could participate.
artd si viata. Lucrez cu subiecte care vin din viata, le integrez Tn opera mea, acum  People became thus the missing sculpture when they climbed the mon-

aceste elemente venind din expozitie au fost integrate din nou in viata reald, Este 4™ This has funictioned very well, even beyond my expectations as
from the very first day parents with children have occupied the space,

ceamal mare r‘ecompema de Cafre un artist poate avea parte. waiting queues were formed for descending the monument. This is for
r=1 Putemn gdsi in aceastd instalatie elemente recurente (cintul, scandarea, efemertd,  me a big success, for even if people only come to descend the slide,
o insernnatd prezentd feminind) si probleme (construirea de istosie si de identitate) pe  they wil quickly realize that this particular slide is not used in an ord-
care Je folosestl frecvent fn munca ta. De asemened., sloganurile politice pe care leexpui " S2F Moreaver, o dide wil alowthect R0 &b the rest e
J oy, X - o exhibition and have a joyful approach to contemporary art.

si de care te ocupi aicl md fac sd leg acest proiect de dltele doud realizate INainte — = How was this installation perceived by the Spanish? During this
Women at Work — Washing-up [Ferme o muncd — spdlatul], 2001, si Avanti popo-  time of protests ~ the Indignados movements, which have started
lo, 2002. Exstd, intr-adevdr, o legdturd? in Spain — did they show a p};ar tl’i‘;ﬂzr‘ i'nrerestl in Jr/c:r' v:::rk?

" = a . : = When I started ork in Madrid I couldn't think there was
=3 Dupa Women ar Work, care dateazd din 2001, am fncercat si extind proble- Bie N - ot .

v 4 going to be such a political mabilisation of the Spanish people at

mele, Pentru Women at Work am falosit sloganuri ale Iui Tito, care erau legate de the same time. It was an incredible and magnificent coincidence.
ictoria lugoslaviei. De data aceasta, am lucrat cu sloganur politice si economice din -~ The mast beautiful proof was that the title of the exhibition was

191 | s pinafn 201 |, ceea ce mi-a permis si studiez mai fn profunzime istoria aces- transported directly on the Puerta del Sol like a slogan amongst
athers. T am extremely proud of this. These are compliments that

tor Llftll'“!ﬁl 100 _dc ani (o exgenema pe care‘ BREL Sf_“ ? continu). _ become part of life and they are magnificent. Mereever, this responds
Bentru instalatia de la Madrid, am adunat si o arhiva de 140 de sloganur, cu aju-  to ane of the aims of my work, of creating a connection between art
torul cireia putem mésura temperatura politica. Textele care Tnsotesc aceste slo-  and life. T work with subjects that are corming from life, [ integrate
ganuri (aflate la dispozitia vizitatorilor, fmpreund cu lozinclle Tnsele, pe intreaga them in my wark, now these alements coming from the exhibition
- have been integrated again in the real life. It's the greatest reward
durati a expozitiel) au fost scrise de Bojana Peji¢, Henriette Solter si Mara Trau- 1 antist can have.
mare. Mai mutt, in specal in contextul politic actual, apar zinic noi sloganuri. ncadrul == We can find in this installation such recurring elements (the chant,
cercetirii noastre a fost interesant de observat modul in care sloganurile trecdela  the ephemeral ; big femfm:-g presencs) and issies I‘”’i CD”WU;“'O“
s 7 ’ i s o Ao “n i d identi hich yo in your . Also, the
politica la economie si invers. Putem afla astfel, privind la lozinci, ce se Tntfimpla in o sty serd Scn T Which o 8fton bed i ot WS, St
e ey - X % political slogans which you exhibit and deal with here determine me
demeniul politic sl economic Intr-o anumitd epocd, Dar ceea ce e la fel -d__e INEIE~ 1o fink this project with two others realised before - Women at Work
sant de observat este faptul 2, odati scoase din contextul lor, nu mai stim despre - Washing-up, 2001 and Avanti popolo. 2002. Can we indeed trace
ce idee sau pozitie critic a fost vorba. De exemplu, acest magnific slogan italian, ~thisfineage? . :
fost totusi ¥ L Sint bt clity i e et AT s o = After Women at Work, which dates back to 2001. I tried to
Caﬂre ‘:{ SLIOLUY LN aSGS.‘ w2INLEM Uit _In Z‘Ual e, Ha‘l AR T ?Iua ®  broaden the issues For Women at Work I have used slogans of Tito
miine", arfi putut fi, foarte bine, si un slogan din mai '68. Dacd le scoatem din CON- which were connected to the history of Yugoslavia, This time, [ have
text, arice este posibil, 5i acest lucru deschide posibilitti imense. worked with political and economic slogans from 1911 10 2011, which

A tratat aceste lozindi in modur diferite T instalatia mea de la Madrid, Ele au fost ~ 2llowed me fa stucy mare in dapth the histary of these last 100 years
{an experience which [ hope to continue).

clzsificate 'n functie de cind criterii: an, orientare politica sau economicd, CONt-  gor the installation in Madrid, [ have also gathered an archive of 140
nut/semnificatie, jocur copilaresti (utimul cuvint al unei propoziiii trebuie =3 fie primul  slogans, through which we can measure the political temperature.
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anint al propozitiei urmatoare) si intimplare. De asemenea, am lucrat cu un muzi-
dan pentru a compune un dntec pentru fiecare slogan. Am realizat astfel o coloana
sonord care a putut fi auzia in intreg spatiul, dntata a capella, ca sifn Avant popolo, din
2002.
Prin asta am tratat si eferneritatea sloganului. Observam cd un slogan e scris pen-
trua fi un adevar absolut si dupd zece ani ne dam seama cit de contingent a fost. Isto-
riainsdsi e cea care ne oferd un fel de cnism fatd de adevarul sustinut de aceste
sloganuri, De asemenea, ne da posibilitatea de a vedea ce a fost considerat drept
adevar in diferite epodi,
=i |deologia, care pare a fi pentru tine un element impaortant in cadrul scrierii isto-
fiel, genereazd adesea spatii si situatii ce sint incomode pentru public: interdictia de
a pdtrunde Tn anumite spatii (La Mina, 2008, Repetitio est mater studiorum, 2008,
The Prayer [Rugdciunea], 2003), de a te deplasa (En attendant [Asteptind], 2001),
impiedicarea bdrbatilor de a asista la un spectacol (Women at Work — Washing-
up, 200/ ), confruntarea cu persoane afectate de probleme mentale (Vertigo, 2007),
Incorro doresti sd ne duci prin acest exercitiv de confruntare?
=2 | toate cazurile pomenite, situatia in sine e cea care determind interdictia, La
Mina este un cartier din Barcelona anilor '70, unde locuitorilor li s-a oferit de catre
guvan posibilitatea de a cumpdra apartamentele sociale pe care le ocupau llegal. Cred
cd a fost o situatie cu dublu tais: e interesant sa devii proprietar atund cind ai veni-
turi limitate; pe de altd parte, aceasta consolideaza situatia de ghetou. Viftorii pro-
prietari urmau, astfel, s3 nu mal pardseasca niciodati acest cartier, Performance-ul
Mina, din 2008, abordeaza interdictia atasati acelui loc, aceea de a patrunde Tntr-un
spatiu modernist inconjurat de sirma ghimpata: pe de o parte, dintr-o perspectiva
estelicd, prin structura metalic modernista care exista pe tavanul cadiri, si, pe de
altd parte, ca un comentariu asupra situatiei soclopolitice.
Parru Women at Work — Washing-up, 2001, a existat interdictia ca barbati 53 patrunda
Tn spatiul performance-ului. Am vrut s gasesc un spatiu care sa fie, In acelasi timp,
public si privat, Hamamul din Istanbul era public, dar chiar mai intim dedit o casa.
Consecinta a fost ¢ performance-ul le-a fost interzis barbatilor, o interdictie dicta-
& de locul n sine, De fapt, mai degrabd eu m-am adaptat la normele spatiului decit
sa decid normele dinainte.
Pentru The Prayer; din 2003, spatiul a fost din nou cel care a dictat performance-ul
51, prin urmare, instalatia a fost realizata ca raspuns la acesta, Spatiul era o chilie din
Mindstirea San Lorenzo, compusd din doud incapen, Publicul avea voie si intre doar
in prima Tncdpere. Usa spre Tncdperea de alaturi, unde avea loc performance-ul,
era intredeschisa, dar blocata. Tntr-un spatiu dedicat rugdciunii — in cinci zile, noud
fernel au rostit rugaciuni diferite, in acelasi timp —, aceasta interdictie de a patrunde
fnauntru parea logica, Era o manastire, dar spatiul de rugaciune este, in acelasi timp,
unul intim, Aceste interdictii provin din lumea real3 si, prin urmare, decidem sa le
lugm Tn considerare sau nu. Mie fmi place s le jau in considerare.
De asemenea, le consider o importants provocare. In timpul perfarmance-ului care
aavut loc la Paris, fe mange le poin des autres [Eu maninc plinea altora], in 2006,
unde nu perritearm publiculu s3 se atingd de plinea pe care o mincam, am fost ata-
catd. Oamenil doreau o bucati din acea piine, care nu avea nimic special, Interdictia
I-a fAcut s& reactionzze violent, desi chiarin spatele lor exista un bufet atractiv. Aceastd
provocare mi intereseaza foarte mult: care sint limitele interdictiel si cine le im-
pune! Curn se deplaseaza ele si in ce pericade ale istoriei? Cum anume transfor-
ma raporturile de putere?
=1 Rolitica ocupd un loc important fn activitatea ta; cu toate acestea, reprezentarea
ef este mediatd de cele mai multe ori de fermei. Care sint motivele? Este vorba de pozitia
femeil n cadrul societdtil si in lumea artisticd, de legdtura pe care o face Intre sfera
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The texts accompanying these slogans (available to the visitors,
together with the slogans, for the entire duration of the exhihition)
were written by Bojana Peji¢, Henriette Sélter and Mara Traumane.
Moreover. especially in the current political context, every day new
slogans come out, In our research it was interesting to notice how
the slogans pass from politics to economy and the other way arcund.
We can thus. in looking at the slogans, know what was going on in
the pelitical and economic field of a certain epach. But what is equal-
ly interesting is to notice that once taken out of their context, we
don't know anymore which idea or which critical position there was.
For example this magnificent [talian slogan which was nevertheless
a fascist one: “We are the last from yesterday but the first from
tomerrow”, could have been as well a slogan from May ‘68. If we
take them out of their context, anything is possible and this opens
immense possibilities.

1 have treated these slogans in different ways in my Madrid installa-
tion. They were classified according to five criteria: year, political or
economic direction, content/signification, child-play (the last word
of one sentence must be the first word of next sentence) and hazard.
I have also worked with a musician to compose a song for each
slogan. Thus we realized a sound composition that could be heard in
all the space, played a capella, like in Avanti popolo, 2002,

In that, I have equally approached the ephemeral treatment of the
slogan. We notice that a slogan is written to be one and only truth
and ten years after that we realize how contingent it was. It's histary
itself that gives us a sort of cynicism towards the truth that these slo-
gans claim. Also it gives us the possibility to see what was thought
as truth in different epochs.

= The idealogy which seems to be for you an important constitut-
ing element in the writing of history often engenders spaces and
situations that are uncomfortable for the public: the interdiction to
penstrate ceriain spaces (La Mina, 2008, Repetitio est mater studio-
rum, 2008, The Prayer, 2003), to move (En attendant, 2007), the
prevention of men to assist to a performance (Women at Work -
Washing-up. 2001). the confrontation with persons touched by men-
tal problems (VMertigo, 2007). Where do you want to take us through
this exercise of confrontation?

== [n all these mentioned cases, it's the situation itsel{ that deter-
mines the interdiction. La Mina is a neighbourhood in Barcelona of
the '70s, which inhabitants were offered by the government the pos-
sibility to buy the social flat they were squatting. 1 believed this was
a double-barreled condition: it's interesting to become an owner
when one has limited income, on the other hand this reinforces the
ghetto situation. The future owners were thus never to leave this
neighbeurhood, The performance Mina, 2008, approaches the inter-
diction of the place, of entering this madernist space squared by
barbed wire. on the ene hand from an aesthetic perspective,
through the modernist metallic structure which existed on the
ceiling of the building, and on the other as a comment on the sccio-
political situation.

For Women at Work — Washing-up, 2001, it was the interdiction to
men of penetrating this space of performance. I wanted to find a
space that could be at the same time public and private. The Ham-
marn in [stanbul was public but even more intimate than a home.
The consequence was that the perfermance was forbidden ta men,
an interdiction decided by the place itself. In fact I adapted myself
to the rules of the space rather than decide the rules before.

For The Prayer, 2003, the space was again the one directing the par-
formance and therefore the installation was realized to respond to it.
The space was a cell of San Lorenzo Monastery, which was compos-
ed of two rooms. The public was only authorized to enter the first
room. The door to the next room, where the performance was taking
place. was a little open but blocked. In a space for prayer - in five
days, nine wormen have prayed different prayers at the same time -
this interdiction to enter the space seemed logical. It was a maonas-
tery but the praying space is an intimate one too. These interdictions



Continuara, exhibition view, Museo National Centro de Arte Reina Sofia, Madrid, Palacio de Cristal, 2011, photo: galerie Michel Rein, courtesy: the artist and galerie Michel Rein
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Here's to Looking st You. Kid, 1995, video stills, courtesy: the artist and galerie Michel Rein

privatd si cea publicd, de faptul cd e mult mai probabil G devind o victimd a repre-
siunilor politice si economice?

= Find eu fnsdmi fereie, fmi vine mai usor sa vorbesc de pe aceastd pozitie, cdci
este si pozitia mea. Nu ne punem niciodat3 intrebarea de ce barbatii reprezintd o
lume a barbatilor; ceva ce pare normal. Reprezentarea barbatlor este predomi-
nanti in lumea noastrd si noi © acceptam ca atare. In schimb, atunci cind o femeie
reprezint3 o lume a femeilor, Intrebam de ce?”. Pentru mine, ca feministd, aceastd
atitudine fmi intireste motivele de a sustine o perspectiva feministd, intrucit cred
i a pune aceast Intrebare demonstreaza ¢a nu sintem inca egali. intrebarea find
Tnca prezentd, ea este o parte a raspunsulu.

Este adevirat ci asistim la o dificultate a femeilor de a fi prezente Tn lumea artis-
tica. Aceasti dificultate o intiinim, de asemenea, siin spatiul public. Daci privim la
utimele alegeri [prezidentiale] din Franta, la diminutivele aplicate numelor candidatilor,
pentru birbat avem o prescurtare de la numele sdu de familie, Sarko (Sarkozy),
in timp ce pentru femeie, de la prenumele ei, Ségo (Ségolene). Este ceva simbo-
lic, mai ales cind media preia si generalizeazd uzul acestei discrepante, femeia nu
are nici macar un nume de familie, iar asta devine un simptom al modului in care
femeile sint tratate in sfera publici. Este o chestiune importanta, in special in lumea
artei: chiar dacd acolo femeile au mai mult loc st mai multd putere decit nainte, tot
e Tntr-o mai mici masurd decit birbati, si este important ca aceste spatii sd se deschidd
pentru femei. Este un subiect care m-a preocupat intens in momentul n care am
creat cidul de performance-uri Women at Work (Under Construction [in constructie],
1999, The Observers [Observatorii], 2000, Washing-up, 2001) —intruct era o serie
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come from the real world. and consequently we decide to take them
in consideration or not. I like to take them in consideration.

Also I consider them an important challenge. During the perform-
ance which took place in Paris, Je mange le pain des autres (I'm eat-
ing somebody else's bread), 2006, in which I was not allowing the
public to take the bread I was eating, I was attacked. People wanted
1o have a piece of this bread which had nothing special. The interdic-
tion made them react violently while there was a good buffet just
behind them. This is a provocation which interests me a lot: where
are the limits of the interdiction and who imposes them? How do
they move and in which periods of histary? How do relations of
power transform?

=1 Politics has an important place in your work, however. its rep-
resentation is mediated most of the times through the woman.

What are the reasons for this? Is this due to this one’s position within
society and within the art-world, to the link she makes between pri-
vate and public sphere, to her being more likely to fall under political
and economic reprassion?

= Being a woman myself, it feels easier to speak of this position, as
it is my position too. We are never asking the question why men are
representing a men's world. which seems normal. The men's repre-
sentation is predominant in our world and we accept it as such.
Instead, when a woman represents a women's world we are asking
the question “why?". For me, being a feminist, this attitude rein-
forces my reasons to claim a feminist perspective, for I think that
asking this question demonstrates that we are not yet equal. The
question being still present, it's a part of the answer.

It's true that we are witnessing a difficulty for women to be present
in the art world. This difficulty however, we find it also in public



How Do You want to be Governed?. 2009, video, 1015", courtesy: the artist and galerie Michel Rein

care aborda rizboiul si prabusirea fostel lugoslavii. Rolul femeilor Tn timpul aces-
tor mari schimban politice este adesea necunoscut. Daca barbatii sint cei care poarta
razboiul, femelle sint cele care triiesc dupd razboi, care indurd consecintele
rizboiului. In perioada rizboiului la Sarajevo, exista un joc politic care le-a impli-
cat pe aceste femeil, in cadrul caruia partidul aflat atunci la putere, un partid nationa-
list, le-a folosit ca victime de razbo, in scopul de a distiga voturi — n acelasi timp
nefind preocupat de viata de zi cu zi a acestor femei. Ele nu primeau niciun fel de
ajutor. Sotii le erau morti, dar trupurile nu le erau inca gasite, asa ca femeile nu-si
puteau primi nici macar pensiile de vaduve. A fost un joc in care erau folosite ca o
masd de fermnei fard chip, fard nume, fard s vada cineva cine erau ele de fapt. Prin
performance-urile mele am ncercat sa ofer un chip acestei mase, pentru a ardta
i aceste femei nu sint doar numere, ci femei, ci ele sint acolo, exist3, cu proble-
mele lor. A fost o cale si le aduc un omagiu.

r=1 Ce valoare acorzi unor practici strdvechi, cum ar i broderia, spdlatul manual, tesu-
tul? Trimitind la memorie si la stergerea acesteia, la istorie, acest context al traditiifor
pare sd ne indepdrteze de lucrdrile feministelor din anii 1970 (de exemplu, Marina
Abramovi¢, cu chipul el imprumutat Marinelei Kozelj in videoul creat de Rasa Todo-
sijevic, Was ist Kunst? [Ce este arta?]), cu care impdrtdsesti totusi anumite afinitdi.
=3 Apartin unei generatii de artisti pentru care anii '70 sint foarte importanti, ca
inceput al ceva asupra ciruia incd lucram astazi si care nu ar fi fost posibil fara acesti
artisti. Tn acelasi timp, Tn zilele noastre este mult mai dificil si tratezi aceste proble-
me, nu ne mai aflim la aceste extreme. Societatea s-a schimbat intre timp, anumi-
le chestiuni au fost tratate, chiar dacd nu n totalitate rezolvate, toti artistii acelei
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space. When we are locking at the last [presidential] elections in
France, the diminutives given to the candidates' names, for the man
there is a shartening of his family name, Sarko (Sarkozy) while for the
woman of her first name Sége (Ségoléne). It's very symbolic, espe-
cially when media picks up this discrepancy and turns it into com-
mon use. the woman doesn’t even have a family name and this
becomes a symptom of the way women are treated in the public
sphere. It's an important question, especially in the art world even

if women have there more place and power than before, they still
have much less than men, and it's important to open these spaces to
women. It's a subject which preoccupied me intensely at the moment
when [ realized the cycle of performances Women at Work (Under
Construction, 1999, The Observers. 2000, Washing-up. 2001) — for
this was a series which treated on the war and collapse of ex-Yugo-
slavia. The role of women during these great political changes is
often unknown. If men are the ones who make the war, women are
the ones to live after the war, to endure the consequences of war.

At the epoch of the war in Sarajevo, there was a political game

with these women where the party that was in power at that time, a
nationalist party. used them as war victims in order to win vote per-
centages — while at the same time not being precccupied with these
women's daily lives. They were not getting any aid. Their husbands
were dead but their bodies not yet found. so the women could not
even receive their widow's pensions. It was a game in which they
were used as a mass of women without faces, withaut names, without
looking at wha they actually were. Through my performances I have
tried to give a face to this mass, to show that these women are not
only numbers but they are women, they are there, they exist with
their problems. It was a way to pay them homage.



generatil au fost niste magicieni, iar noi ne cunoastem limitele, nu putem pune ace-
leasi mari intrebari In acelasi mod in care ei o faceau in anii '70. Recent am avut o
discutie foarte interesanta cu Lynne Cooke, pentru care generatia anilor "90 a fost
la fel de importantd ca si cea din anii ‘70, intrucit a tratat aceleasi intrebari, dar la
mai multe niveluri,

i imaginez ci Marinei Abramovié fi era imposibil s3 se gindeasc la broderie. Astizi,
euImi permit s-o folosesc, pentru ¢ ea a creat pentru mine aceastd posibilitate. Traim
Tntr-o lume diferita astdzi, dacd e sd comparam mai ‘68 cu ceea ce se Tntimpla astazi,
modul Tn care dorim sa schimbdm lumea nu mai este atit de direct. La Madrid si
la New York, de exemplu, oamenii nu se mai revolta in acelasi mod. Asta e foarte
bine. Exista mai mult pragmatism si mai mult realism in abordare. Poate ca folosind
acest lucru traditional feminin am incercat sd abordez aceasta realitate: nu spunem
cd incepemn lumea de la zero, ca totul va fi nou si diferit, ¢i ¢a vrem ca lumea s3
continue altfel,

=1 Adeseq lasi impresia cd doresti sd rupi tdcerea, deopotrivd in domeniul privat (|
Did Not Know [Nu am stiut], 2002) si in cel public (Double-bubble [Buld du-
bla], 2001, Le Voyage [Cdldtoria], 2006). Doresti ca astfel s pui in valoare aspecte
ale societdtii si ale vieti care nu se vad, care nu sint vizibile imediat?

= Aceastd separare intre privat si public este una falsd, publicul va influenta intot-
deauna privatul, si invers. incercarea de a gindi in termenii acestei separir este nociva,
ca si cum am dori sa-i adormim pe cameni, sa evitam s privim la modul in care
aceasta sfera publicd ne priveste si ne influenteazi viata privatd. De aceea, am incer-

cat mereu si le conectez, asa cum sint si n viata real3. Continuara, exhibition view, “;:r::v“::‘?:’::t:f;g?]d: ':]'t‘; ';x:éﬂ:
= Scrisul sau actul de a scrie oscileazd in opera ta intre diferite stdrni: broderie, care courtesy:Ahe Srét and galerie Mi
este dusd spre descompunere (Women at Work —Washing-up), efemer (Continua- ¥a. - :
ra), mecanic (Black on White [Negru pe alb]). Sint aceste abordcri directii pe care
le urmezi in mod constant?

= (Cu scrisul incepe istoria. Scrisul acesta, in lucrarile mentionate, este cel care
pretinde ca scrie istoria. In acelasi timp, el este tratat in mod diferit: scrisul care se
descompune ca istorie sau aceastd istorie pe care nu vrem s-o vedem. Scrisul este
o temd care m-a interesat mereu i pe care am de gind s-o folosesc la urmatorul
meu proiect (un film artistic). Scrierea este baza vizibild sau vizuald a limbii. Limba
apare foarte des in munca mea, inclusiv cintece sau chiar melodii ale copiilor, este
vorba de un univers care trece prin limbd si scris, care sint expresia cea mai direc-
ta a lumii sociopolitice in care traim.

[raducere de Alex Maolaovan
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scena

=1 What value do you give to ancient practices such as embroidery,
hand-washing, weaving? Linking to memory and its erasure, to histo-
ry, this context of traditions seems to draw us away from the works
of the feminists in the 19705 (for example Marina Abramovié with
her face lent to Marinela Kozelf in the video of Rasa Todosijevic

Was ist Kunst?) with which you share nevertheless some affinities.

== 1 belong to a generation of artists for whom the "70s are very
important, as the beginning of semething on which we are still work-
ing teday and which wouldn't have been possible without these
artists. At the same time in our days it is more difficult to treat these
issues, we are not in these extremes anymore. Society has changed
meanwhile, certain questions have been dealt with, even if not
entirely resolved, all these artists of that generation were like magi-
cians and we know our limits, we can't ask the same big questions in
the same way they were doing in the ‘70s. Recently I had a very
interesting conversation with Lynne Cooke. for whom the generation
of the "90s was just as important as the one of the '70s, for it treated
on the same questions but with more layers.

I imagine that for Marina Abramovié it was impossible to think about
embroidery. Today. I can afford to use it because she has opened for
me this possibility. We are living in a different world today, if we
compare May ‘68 with what is going on today, the way in which we
want to change the world is not so direct anymare. In Madrid and

in New York for example, people are not revolting in the same way.
This is very good. There is more pragmatism and more realism in the
approach. Maybe in employing this traditional feminine work I have
tried to touch this reality: not saying we are starting the world from
scratch, everything will be new and different. but that we want to
continue the world in a different way.

= You often give this impression of wanting to break the silence
both in the private domain (I Did Not Know, 2002), and in the public
one (Double-bubble, 2007, Le Voyage, 2006). Do you thus want to
make visible aspects of society and life that one cannot see, that are
not immediately visible?

= This separation between private and public is a false one, the
public will always influence the private and the other way around.
This approach to think in terms of this separation is noxious, as if we
wanted to make people asleep, to prevent ourselves from looking at
how this public sphere addresses us and influences our private life.
That's why I have always tried to connect them, as they are also in
real life.

=1 Writing or the act of writing escillates in your work between
different states: embroidery which is brought to decomposition
(Women at Work - Washing-up), the ephemeral (Continuara), the
mechanical (Black on White). Are these approaches directions that
you follow constantly?

== With writing starts history. This writing in the mentioned works
is the one pretending to write history. At the same time it is treated
differently: writing which decomposes like history, or this history that
we don't want to see. Writing is a theme which I was always interest-
ed in and which I am going to work with for my next project (a fea-
ture film). Writing is the visible or visual basis of language. Language
appears very often in my wark, including songs or even children's
songs, it's an universe that goes through language and writing, which
are the most direct expression of the socio-pelitical world in which
we are living.
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