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H aicOnukn tns pikphs
npagns

«H téxvn €ivai téxvn udévo orav sival kdu difo
Kail Oxi téxvn»: onpaivel Ou NPOKeItal yia Evav
TOMEA MOU PNopEi ag’ evos va anopakpuUvetal
and v noArukn kai ap’ etépou va diatnpei
Tautdxpova v eyyevh noAiukn tou
S1aotaon pias kai nepiéxel Ny UNOGOXeon evos
kanUtepou kbéopou”. (Jacques Ranciére)

H ékBeon «H aiobnuikn tns pikpns npdéns»
gival pia ékBeon Nou ouyKevipwvel £pya anod
KaAAITEXVES OTPATEUPEVOUS OTa KOIVWVIKA Kal
noAiukd Bépata nou Bewpouv onpavukd Kai
TS NEAYUATKOTNTES Mou Biwvouv.

Me tnv koivwvikn otpo®h nou Eekivnoe

and wn dekaetia tou 1990, n kaAAItexvikh
nPakukn petatoniotnke and t dnuioupyia
evos teneiwpévou KanAItexviKoU avUKEIPEVOU
otn dnploupyia Tou anokanoUPEVOU avOIKToU
kanAItexvikou project. Xto Artificial Hells, n
Claire Bishop avanuel tnv koivwvikn otpo@n
otnv xvn, n onoia ekénAvetal péow
KOIVWVIKA OTPATEUPEVWV N CUHPETOXIKWDV,
Katd tn Bishop, kaAAItexviKwV anopacewv.
Katd wn Bishop, n onpegpivi koivwvikd
OTPATEUPEVN KAl CUMPHETOXIKA TEXVN
avadeikvuetal ws diadikaoia Kal 6xI ws eIkéva
N avukeipevo nou npoonadsi va npoodwael
agia og kGu nou &¢gv eival opatd, GNws

yla napadeiypa n duvapikn pias opddas,

MIa Kolvwvikh katdotaon, n aunpévn
euaioBntonoinon. ExkénAmvetal pe didpopes
HOPQES: EpyactnpIa, CUVAVIACEIS, AUTOVOUd
6npooicudpeves epnuepibes, SladnAwoels, on-
line nAat@oppes, ateeiwtes pwtoypagies Kal
TekunpImaoels. Onws napatnpei n Bishop, éva
and ta peyanutepa npoPAnpata twv ev AGYw
KOIVWVIKA OTPATEUPEVWVY KAARITEXVIKWV Proj-
ect gival n oxéon dpvnons pE Tnv aigdnukn.
2to nAaioio tou Siandyou yia ta KOIVWVIKA
npoPAnpata Kai eviote tns evbuvapwaons

NS CUPPETOXNS Kal tns pn Sidkpions, ta

ev AOYw KOIVWVIKA OTpateUpéva proj-

ect Bewpouvtal 6Aa ws e§icou oNPAVTUKES
KanAitexvikés xeipovoplies, epdoov n KAOe

pia Eexwpiotd diadpapatiCel faoikd péno
OtNV anokatdotaon Tou KOIVwVIKOU 6eopoU.
Mépa and v kolvwvikn Agitoupyia, n Bishop
Bewpei 6 €ival onpavukh n kprukh cuhtnon
Kal avaAuon autwyv Twv €pYwV ws TEXvn,
epdoov autod €ival 1o Bsopikd nedio oto onoio
Kivouvtal.

/

Katd wn Bishop, n téxvn npénel va napapével
autévopn npokelpévou va Eekivhoel n va
apxeloBetnoel éva PoviENo KoIVwVIKNS
affayns. tnv avdduon s yia tn
OUUHETOXIKN KAl KOIVWVIKA OTpaTteEUPEVN
xvn, avagépetal otn Siatunwon tou
Jacques Ranciére oxeukd pe tnv autovopia
s XvNs Kal o auto nou o idlos anokanei
«1a aIoONTUKAG KAOBEOTMTA TS TéEXVNSY, Ta
onoia xapaktnpifovtal anéd tnv éviaon

Kal Tn oUyxuon nou undpxel Ppetau s
«autovopias (tns emnBupias va gival n xvn
AMOPAKPUOMEVN and OXEOEIS HECWV - OKOMWY)
Kal tns gtepovopias (tou Bapnwpatos dSnAadn
s t€xvns Kai ts {wns)». Katd to Ranciére,
auth n oclykpouon pnopei va dnploupynaoel
OTOIXEia «IKavA va eKppactouv e dUo
TPOMOUS: TNV avayvwoldtnta Kal th pPn
avayvwoipétnta tous». H évtaon auth eivai
anapaitntn yia autd nou o idios Bewpsi kann
xvn. O Ranciere evioxUel o enixgipnpa

tou Kant 6u n aiobnukn kpion avactéAnel
v Kuplapxia twv BeAnoswv péow tns
aruonoyias (otnv NBIKA) Kal tns katavdénons
(owtn yvwon). Auth n efeuBepia kpions

nou enitpénel n aiobnukn, dnpioupyei tnv
noArukn (katd to Ranciére n Siagwvia ivai

n kapdid tns noAIukns: «pia avunapdbeon
yla 1o 1 gival 6edopévo kai to nAaiolo evids
T0U onoiou aiocBavépaaote 6u KA ival
bebopévor’), ws anotéAeopa tns avuPatkns
a100nuKns guneipias, NPOKUNTOUV EpWTNATA
yia Tov 1pono opydvwons Tou KOGUOoU,
Snpioupyvtas miBavétntes andayns Kai
avakatavopns tou iblou k6opou?.

Kat' autd tov 1péno, n Bishop épxetal petd
tov Ranciére va katadei€el 6t n aiobnuknh

kai n noArukh poipdlovtal éva koivéd

onpeio npofAnuaticpoU: Ty Katavopn Kal
avtandayn 16ewv, Suvatotntwy Kal EPNEIPIWY,
pia duvatétnta nou o Ranciére ovopddel n
katavoun tou Aoyikou (the distribution of the
sensible).

LNV KOIVWVIKA OTPATEUPEVN TEXVN, Ta NBIKA
KpIthpla gival cuxvd nio onpavukd ano ta
kanfitexvikd. H nBikn xeipovopia atnv téxvn
teivel enopévws va ocuykaAUyel tnv noAItkn
kai tnv aioBnukn. Katd tous Ranciere kai
Bishop, 6¢v €ival anapaitnto va Buaoiddetal n
a100nukn oto Bwud tns Kovwvikns anfayns,
eneidbn n aioBnukn Ndn nepiéxel tnv undoxeon
s PeAtiwons®.

«H téxvn gival téxvn poévo étav sival kdu dano
Kai 6X1 TEXvN»: onpaivel 0u NpoKeItal yia Evav
TOMEN MOU PNOPEi agp’evos va anopakpuvetal
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and v noAiukn Kal ap’etépou va diatnpei
Tautéxpova tnv gyyevh noditkn tou
S1dotaon pias Kail NePIEXEl TNV UNOOXean eVOs
kaAUtepou KOopoU”.

Xe otevh ouvagela pe o Bépa tou peuvou
®eouPdn Action Field Kodra, n ékBeon «H
aleOnukn s pikpns npdgns» nepinapPdavel
KanAitexvikd project nou §ekivnoav ws
HIKPES pEPOVWHEVES NOAITIKES KAl KOIVWVIKES
npdaégeis. H ouvageia twv v Adyw project kai
KaAAITEXVIKWV €pywV EyKeital 6XI pOvo otov
nBiké kal kovwvikd aviiktuno, adid kal oto
6u AgitoupyoUV TaUTOXPOVA WS AUTOVOd
kanAItexvika épya péoa oto aiobnuko
ouotna.

MoAnoi ané tous kaAAtéxves nou
npoépxovtal anéd xwpes tns Noto-avatonikAs
Eupwnns ané tn 6ekaetia tou 1990,
naphyayav project kar kadfitexvikd épya ta
onoia yivovtav katavontd kai a§lodoyouviav
poévo anéd tnv Kolvwvikn Kal noAItkn
otpdrteuon tous. uxvd dev avanuoviav Kav

ol aioOnukés afies Kal n onpagcia Tous yia 10
Beopd ns éxvns. MoAnoi kadAitéxves bev
emBupolv kav va dnpioupyouv téxvn anld va
€UAICONTONOINCOUV KOIVWVIKA Kal NoAItKd yia
10 péxovia nthpata.

H napouoa ékBeon avadeikvuel tous Karmelo
Bermejo, Lana Cmajéanin, Jens Haaning, Flaka
Haliti, Armando Lulaj, Att Poomtangon, pe
€pyad nou peta@palouv n PiIkph Npdgn oe
aleOnukn epneipia.

Adela Demetja
Curator

"Bishop, Claire: Artificial Hells. Participatory Art and the Politics of
Spectatorship, New York, 2012. ¥. 292

2lbid. £. 27

3lbid. L. 27

41bid. X. 29

5 Bishop petd to Ranciére: Ibid. . 27
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The aesthetics of the
small act

“Art is art to the extent that it is something
else than art”: that it is a sphere both at one
removed from politics and yet always already
political because it contains the promise of a
better world”. (Jacques Ranciére)

The aesthetic of the small act, is an exhibition
bringing together works from artists engag-
ing with social and political issues important
to them and the realities in which they live.

With the social turn that occurred starting
from the 1990, the artistic practice has shifted
from the creation of a finished art object to
the creation of the so-called art project with
an open end. In Artificial Hells, Claire Bishop
analyzes the social turn in art, which is mani-
fested through socially engaged or what
Bishop participatory art calls. For Bishop to-
day’s socially and participatory engaged art

is emphasized in form of a process instead of
a image or object, trying to give a value to
what is not visible, like for example a group
dynamic, a social situation, a raised conscious-
ness. Manifested in the form of workshops,
meetings, self-published newspapers, dem-
onstrations, online platforms, endless pho-
tographs and documentations; one of the
biggest problems of these socially engaged
art projects, is the refusal relationship to the
aesthetics as noticed by Bishop. Talking about
social problems and sometime fostering in-
clusion and antidiscrimination, these socially
projects are all perceived to be equally impor-
tant artistic gestures, each playing a key role
in repairing the social bond. Regardless to the
social function, Bishop argues that it is crucial
to discuss and analyze this works critically as
art, since this is the institutional field in which
they are circulating.

For Bishop art must remain autonomous in
order to initiate or archive a model for so-

cial change. In her analysis of participatory
and social engaged art she refers to Jacques
Ranciere articulation of the autonomy of art
and what he calls “the aesthetic regimes of
art”- which consists on the tension and confu-
sion between “autonomy (the desire for art to
be at one removed from means-ends relation-
ships) and heteronomy (that is, the blurring
of art and life)”. For Ranciere this conflict can

/

produce elements “capable of speaking twice:
from their readability and from their unread-
ability”, a tension that is necessary for what
he considers good art. Ranciére reinforces
Kant's argument that an aesthetic judgment
suspends the domination of the faculties by
reason (in morality) and understanding (in
knowledge). This freedom in judgment that
the aesthetic enables suggests the politics,
(For Ranciere dissensus is the core of the poli-
tics: “a dispute over what is given and about
the frame within which we sense something
is given”"), as a result of the controversial-

ist aesthetic experience, questions how the
world is organized emerge, opening up pos-
sibilities of changing and redistributing the
same world?.

In this way Bishop after Ranciére points out
that aesthetics and politics merge together in
their concern for the distribution and sharing
out of ideas, abilities and experiences, abil-
ity that Ranciere calls the distribution of the
sensible’.

In socially engaged art, ethical criteria are
often more important than artistic criteria;
the ethical gesture in art therefore tends

to conceal the politics and the aesthetics.
For Ranciére and Bishop it is not necessary
for aesthetics to be sacrificed for the social
change, because the aesthetics already con-
tains the ameliorative promise®.

“Art is art to the extent that it is something
else than art”: that it is a sphere both at one
removed from politics and yet always already
political because it contains the promise of a
better world”.

Related to the topic of this years Action Field
Kodra Festival, in the exhibition The aesthetics
of the small act, will be included art projects
that were initiated as small individual political
and social actions. This projects and artworks
are relevant not only from the ethical and so-
cial impact but at the same time they function
as an autonomous work of art inside the aes-
thetical system.

Many of the artists coming from Southeast
Europe countries since the 90s, have been
producing projects and art works that were
understood and valuated only from their so-
cial and political engagement. An analysis
about the aesthetical values and their impor-
tance inside the institute of art, didn't often
take place. While many other artists do not

/



even want to create art but instead raise so-
cial and political awareness in relation to cur-
rent issues.

This exhibition showcases Karmelo Bermejo,
Lana Cmajéanin, Jens Haaning, Flaka Haliti,
Armando Lulaj, Att Poomtangon, with works
translating the small act into an aesthetic ex-
perience.

Adela Demetja
Curator

Bishop, Claire: Artificial Hells. Participatory Art and the Politics of
Spectatorship, New York, 2012. P. 292

Ibid. P. 27

Ibid. P. 27

Ibid. P. 29

Bishop after Ranciére: Ibid. P. 27.
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Flaka Haliti

KaAdditexvikn Acudia, eykataotaon piktas
texvikns, 2012

To npotlext KanAtexvikh Acufia 2012 Atav
MEpos evds eupUtepou NPOTEEKT, KATw and tnv
opnpéna tou Architecture & Critical Spatial
Practice (ACSP) uné tnv kaBodnynon tou
KaBnynth Markus Miessen oto Stadelschule otn
Ddpavkpouptn.

To nepiexduevo Tou €pyou NePIoTPEPETal YUPW
anoé pia cu¢htnon nou agopd tnv «Acudia yia
tous Alakivoupevous Kannitéxves», éva €IKOVIKO
VOUIKO KaBeots twv KanAItEXVV, EIpwVIKA
gpnveuopévo and tn diacuvoplaki Kivnukdnta
TV KanAItexvaov.

To kaBeotws KanAexvikns Acunias enixelpei
va anotenécel pia pop@n vopikns acunias

Kal noAiukns nou Kabiepwvetal Heta&u twv
KuBepvnoewv h and ta kpdn-péAn tns levikns
Aldokeyns tns UNESCO. Alaoganiletal £tol 6u
ol kanAéxves éxouv tn duvatdtnta acpanous
petavaateuons, kaBws tous napéxetal 161K
Bewpnon (visa) ws pépos tns SieBvous
Kivnukotntas twv kafdditexvav. H KaAAiexvikh
Aounia bev éxel tnv ibla avupetmnion pe tn
AinAwpaukn Acunia nou éxouv ol SiINAwWATES.

Znv uflonoinon tou NPOtdeKt CUPUETEIXE éva
Slapopeukd ouvono dieBvwv MME yia tn
Sdnpooisuon nAaotwy I6NoEwV yia tnv npépa
s Mpwrtanpifids, d5nAadn tv 1n Anpifiou
2012. Mepikd ané ta MME nou énpoaisucav
us e16noeis otnv enionpn 1otoceiba tous tn
OUYKEKPIPEVN npepopnvia htav ta e§hs: DOMUS
Magazine, Miteroi.se, KOSOVO 2.0, Frankfurt
Gemeine Zeitung, kai Motto Distribution.

Flaka Haliti
Artist Immunity, mixed material installation, 2012

The Artist Immunity project, 2012 was part

of a larger project, happening under the um-
brella of Architecture & Critical Spatial Practice
(ACSP) directed by Prof. Markus Miessen at the
Stadelschule, Frankfurt.

The content of the work revolves around a
discussion concerning the »Immunity for the
Migrant Artists,« a fictional legal status of art-
ists, inspired ironically by the cross-border artists
mobility.

The Artist Immunity status attempts to be a form
of legal immunity and policy that is established
between governments or by member states of
UNESCO-General Conference. This ensures art-
ists are given safe immigration opportunities by
equipping them with a special visa as a part of
artist s transnational mobility. Artist Immunity
is not viewed in the same light as Diplomatic
Immunity for diplomats.

The realization of the project, involved a differ-
ent international media house to publish a fake
news article on the occasion of April Fools Day ie.
1st April 2012. Part of the media who published
the news in their official webpage in the men-
tioned date was: DOMUS Magazine, Miteroi.se,
KOSOVO 2.0, Frankfurt Gemeine Zeitung, and
Motto Distribution.



UNESCO empowers artlsts

The recently approved International Convention on the Immunity for the Emigrant Artist grants

arftists the right to travel, work and reside anywhere in the globe A news report from Paris

UNESCO has succeeded in the transposition of the "International
Convention on the Immunity for the Emigrant Artist" — regarding visa
regime issues after the last state member of the UNESCO-General-
Conference adapted the law relating to the free movement of artists.

The decree was approved by the UNESCO-General-Conference in 201 1's last

1eeting in Paris. The decrees' special concem is to provide emigrant artists
w1th a pamcular status of immunity. With the Artist Immunity
implemented, the decree states that artists will be: free to travel across the
borders of the Globe; provided with necessary working permits; enabled to
produce art works; and facilitated with a right to reside in the country of
their choice.

The privilege of the Artist Immunity will be granted to everyone
(irrespective of race, colour, sex, language, religion, political or other
opinion, national or social origin, economic status or birth) who can
successfully verify and confirm their artistic status to the state's authority in
the country of their choice.
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Lana Cmajéanin

20.000, sykatdotaon hxou, petaPAntés SlacToEls,

"Hxos oto Bpdxo, didpkeia evos Koppauou 5’ 6" x 5,

2012

H Lana Cmajéanin napatnpei Kai yiveta
pdptupas. Zto €pyo s - 20.000 - npooeyyidel 10
npoPAnpa twv Blacpwv og cuvBnkes nonépou
Kal to npéPAnpa s KoIvwvIKNSs dyvolas Kai tns
KOIVWVIKAS NEPIBWPIONOINONS TwV YUVAIKWOVY NoU
eniBiwoav and to Blacpod.

Ta avanidyia nou ekB€tel avanapdyouv pia
BniBepn pewbdia pe duadikés votes nou Petpolv
and 1o éva éws to gikoaol xiINiades, évas apiBuds
nou &ev teneicbvel and napapével adpiotos -
1600 adpIoTos 600 Kal n olwnh. APIEPWVEI TO
€pyo tns o€ OMes Us yuvaikes nou Bynkav kai
piAinoav, anAd pindel ek pépous ekeivav nou
6ev ynopoulv va 1o kadvouv. H pwvh autwv

nou eniBiwoav yivetal n Gpwvn ekEivwv Nou
olwnnoav. H Lana katayyéAnel tnv acuvéneia
wwv Beopv tns dikaloolvns Kal v aduvapia
biekdiknans enavopBwons, ekppdadlovias
napaninna tov npofAnpatiopd tns yid to katd
néoo undpxel IKavonointukn enavopBwon £neita
ané éva Biaopo.

O1 pwvés Nou akoUe h ol opinouvtes aplBuoi
€ival ol pwvés Bupdtwy npiv h petd to éykAnpa

- «To dwpduo Bubiotnke oto okotddi», KAvovtds
Has va ¢paviaotoUUE Tn PPIKIOCUKN OKNVA Nou
£€nafe xwpa npiv h apou éofnoe 1o pws. Mas
KAvel va gaviaotoUpe 1o adiavénto. Auth nou
enifiwoe dpws b xpeiadetal paviacia otav Aéel:
«©a pnopouaca va Tov avayvwpiow Kal Yetd ano
gikoal xpoviax. Mwms gival Suvatdv va Eexdoel 10
Baoaviotn wns; Oco Cel, Oa ouvexioel va (el péoa
s Kal o Bacaviotns s.

Avtiotoixa, o Bacaviotns (el oto nepiBdnnov tns,
OtNV OIKOYEVEIA TNS, OTN XWPA TNS.
Anoé v Andreja Dugandzi

Lana Cmajéanin

20.000, sound installation, dimensions variable, sound
in the loop duration of one track 4’ 6" x 5, 2012

Lana Cmajganin observes and witnesses. In her
work - 20.000, she addresses the problem of war
rape and the problem of social ignorance and
social marginalisation of women who survived
rape.

Music-stands she exhibits bring a sad melody to
binary notes, which count one to twenty thou-
sand, a number which does not end but stays
rather indefinite - as indefinite as the silence is.
She dedicates her work to all the women who
spoke out, but speaks for those who cannot.
The voice of the survivor is the voice of the silent
ones. Lana warns to inconsistency of institutional
justice and inability to claim reparation, along
with a thought whether any reparation could be
satisfying in an afterlife or rape.

The voices we hear, or the speaking numbers,
are voices of victims prior to, or after the crime

- “The room went into a completely dark”, mak-
ing us imagine the horrifying scene that has hap-
pened, before or after the light went off. She
makes us imagine the unimaginable; however,
the survivor needs no imagination when she
speaks: “l would have recognized him in twenty
years.” How could she forget her torturer? As
long as she lives, her torturer lives in her.

Likewise, the torturer lives in her surrounding,
her family and her country.
By Andreja Dugandzi



AN

105



KYPIQX MPOrPAMMA MAIN PROGRAM

106

Att Poomtangon

O 8iaBonos kpUPetal ous AenTopépeEles,
ox€610, akPUAIKA PNoyld o avakUKAWEVES KOUTES and
Xaptovi, nenieapévo xapti (nanié paoé), 60 x 200 x 30
€K., 2012

210 O AigBonos kpUPetal ous AentopépEIES MOU
unonoinBnke otn Néa Yopkn, o Poomtangon
avagépetal oto péno nou diadpapducav ol
HIA otnv tpéxouca naykdopia olkovopia Kal
ota Paivopeva nou cuvbéovtal Pe auto 1o

po6fo énws n e§dptnon and us I0aywyés, n
anepiokentn SIAXEiPION TwWV PUOIK®Y NOPWV Kal
0 ungpkatavanwuopos.

Itous 6popous tou Mavxdtav, o Poomtangon
OUYKEVTPWOE Ta unonpoiévia ns
NAayKooMIONOINKEVNS OIKOVOUIAs: YETAOXNUATIOE
apETPNTA XAPTOKOUTA O€ TETPAYWVOUS MNiVAKES, UE
US XWUnntés wnwpéves diapnpioels va anotedouv
KevipIké onukd potifo.

Itn oslpd The Garden of the Earth (O

Khnos s ns) pia nio Npooekukn paud
anokaduntel tnv KaNAITEXVIKA XElpaywynon
tou nNoAAd unooxopevou, Paivopuevikd opatou
KatavanNwuKoU KOCHOU TwV I6AVIKWV HAVYKO
Kal twv téAgiwv noptokadiwv: avaduovtal
MIKPOOKOMIKES, KAPTOUVIOTKES PIYOUPES KAl
KOPIKATOUPES UNEPNPWWY MNoU avakaAuniouv
naixvididpika tov KOopo tous. Evav k6opo
nou anoteneital and uneppey£On ppouta oto
npokaBopiopévo niaiolo twv Nivakwyv and
xaptékouta. Mg ca@h avapopd oto HECAIWVIKO
tpintuxo The Garden of Earthly Delights

(O Knnos twv Eniyeiwv AnoAadcswv) tou
lepcovupou Mnos, o Poomtangon aneikovidel
éva ané ta apxikd otdadia avantwugns tou
kanitafiopoU, oto onoio ol aBwol nonites,
nou &ev gival oUte kanoi oUte Kakoi, dev
€xouv avuin@Osi akdun Us CUVENEIES TWV
npa&ewv tous. Autd ta nAdopata sival pikpd
Kkal elBpaucta og ouykplion pe to nepiBanfov
T0US, £101 WOoTe td B€AyNnTpa Kal ol MEIPACHOI Tns
eywnaBous katavadwukns Kal kepdookonikns
oupnepipopds va eniokidlovtal navia and
kanola aneifi - o diaBonos KpuPetal ous
Aentopépeles.

Att Poomtangon

The devil is in the details, drawing, painting
acrylic on recycle commercial cardboard produce boxes,
papier-maché, 60 x 200 x 30 cm, 2012

In The Devil is in the Details, produced in New
York, Poomtangon deals with the role played

by the US in current global economics and the
phenomena connected with this role such as the
dependence on imports, the reckless handling of
natural resources and excessive consumerism.

In the streets of Manhattan, Poomtangon col-
lected the by-products of a globalized economy:
he transformed countless cardboard boxes, into
rectangular boards, whose striking printed ads
become a central visual motif.

In the series The Garden of the Earth, the artis-
tic manipulation of the promising, ostensibly
visible consumer world of ideal mangos and
perfect oranges only becomes evident after a
closer look: tiny, comic-like figures and carica-
tures of superheroes emerge, who playfully dis-
cover their world made up of oversized fruits in
the predetermined framework of the cardboard
cut-outs. In a reference to the medieval triptych
The Garden of Earthly Delights by Hieronymus
Bosch, Poomtangon portrays one of the initial
development stages of capitalism, in which the
innocent individuals, who are neither good nor
evil, are not yet aware of the consequences of
their actions. In relation to the surrounding envi-
ronment, these creatures are small and delicate,
so that the lure and temptations of the self-ab-
sorbed consumer and profit-seeking behavior is
always overshadowed by something threatening
- the devil is in the details.
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Armando Lulaj

KANQAIA, eykatdotaon - avukeipevo (600 BiBdia),
petaBAntés Siaotdoers. Ekd6otns: DC BOOKS, 2013

AYANAIA
Ykotddi otn oknvh.

Mévo éva anand pws pwtilel 1a xéPIa Tou
niaviota ndvw oto kAapI€ evos peydiou padpou
nidvou - ota aploteEPd Tou KoIvou - oto Oei
KEVTPO TNs OKNVAS.

O niaviotas Eekiva naidovtas t XUvOson 21
Seuteponéntwv WikiLeaks.

Tautdyxpova pE 10 NIAvo akouyetal pia pwvh
- €pXxetal ano 1o aplotepd KEVIPO NS oKNVNS

- va 61apadel éva diaPabuiopévo €yypa@o tou
WikiLeaks.

Metd tnv npwtn npdtaon, epgavidetal éva 20
anand @ws - ota 6e€1d Tou Kolvou - ndvw and
oV KaAItéxvn Nou OTéKETal PNPOOoTd OTO KOIVO,
Kpatwvtas éva xapti oto e€i tou xépl.

H @wvn gival kaBaph kai Suvath kabws o
kanAItéxvns ouvexiCel va diafadel xwpis va
otapatd akodouBmvtas to pubuod tns ocuvBeons
nou ouvexilel va akouyetal adidkona.

O kandAitéxvns oAokAnNpwVEl thv avayvwon.

O miaviotas nailel anAn pia @opd tn ouvOeon Kal
otapatd.

Ytékovtal Kai ol duo.

O kaAAItéxvns pnpootd oto KoIvo - o niaviotas
pnpootd oto niavo.

Ykotddi otn oknvn.

AYNAIA

Armando Lulaj

CABLES, installation - object (two books), dimensions
variable. Publisher: DC BOOKS, 2013

CURTAIN
Dark on stage.

Only a soft light over the pianist hands on a
black grand piano keyboard - to the left of the
public - on the right centre of the stage.

The pianist starts playing the 21 seconds
WikiLeaks Composition.

Simultaneously with the piano a speaking voice
- coming from the left centre of the stage - read-
ing a WikiLeaks Classified document.

After the first sentence, a 2nd soft light - to the
right of the public - over the artist standing in
front of the public holding a paper in his right
hand.

The voice is clear and strong as the artist contin-
ues reading without stopping in synchronization
with the composition that repeats itself uninter-
ruptedly.

The artist finishes his reading.
The pianist plays the composition one more time
and stops.

They both stand.

The artist in front of the public - the pianist in
front of the piano.

Dark on stage.

CURTAIN
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Karmelo Bermejo

u

u

126 keva diaoctNpaAta, 6oes kai ol adeles Béoels,
Bivteo, névie anodei€els xpnpauotnpiak@v cuvanaywyv
(17,8 x 14,1 x 2,6 K. ékaotn), 126 kaptes enififaons o€
nAaiolo (208.5 x 48 k. ékaato, 60°, 2012, www.karmel-
obermejo.com.

H 1onavikn tpdnela Santander xopnynoe ta
Kepanaia yia 1o €pyo pe tov titlo

"1

yla t dnpioupyia evés kannitexvikou épyou
nou Oa xpnaoigonolouviav yia kepdookonia pe
petoxés tou opidou Bankia. Ta kepanalakd képdn
S1atéBnkav yia tnv ayopd éAwv twv Bécewv pias
npoypappatcpévns nthons and v Eupwnn
npos tnv Appikn, €101 WOTE To agponidvo va
netd&el adeio.

To kandokaipi tou 2012, ev péow s Kpions tns
Eupwdwvns, n lonavikn KuBépvnon avélaPe
oV £éfgyx0 ToU lonavikoU Xpnpatonictwukou
opifdou Bankia. Or1 petoxés tou opiflou
obnynoav tous petdxous os anwneia 90%

WV XPNPAtwv nou ixav enevouoel. Adyw
autoy, n afia twv Petoxwv napouaciale peydnes
Siakupdvoers, aveBaivovias péxpl kal 30%

ka1 katakpnpvi{éuevn tnv idla nuépa. Autd

10 peuotd oevdplo, nou nNPokANBnke and ta
Hedge Funds tou City tou Aovbivou nou eixav
avandaPel us PETOXEs, OUVEXIOTNKE yia NoAnés
pépes. Tote xpnaiponoindnke to ocuvonikd

nood twv kepaddiwv nou xopnyndnkav and
v Tpdnela Santander (péow tou I6pUpatos
Bot n) yia tTnv aviadfayn twv PJETOXWV Kal Ty
ayopd titdwv Bankia, pe avodikh tdon péoa otnv
npépa kai Beukod kAegiolpo tnv enduevn npépa.
Ta kepanalakd képdn diatéBnkav yia tnv ayopd
6Awv twv Béoewv PIas NPoypaupatopévns
nthons uynAins nepidédou. H nthon anoyeimOnke
10 Bpdadu wns 24ns Auyouotou aus 11:30 p.p.
and n BapkeAwvn pe npoopiopd v Tuvida

kal nétage adeia. 126 kaptes enififaons eivai
tonoBetnpéves oe nAaiolo €101 wote va deixvouv
v tonoBeoia kaBe Béons péoa oto agponndavo.

' 126 keva diaocthpata, 6oes kal ol ddeies BEaels.

Karmelo Bermejo

"

u

126 blank spaces, as many as empty seats, video,
five receipts of the Stock Market operations 17,8 x 14,1
X 2,6 cm each), 126 boarding pass framed (208.5 x 48
c¢m each), 60, 2012, www.karmelobermejo.com

The work entitled

1 was funded by the Spanish bank Santander
to produce a work used to speculate with Bankia
shares. The capital gains were assigned to the
purchase of all the seats of a scheduled flight
departing from Europe and bound to Africa, so
that it flew empty.

During the summer 2012, in the middle of the
euro zone crisis, the Spanish state took control
of the Spanish banking conglomerate Bankia,
whose shares made its shareholders lose 90%
of the money they had invested. In this context,
the shares’ value varied strongly, raising up to
30% and then going down deeply during the
very same day. This volatile scenario caused by
the Hedge Funds of the City of London operat-
ing the shares, kept on for several days. It was
then when the total amount of the funds grant-
ed by the Santander bank was used -through
the Bot n Foundation- to trade the shares, buy-
ing Bankia securities with a raising trend within
the day and closing with benefits over its value
the next day. The capital gains were assigned to
purchase the seats of a scheduled flight in high
season that took off in the night of the 24th
August, at 11.30 pm, from Barcelona to Tunis,
so that it flew its way empty.126 boarding pass-
es, framed according to the position of each seat
inside the plane.

1126 blank spaces, as many as empty seats.
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Jens Haaning

EANAAA, in-situ eykatdotaon, 2013

Jens Haaning

EANAAA, site-specific installation, 2013
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THE AESTHETICS OF THE
SMALL ACT

H Adela Demetja yevvnBnke ota Tipava to

1984, onoudaoe oto Art Academy ota Tipava

kai oto College of Design otnv KapAopoun,

otn leppavia. Qs eniotNpoVIKA cuvepyatns

tou I6pUpatos Robert Bosch Foundation oto
«Culture Manager from Central and Eastern
Europe» yia 1o 2007 - 2008 epydotnKe ws EKTAKIN
enipenntpla oto Lothringer 13 - Stadtische
Kunsthalle Miinchen. To 2013 anogoitnce ané to
nPoypappa petantuxiakwy onoudwv Curatorial
Critical Studies, Stadelschule kar Goethe
University Frankfurt am Main otn leppavia.

‘Exel empennOsi apketés Siebveis ekBEaels kal

ekbnAwoels og S1aPopes Eupwnaikés XwpES.

Ta evllapépovid tns EMNIKEVIPMVOVTAI OTOV
TOMED TV GUYXPOVWV EIKACTIKWYV TEXVWV, TNV
noAtoukh noAItKA Kal txvn Kai tn Bswpia
T0U KIvnpatoypdgou. To 2010 iSpuoe 1o Tirana
Art Lab - Center for Contemporary Art otnv
AfBavia to onoio kai S1eubuvel ta tedeutaia
pia xpodvia. Meta&U twv KadAITEXVMV NoU €XEl
piNo&evhoel n Demetja o€ atopikés ekBEoels
ouykataiéyovtai ol Damir Ocko kai Armando
Lulaj. Exer empennOei Bepaués exBéoels petagu
wv onoiwv ol napakdtw: Voices of Truth (ue
tous Adrian Paci, Ibro Hasanovic, Damir Ocko,
2012), Feedback 1989 (ue tous Roland Albrecht,
Stephan Balkenhol, Nikolin Bujari, Uro  Djuric,
Jakup Ferri, Driton Hajredini, Julia Kissina,
Ledia Kostandini, Petrit Kumi, Armando Lulaj,
Istvan Laszlo, Jin Lie, Peggy Meinfelder, Anke
Mila Menck, Beatrice Minda, Juli Ndoci, Alketa
Ramaj, Albrecht Schéafer, Zuzanna Skiba, Kamen
Stoyanov, Gabriela Volanti, 2009)

Adela Demetja born in Tirana in 1984, stud-

ied art at the Art Academy in Tirana and at the
College of Design in Karlsruhe, Germany. As a
fellow of the Robert Bosch Foundation in the
“Culture Manager from Central and Eastern
Europe” in 2007-2008 she worked as a guest cu-
rator at the Lothringer 13 - Stadtische Kunsthalle
Miinchen. In 2013 she graduated from the
Master Curatorial Critical Studies at Stadelschule
and Goethe University Frankfurt am Main,
Germany. She curated a number of internation-
al exhibitions and events in different European
countries. Her interests lie in the areas of con-
temporary visual arts, cultural policy and art and
film theory. In 2010, she founded Tirana Art Lab

- Center for Contemporary Art in Albania, which
she has been directing for the last three years.
Among the artists Demetja has featured in solo
exhibitions are Damir Ocko and Armando Lulaj.
Thematic exhibitions she has curated include:
Voices of Truth (With Adrian Paci, Ibro Hasanovic,
Damir Ocko, 2012), Feedback 1989 (with Roland
Albrecht, Stephan Balkenhol, Nikolin Bujari, Uro$
Djuric, Jakup Ferri, Driton Hajredini, Julia Kissina,
Ledia Kostandini, Petrit Kumi, Armando Lulaj,
Istvan Laszlo, Jin Lie, Peggy Meinfelder, Anke
Mila Menck, Beatrice Minda, Juli Ndoci, Alketa
Ramaj, Albrecht Schafer, Zuzanna Skiba, Kamen
Stoyanov, Gabriela Volanti, 2009).

H Flaka Haliti yevvnBnke to 1982 otnv Mpicuva.
Zel kal epyadetal peta&u Movaxou, Mpicuvas
Kal Biévvns. To épyo tns €ival evvolonoyiké

ka1 Bacidetal otn XpNon HIKTWOV PECWV.
Ano@oitnoe to 2006 ané to Academy of Arts
oto MNavemothpio tns MNpictuva Kal CUVEXIOE TNV
eknaibeuon tns oto didotnpa 2008-2013 oto
Stadelschule, Meisterschule Fine Arts Frankfurt
am Main otn leppavia. Exel napouaoidoel 1o
€pYO NS OE ATOHIKES Kal OPadIKES eKBETels o€
Xwpous kal ekdbnAwaels dnws: MUSAC, Museum
of Contemporary Art of Castilla otn Agdv tns
lonavias, otn Martin Janda Gallery otn Biévvn,
Stacion - Center for Contemporary Art otnv
Mpiouva, Kosovo Ar Gallery otnv Mpiouva, press
to exit project space ota Zkoénia, Tn Mnievane
Bpu&ennwv, Vienna Fair, Sculpture Museum
Gliptoteka HAZU oto Zaykpepn, Weltkulturen
Museum otn ®pavk@ouptn, Artist-run Sweden
Art Fair otn Ztokxénpun, Sparwasser HQ oto
Beponivo, Museum of Contemporary Art
Vojvodina, Napon ato No1 Zdvt, Mnievane
SPAPORT oto Zapdyefo, Haus der Kulturen der
Welt oto Bepodlivo, Portikus otn ®pavkpouptn
K.An.

‘Exe1 kepbioel 1o Mpwto BpaPeio «Agriculture and

Banking» nou SlopyavaBOnke ano to Stadelschule
ka1 tn Rentenbank otn leppavia. Ané 1o 2013
eknovei tn 616aktopikn s diatpifn (PhD in
Practice Program) otnv Academy of Fine Arts tns
Biévvns otnv Auotpia.

Flaka Haliti, born 1982, Prishtina. Lives and
works between Munich, Prishtina and Vienna.
Her work is conceptual based using mix media.
She graduated in 2006 from Academy of Arts,
Prishtina University and later on from 2008-



2013 continued her education at Stadelschule,
of Meisterschule Fine Arts Frankfurt am Main,
Germany. Her work has been shown in solo and
group exhibitions including places and institu-
tion like MUSAC, Museum of Contemporary Art
of Castilla, Lebn Spain; Gallery Martin Janda,
Vienna; Stacion - Center for Contemporary Art
Prishtina; Kosovo Ar Gallery, Prishtina; press to
exit project space, Skopje; BRUSSELS BIENNIAL 1;
Vienna Fair; Sculpture Museum Gliptoteka HAZU,
Zagreb;Weltkulturen Museum Frankfurt; Artist-
run Sweden Art Fair, Stockholm; Sparwasser .HQ.
Berlin; Museum of Contemporary Art Vojvodina,
Napon Novi Sad; SPAPORT BIENNIAL, Sarajevo;
Haus der Kulturen der Welt, Berlin; Portikus,
Frankfurt Main etc.

She is a winner of the First Prize of »Agriculture
and Banking«, organized by Stadelschule and
Rentenbank, Germany. Since 2013 she is perusing
her doctoral studies in PhD in Practice Program at
Academy of Fine Arts Vienna, Austria.

H Lana Cmajéanin yevvinBnke to 1983 oto
YapayePo own Boovia kai Epleyoivn kai
onoubdace otnv Academy of Fine Arts tou
Tapayefo. Av kal n enionpn gknaibsucn tns
agopouce tn yAunukn, n idia xpnolponolsi
nAnBwpa péowv onws Pivieo-ektenéoels,
gykataotdogls, in-situ £€pya Kal yKataotdoels
fAixou. H Lana Cmajéanin gival cuv-16pUtpia tns
Association for Art and Culture Crvena kai péfos
tns Association of Visual Artists tns Boovias kai
Epleyopivns and to 2008.

‘Exel ouppetdoxel os nonnés diebveis exBEoels,
pe nio npéo@ates us napakdtw: NGBK,
Beponivo (Spaceship Yugoslavia); ArtPoint
Gallery, KulturKontakt Austria, Biévvn, (|
Advocate Feminism), 1st Time Machine
Biennale of Contemporary Art, Konjic, Center
for Contemporary Art, TeA ABiB, (Prolonged
Exposure), El Parqueadero, Mnoykotd, Kofopia
(Decolonial Aesthetics), Gallery Atopia - film

& videokunst, Oofo, NopBnyia, Gallery P74,
Aloupnfidva, (Global South), ISCP, Néa Yépkn,
(Secondary Witness), Good Children Gallery,
Néa OpAedvn, (That Passes Between Us), MMC
KIBELA, Mapipnop, (I will never talk about the
war again), <rotor> association for contempo-
rary art, [kpats, (Be realistic - demand the im-
possible!), Skuc Gallery, Aloupnfidva (If you're
trapped in the dream of the other, you're
fucked), NGBK - Neue Gesellschaft fiir Bildende
Kunst, Beponivo (Spaceship Yugoslavia - The

Suspension of Time) , Fargfabriken - Centre for
contemporary Art, Architecture, (I Will Never Talk 2
About The War Again) Society. (
Lana Cmajéanin born in 1983, Sarajevo, Bosnia

and Herzegovina, studied at the Academy of

Fine Arts, Sarajevo. Although she was formally

trained as a sculptor, she uses a variety of media

like video-performance, installations, site specific

works and sound installations. Cmajéanin is co-

founder of the Association for Art and Culture

Crvena and member of the Association of Visual

Artists of Bosnia and Herzegovina since 2008.

She has participated in many international exhi-
bitions, recent includes: NGBK, Berlin (Spaceship
Yugoslavia); ArtPoint Gallery, KulturKontakt
Austria, Vienna, (I Advocate Feminism); 1st
Time Machine Biennale of Contemporary Art,
Konijic; Center for Contemporary Art, Tel Aviv,
(Prolonged Exposure); El Parqueadero, Bogot ,
Colombia (Decolonial Aesthetics); Gallery Atopia
- film & videokunst, Oslo, Norway; Gallery

P74, Ljubljana, (Global South), ISCP, New York,
(Secondary Witness), Good Children Gallery,
New Orleans, (That Passes Between Us), MMC
KIBELA, Maribor, (I will never talk about the
war again), <rotor> association for contempo-
rary art, Graz, (Be realistic - demand the impos-
sible!), kuc Gallery, Ljubljana (If you're trapped
in the dream of the other, you're fucked), NGBK
- Neue Gesellschaft fur Bildende Kunst, Berlin
(Spaceship Yugoslavia - The Suspension of Time)
, Fargfabriken - Centre for contemporary Art,
Architecture, (I Will Never Talk About The War
Again) Society.
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O Att Poomtangon yevvnBnke to 1973

otn Mnavykék otnv Taifdvén kai to 1999
oAokANPwWOE TS OnoudEs Tou atnv téxvn, P
e€e1bikeuon otn yAunukn, oto University of
Chiangmai otnv Taindvén. Zuvéxioe us onoudés
tou oto Stadelschule otn ®pavk@ouptn 1o 2004
Kal oAokANPWOE TS PETANTUXIOKES TOU OMOUbEs
otwnv 1a€n tou Tobias Rehberger. Zel kal epyadetal
otn ®pavkeouptn Kal oto Toldvyk Mdi. Meta
andé noAnés ekBéoels otnv Taindvon, ékave tnv
npWIn tou atopikn €kBeon otn Meppavia to
2008, oto Nassauische Kunstverein Wiesbaden.
AkondouBnoav kal dAnes atopikés ekBEoels oTo
Portikus otn ®pavkpouptn (2009) kal otnv
FELDBUSCHWIESNER Gallery (2009 ka1 2012),
KaBws Kal opadikés ekBEaels otn Mnievdne
Bevetias (2009), oto Festival des Beaux Arts/
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Pinakothek der Moderne oto Mévaxo kai

oto Bangkok Art and Culture Centre/Goethe-
Institute Bangkok, otnv Taifdvén (2010). Mio
npéopata €00t ta épya tou o€ pia opadikn
€kBeon oto Den Frie Centre of Contemporary
Art otnv Kongyxayn (2012) kai oto Kunstverein
Oldenburg (2012). O Att Poomtangon éxel
uunOei pe Sidpopa BpaPeia kal unotpoPies
oupnepinapBavopévou tou Bpafeiou DAAD yia
tov Kanutepo Eévo Kanditéxvn (Outstanding
International Artists) (2006), to Bpafeio
Frankfurter Verein fiir Kiinstlerhilfe kar tnv
unotpogia studio scholarship NY/USA nou
anovepnBnke and to Hessische Kulturstiftung
(2010).

Att Poomtangon, born 1973 in Bangkok,
Thailand completed his studies in art, specialis-
ing in sculpture, at the University of Chiangmai,
Thailand, in 1999. He continued his studies at the
Stadelschule in Frankfurt a. M. in 2004, graduat-
ing as a Masters student from the class of Tobias
Rehberger. He lives and works in Frankfurt and
Chiang Mai. Following numerous exhibitions

in Thailand, he had his first solo exhibition in
Germany in 2008, at the Nassauische Kunstverein
Wiesbaden. This was followed by further solo
exhibitions at the Portikus in Frankfurt a.M.
(2009) and at FELDBUSCHWIESNER Gallery (2009
and 2012), as well as group exhibitions at the
Venice Biennale (2009), the Festival des Beaux
Arts/ Pinakothek der Moderne, Munich and

the Bangkok Art and Culture Centre/ Goethe-
Institute Bangkok, Thailand (2010). Most re-
cently he exhibited his works in a group exhibi-
tion at Den Frie Centre of Contemporary Art,
Copenhagen (2012) and Kunstverein Oldenburg
(2012). Att Poomtangon has received various
awards and scholarships including the DAAD
Prize for Outstanding International Artists
(2006), the prize of the Frankfurter Verein fiir
Kiinstlerhilfe and the studio scholarship NY/USA
awarded by the Hessische Kulturstiftung (2010).

O Armando Lulaj eivar Beatpikos cuyypagéas,
ouyypagéas Kelpévwy texts on risk territory

Kal cuyypagéas taiviwv, producer of conflict
images, o Armando Lulaj givai évas vnpdanios
kal auBdadns avadutns twv SiaBéoewv Kal
pNXaviopwv ths dUvapns nou KpUPetal oto
Nnapaoknvio twv S1EBvms avayvwpIiopévwy
pop@wv. Agv enBupei tn dikaiwon ato nAaicio
TOU tonikoU avhkelv. AvtiBeta, npooavatoniletal
otnv €Nitacn tou opiou Peta&U OIKOVOUIKAS

Suvapns, gikovikns dnpokpatias Kal KoIVWVIKNS
Slapopds og naykéopio cuykeipevo. To 2003
ibpuoe 1o Debatikcenter of Contemporary Art.
To Debatikcenter €ival éva kévipo Siandyou
nou otoxeUel otnv avaiuon twv NpéoPatwv
affaywv otn oUyxpovn Kolvwvid. Tov teAeutaio
kaipd, 1o Debatikcenter Production Distribution
anotenei KUpiws o€ KEVIPO yia Napaywyn
taiviov. O Armando Lulaj éxel cuppetdoxel

oe ekBéaels dnws: Mnievane Mpdyas (2003,
2007), Mmevane Tipdvwv (2005), the Albanian
Pavilion otnv 52n Mnievdane Bevetias (2007),

4n Mnievane Mkétepnopyk (2007), 8n Mnievane
YOyxpovns Téxvns Badukns, Szczecin, MoAwvia
(2009), 6n Mniievane Beponivou (2010) kai to
630 Berlinale Film Festival (2013). Meta€u twv
AoINwv Npoypappdtwy UNOTPOPIMY UNOPOULE
va avapépoupe to IASPIS (2010).

Armando Lulaj is a play-writer, a writer of texts
on risk territory and film author, producer of
conflict images, Armando Lulaj is a lucid and dis-
respectful analyst of the dispositive and mecha-
nisms of power hidden backstage of the interna-
tional claimed forms. He has no desire to riven-
dicate the context of local belonging; rather, he
is orientated toward accentuating the border
between economical power, fictional democracy
and social disparity in a global context”. In 2003
he founded the Debatikcenter of Contemporary
Art. Debatikcenter is a debate centre who wants
to analyze the recent changes in contempo-

rary society. Recently, Debatikcenter Production
Distribution has become more of a centre for
film production. Armando Lulaj has participat-
ed in exhibitions such as: The Prague Biennial
(2003, 2007), Tirana Biennial (2005), the Albanian
Pavilion in the 52 Venice Biennial (2007), the

4th Gothenburg Biennale (2007), the 8th Baltic
Biennial of Contemporary Art, Szczecin, Poland
(2009), the 6th Berlin Biennial (2010) and the 63.
Berlinale Film Festival (2013). Among others resi-
dency programs we can mention IASPIS (2010).

O Karmelo Bermejo (1979) eivai évas kadfitéxvns
HE Kataywyh anod tn Xwpa twv Baokwv. To €pyo
T0U g0uddel otnv aveUpeon 1poénwv Katddeigns
TV olkovoplwv a&ias (eunopikns a&ias h KUpous)
WV opatwv/adpatwv Sopmv oUyxpovns TEXVNs
Kal tnv 1I81WTKA N KPATIKA Xpnpatodotnon tous.
O Karmelo Bermejo éxe1 6ol o€ Asitoupyia

éva pnxaviopo nou tenikd unoypappicel

v ungpdopn tns wpns katavaAwukns
Kolvwvias, oto Babud nou napdyel 1o



napadoo avadinAoupevn gtov €AUTO TS Kal
XPNPAtod0twvIas Tov E0pTacpd TNs KATaoTtpoPhs
ws. H Aoyikh niow and us npdageis kai ta €pya
TOU €ival n avagopd o€ pia onpavukh onatdin:
TN XEIPAy@yNon s olkovopias noAuténeias nou
undpxel yopw and kdbe épyo téxvns. 10 €pyo
tou «L-Shaped Hooks in Solid Gold for Hanging
Works of Art. The Golden Hooks are Hidden

by the Works of Art they Support», 2009, o
nAoutos sppaviletal 6x1 povo ws dlakoopuntkéd
oroixeio anAd ws Kpuppévos Bncaupsds. Avti va
npocdwoel afia otnv eNIPAVEID TWV MIVAKWY,

0 ouAféktns Kal To KoIvé npénel va ya&ouv tnv
npaypatukn afia og KA Nou gival KPUPEVO Niow
anod 1o €pyo téxvns, d5nAadn oe kGu nou anotensi
MEPOS TwV UNIKWVY KAl KOIVWVIKWV oWV Nou 1o
Kd@vouv va Adunel.

3 Bataille, Georges. Notion of Expenditure, 1933

Karmelo Bermejo (1979) is an artist from the
Basque Country, whose work is concentrated

in finding the ways to put under evidence the
economies of value -commercial value or pres-
tige- of the visible/invisible structures of contem-
porary art and their private or public funding.
Karmelo Bermejo has set in motion a mechanism
that ultimately underlines the superstructure of
the raw consumer economy, to the extent that

it generates the paradox of it folding into itself
and financing the celebration of its own destruc-
tion. The logic of his actions and works is refer to
a critical waste: the manipulation of the luxury
economy that exists around every work of art.

In his work “L-Shaped Hooks in Solid Gold for
Hanging Works of Art. The Golden Hooks are
Hidden by the Works of Art they Support”, 2009,
wealth appears not only as an ornament, but as
a hidden treasure. Instead of giving value to the
surface of paintings, the collector and the public
have to look for the real value on something hid-
den behind the work of art, that is as part of the
material and social structures that make it shine.

3 Bataille, Georges. The Notion of Expenditure,
1933

O Jens Haaning (xpovonoyia yévvnons: 1965)
eival évas kanAiéxvns nou el kai epydadetal
owmnv Koneyxdyn tns Aavias. To £pyo tou
Aavou kadAitéxvn Jens Haaning eouddel otnv
avaduon tns dopns ths oUyxpovns KoIvwvias
Kal atov 1pdno e Tov onoio ekdnAwvetal Kal
ekppdadetal n Suvapikn oto ecwtePIkd auTAs

s dopns. Opiopéva anod ta Baoikd Bépata
TV KAaAAITEXVIKWY ToU ava{ntnoswy ivai n
petavaoteuon, n Katnyoplornoinon, o patoipés o
SianoAiuopikoés didAoyos kai n evaddayh petagu
naykoopiou KamitafiopoU Kal TonIKNS KoIvavias.

‘Exel ouppetdoxel o noAudpiOpues ekOEaEls n.x.

Documenta Xl, Kassel, 9n Mnigevane tns Kwv/
nonns, Istanbul and Traffic oto CAPC Museé

d’art contemporain, Bordeaux. £to napsn0év

o Haaning éxe1 napouaoidoel épya petagu

anAwv oto Mouoeio Migros tns Zupixns, oto
Mouoeio Ludwig tns KoAwvias, oto ICA London,
oto Le Consortium otn Dijon, otn Biennale

des Arts (Ntakdp, Zeveydnn), oto De Apple

oto Apotepviay, oto Moderna Museet otn
Ytokxénpun, otn Gwangju Biennale, Gwangju, oto
Apexart oin Néa Yépkn. Ta tefeutaia dUo xpodvia
o Haaning ékave atopikés ekBéoels oto San
Francisco Art Institute tou Xav ®paveoioko, oto
IAC Institut d’art Contemporain otn Villeurbanne,
otn Goodwater Gallery oto Topévto kal otn
Wiener Secession otn Bigvvn.

Jens Haaning (born 1965) is an artist living and
working in Copenhagen, Danmark. The work of
the Danish artist Jens Haaning focuses on the
analysis of the structure of today’s modern soci-
ety and how the dynamics of the various forms
of power manifest and express themselves with-
in that same structure. Some of the key themes
of his artistic pursuit are immigration, categori-
sation, racism, intercultural dialogue and the
exchange between global capitalism and local
economy.

He has exhibited extensively, e.g. Documenta

Xl, Kassel; the 9th Istanbul Biennial, Istanbul

and Traffic at CAPC Museé d’art contempo-

rain, Bordeaux. Previously Haaning has shown

at Migros Museum, Zirich; Museum Ludwig,
Cologne, ICA London, Le Consortium, Dijon;
Biennale des Arts (Dakar, Senegal); De Apple,
Amsterdam; Moderna Museet, Stockholm;
Gwangju Biennale, Gwangju; Apexart, New York
among other institutions. During the last couple
of years Haaning has had solo exhibitions at San
Francisco Art Institute, San Francisco, IAC Institut
d’art Contemporain, Villeurbanne; Goodwater
Gallery, Toronto; and Wiener Secession, Vienna.
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