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BIENALSUR is especially
grateful to the Minister of
Culture of Saudi Arabia His
Highness Prince Badr bin
Abdullah bin Farhan

Al Saud for allowing
BIENALSUR the honor of
being part of this event in the
Kingdom of Saudi Arabia
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Earlierthisyearthe Kingdom supported Saudi conceptual artists to exhibit at
BIENALSUR, the Southern Hemisphere's contemporary art biennale, whom
were selected by the curators of from a field of thousands of
entries from over 80 countries.

Now as part of mission to take artworks around the world
we are honoured to host in Saudi Arabia, showing artists from
our own country and from different parts of the world.

These artworks are part of a conversation between nations and
between cultures. Never has it been more important to build bridges of
understanding. Artworks and the ideas they represent can engage diverse
communities around essential human truths, bringing meaning and beauty
into our lives.

General Director of , Anibal Jozami is committed to opening up
access to the arts. As he said at the opening of in Buenos Aries
earlier this year: “it is about spreading culture into places that traditionally
did not have access to culture.” I fully share and endorse that sentiment and
an important component of the vision for our country is to enrich quality of
life through access to the arts for all.

The arrival of is yet more evidence of the transformation of
arts and culture that is underway in the Kingdom, supporting our cultural
journey to enrich lives of everyone, everywhere.

We are honoured to host here in Riyadh and look forward to
building bridges of understanding to the world alongside our friends from
and the global art community.

Badr bin Abdullah bin Farhan Al Saud
Minister of Culture
Kingdom of Saudi Arabia
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Back in 2015, the interdisciplinary work we were carrying out
from the perspective of international relations and art studies
within the academic framework of the Universidad Tres de Febrero
- a public Argentine university - prompted us to consider the
challenge of reviewing the ways in which the dynamics of the
art world can be impacted by other areas. So we began to look
at the rules of the game governing the art system, and in the
course of our investigation essayed new structures, capable of
breaking down traditional formats to give birth to other dynamics.

This is how was born, a project wrought from the
exchanges conflating horizontality and equality in the relations
between the different actors and institutions from the artistic-
cultural scene. A project reflecting a deep-seated vocation to
collaborate and a genuine respect for diversity.

In a world that is divided by borders, strives to see
past this as it places value on people’s differences, arising from
the conviction that a cultural dimension is vital in contemplating
the possibilities of dialogue between different sociopolitical universes.

The project is also driven by the certainty that taking a
broad approach to culture - in terms of encouraging access to
instruments of thought - can be a new tool for those suffering the
inequalities inherent to society today. The experience of cultural
democratization which the MUNTREF has been working on
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since 2002 supports the objectives which is
seeking to expand and deepen.

After visits and consultations with colleagues, gallery-
owners, officials and other figures from the world of culture
in different countries and regions, we were convinced that our
somewhat utopian proposal could in fact be realized through a
sustained network of collaboration. However, this had to involve a
determined effort not to content oneself with structured formats
and instead consciously ponder every step, and challenge each
new situation as it arose.
This is how we constructed 2017, where we managed
to create a cartography of 16 countries, 32 cities and 84 locations,
impacting more than 25 million people of highly diverse
nationalities and origins.
For the second edition, 2019 builds on its previous
experience to grow bigger and become more complex. Now
involving 21 countries, 47 cities and over 110 locations, we continue
to dream big, listening to multiple voices that contribute to building
new bridges of dialogue and transform each art space into a
place of thought and reflection.

Anibal Y. Jozami / Diana B. Wechsler
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How do we narrate our experiences? What is the distance
between reality and fantasy? These questions are of paramount
importance in a present, which is crowded with images and
information.

Thinking with images is the proposal of this curatorial essay;
in the words of Georges Didi-Huberman, images “touch the
real” and are but traces that harbour the imaginary capacity to
replenish a diversity of meanings.

In his book The Imaginary, Jean-Paul Sartre pointed out that
“to propose an image is to create an object outside the totality of the
real, and thus, to keep reality at a distance, to free oneself from it.”

Remains, trace or liberation from the real: in any event, a set of
works such as those gathered in this project, seeks to offer the
spectator the opportunity to recover the imaginary dimension
and with it to converge with other ways of thinking, that can
expand the narrating modalities in that interstice between
reality and fantasy that we invite to explore.

The selection of works - some designed for public spaces and
others to be integrated into the sapces of Riyadh’s National
Museum - allude to different cultural worlds, and evoke different
realities that will, in turn, expand from the perception of each of
the passers-by in the Diplomatic Quarter and of those who visit
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the exhibition.

This project is an invitation to think about the different forms of
narratives offered by story-telling and the recovery of fantasies
in contemporary art. In this regard, some artists
were selected to offer their own imagination.

At the entrance to the Riyadh's Diplomatic Quarter, three
imaginary fluttering flags by Christian Boltanski, Magdalena
Jitrik and Voluspa Jarpa introduce the idea of new possible
identities arising from the artistic world.

In the park, the sculptures by Pablo Reinoso displace the
object’s original function to “exceed its own nature” by turning
the public bench into a place for meeting and chatting, thus
incorporating a ludic alternative to everyday life.

Reminiscent of the hobby horses we used to play with as children,
Betsabeé Romero's installation evoke cowboy films and medieval
battles in countless historical narratives. The simplicity of the
work is an open invitation to rethink such narratives from another
point of view.

In the National Museum, the concept we try to install through the
organization of the works in the space resonates in a labyrinth
where the audience is surprised by the discovery of each work.
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The public walk into the room through Regina Silveira’'s work, and
areimmersedinaspacefilled withimages of giantinsects printed
on the doors, the walls and the ceiling. Beyond this unexpected
entrance, it is possible to access another micro space and find
in Eduardo Basualdo's piece the aqueous universe of mermaids,
or in another room beholds the magical floral installation of
Japanese artist Makoto Azuma and the peculiar story telling by
Laurent Grasso. Additionally, spectators may be surprised by
some spatial drawings and installation by José Bechara
and Marco Maggi, or feel lost in the space with video installation
by Graciela Sacco or Paola Monzillo's textile piece made with
maps. Next, spectators can experience the notion of time by
Ayman Zedani, the identification of hopes by Faisal Samra, and
attend singular narrations by Sarah Abu Abdallah. Finally, they
arrive at the last section of the space to find the intimate world
of Fatima Al-Banawi and an imaginative work by Mariana Telleria,
featuring a giant boat that seems to have been trapped there.

This summary of a possible itinerary will be enhanced by the
experience of each of those who accept the invitation to be led
through the labyrinth, to recover other gazes through these artistic
proposals, and to build other narratives.

Diana B. Wechsler
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Diplomatic Quarter Address: Roundabout #1 -
Riyadh, Saudi Arabia Diplomatic Quarter

Artists: Christian Boltanski ™, Voluspa Jarpa ©"Y),

Magdalena Jitrik AR®

Project: An installation started by the Fondation Cartier pour
|"art contemporain Paris based on an idea by Christian Bol-
tanski FRAY

The starting point of this project was a question: how to create in a
landscape of such inspiring beauty as that of Tierra del Fuego - located
in the southernmost point of Latin America - an artistic project that
can become one with the landscape and at the same time encourage
people to reflect on its underlying nature. We discussed this issue with
Christian Boltanski, who suggested to create what we called the Flags of
the End of the World, a proposal related to the project Draw Me a Flag,
which Boltanski has been conducting for the Fondation Cartier since 2017.

Three flags designed ad hoc for this event were raised and fluttered on
the three masts of the Ushuaia Aeroclub, one of which was designed
by Boltanski himself. He was inspired by this singular location to evoke
the idea of a utopia. The other two flags are by Chilean artist Voluspa
Jarpa - a variation on her recurrent re-readings of history - and by
Argentine artist Magdalena Jitrik. On this occasion, BIENALSUR will
intervene in the urban landscape of Riyadh with these three flags as
a dislocation practice and an invitation to look at other aspects of the

city from an artistic viewpoint.
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Diplomatic Quarter Address: Roundabout #3 -
Riyadh, Saudi Arabia Diplomatic Quarter

Artist: Pablo Reinoso R

These two sculptures from Pablo Reinoso's most recent series focus
on metal seats and reflect the artist’s latest research on works of
art in urban spaces. Reinoso started the Spaghetti Benches series
in 2006, inspired by the anonymous design of a public wooden-slatted
park bench. He takes the object and opens up an array of possibilities
by giving life to the bench, which leaves behind its original form
and freely unfolds in the space. With these sculptures, Pablo Reinoso
questions the concepts that displace the object’s original function in
order to “exceed its own nature” by turning the public bench into a
place for everyday meeting and chatting.

The first Spaghetti sculptures were made of wood but on account of
his concern about their durability and his wish to work on a larger
scale, Reinoso turned to metal as an artistic medium.

With these works, the artist creates an installation for the public
to interact with directly. He does not set out to blur the boundaries
between art and design. Instead, through the production of works on
which the public can sit, he lays the foundation for a debate about the
role of artworks in the public space.
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City: Riyadh Address: Main Hall - The
Saudi Arabia National Museum - King
Faisal Rd, Al Murabba

Artist: Betsabeé Romero MEX)

“Modernity has founded its myths on the basis of images identified
as heroes: men with a determined set to their jaw, firmly seated
upon prancing horses, fine parks and avenues, and larger-than-life
monuments that are tributes to the past”.

Commissioned by BIENALSUR, Romero designed a series of 60
ceramic horse heads on poles for the small triangular space at
the entrance of the National Museum. Reminiscent of the hobby
horses we used to play with as children, they evoke cowboy films
and medieval battles in countless historical narratives.

The simplicity of the work alludes to anintimate nostalgia. The Mexican
artist deconstructs the “cult of the monument” to bring down all these
narratives as an invitation to rethink them from a different point of
view.
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Artist: Regina Silveira &%

“The first time Mundus Admirabilis was installed (2007) I used
gigantic images of insect pests taken from treatises on Natural
History in order to ephemerally occupy the inside of a large glass
box as part of the exhibition Gardens of Power at the Centro Cultural
Banco do Brasil, in Brasilia. The giant insects made up a twofold site-
specific work: one was the glass box itself and the other highlighted
the relationship with the city, the headquarters of the government
and the center of political power in Brazil. The scale of the insects is
the phantasmagoric element that made the glass box perceptible as
a giant cage, where images of incompatible, out of proportion species
seem to live in magnificent isolation.

After that first venue, the harmful insects migrated to other
contexts where the specificity of that city and its political power as
expressed by the piece were replaced by their more conspicuous
capacity to estrange and de-familiarize indoors and outdoors
architectures and spaces.” Regina Silveira, 2019
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Artist: Eduardo Basualdo ¥R

Eduardo Basualdo is well known for his large-scale enigmatic
sculptures. His interest in the relationship of bodies and spaces has
led him to develop temporary installations and interventions in different
spaces. Some of his pieces wear away and disappear over time; others
are disassembled and just wait to be put together again to challenge
other audiences.

On this occasion, a large platform with a lunar texture is flooded with
black water that sprouts cyclically from a hole on its surface. The water
covers everything but the spectators can stand on stones to behold
the shapes created by the liquid as it is drained from the surface. The
cycle is repeated in a loop. The flow of spectators, their perplexity,
explorations and the individual accounts of their experience will be
part and parcel of this enigmatic work.

This project was conceived for “A Terrible Beauty Has Been Born’,
Lyon Biennale in 2011. It is a walkable installation where the public
can enter, explore and get involved in a fictional landscape.
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Artist: Makoto Azuma VPN

In Marcelo Danta's words, “Makoto Azuma is a radical artist. His
unigque approach to creating the most visually stunning contexts for his
meticulously elaborated ikebana, bonsai and flower sculptures surprises
even the most cynical audience. His work is about making tangible the
most ephemeral of all art forms, the Japanese flower arrangement”.

Trained in traditional Japanese flower arranging techniques, he has
subverted the whole process by adding technology, photography,
video and amazing logistics in order to turn the ancient decorative
practice into a contemporary art form.

From his flower laboratory in Tokyo, Azuma imagines how his art can
reach the farthest points on Earth, and even beyond sometimes. For
BIENALSUR, Azuma decided to create a sunflower sculpture in the
saltpans of Jujuy, Argentina. He wandered through the stunning arid
stretches of Salar desert, only to bury the sculpture in an underground
bed of salt. Then he waited for a year to see the sculpture turn into
a salt flower: a metaphor of the eternal-ephemeral, life and death,
endurance and fragility.

Azuma searches for a context where flowers can change our
perception of place andlandscape but more importantly,how they can
change the interaction between people. In doing so, he is recovering
the true use of flowers in ancient society, taking it to a dimension
where people become sensitized to the fast paced world we live in.
He is a master of cultural exchange, using the universal language of
flowers to create works of art that transcend cultural barriers and
embrace our humanity. “We are destined to wither and die, for death
follows life, and his works remind us of our transient nature.”
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Artist: Laurent Grasso /¥

“The fascination of ruins”, German sociologist Georg Simmel wrote
in 1907, “is that they allow a human work to be perceived almost as a
product of nature”.

With its bird's-eye view (thanks to a drone) of the deserted alleys of
Pompeii and the lunar and menacing heights of Stromboli, Soleil
noir - a 16mm film created in 2014 for the ‘Soleil Double' exhibition -
reflects on the association between artificial and natural, inert and
lively, landscape and humanity, even without visible humans.

In the ancient Roman city (the ultimate symbol of the power of ruins
over the imagination), the only movement comes from the spectral
figure of a dog, with the air of a mythological beast escaped from a
fresco, and the unguided mechanic eye of the drone. In Soleil noir,
humanity exists only in the negative, absent mode. It is not, however,
relegated tothe long-gone past of the conventional historical universe.
If standing before ruins is akin to standing before time, what Soleil
noir offers, with its parallel editing and hypnotic soundtrack, is an
opportunity to stand before a time characterized by its indecisiveness.

This is an abstract time, capable of evoking not only the mythic time
before time (so often stirred up by the fury of volcanoes and other
natural catastrophes), but also what was and will be no more, as well
as what may come. Ruins remind us of our ineluctable finitude, joining
the past to the future and the robotic performance of the drone in the
face of our fragility.

The aporia of this vision results from a strictly “modern” conception
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and reading of the world, as demonstrated by Bruno Latour’s works.
A mechanic actor endowed with a genuine power to act, the drone
flying over Pompeii and Stromboliindeed seems a cognitively capable
and free-willed entity whose ideas and will are unfathomable.

The drone evokes the contradiction of a vision at once mechanic
and subjective, whose prowess and ability provoke strong reactions.
In response to the ancient desire to see more, the drone replaces
conventional human vision with a form of intoxication through a fluid
movement and an elevated viewpoint.
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Artist: Ayman Zedani®©AY)

Ayman Zedani is well known for his multi-layered installations that
constantly renegotiate the relationship between human and non-
human, animal and plant, organic and inorganic, land and water.
His works are based on a series of experiments and investigations
in relation to the new materialist philosophies from the agency of
matter, to the concepts of multi-species collaboration as ways of
surviving the challenges of the Anthropocene.

Azal is a time-study interactive installation that consists of objects
acting as time passage recorders. The installation consists of dyed
liquid carefully poured into pottery cups. The operation of the ink
bleeding through the cup ensures that the process is a lengthy and
active part of the artwork, and also ensures that no two cups are
identical - a different pattern emerges from the ink seeping in the cup.
Each final cup encapsulates a moment of time acting as an archive of
that period; the object becomes a time recording piece. The audience
can interact with the pieces and observe the manifestation of time in
its physical form. The installation highlights how time is completely
tangible in this experience. Moving beyond the idea of times as
instinctive knowledge, this installation explores how time can be
observed. Time becomes physical.
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Artist: Paola Monzillo (URY)

The textile expression is an essential part of American antiquity.
Behind the wefts of abstract forms, the whole natural, social and
religious universe of a culture is symbolized, thus establishing
a semiotic system of construction of social meaning. During
the Spanish colonization, the construction of cities on a regular
grid pattern was one of the factors through which control was
consolidated. Therefore, the weft and warp of the plane are
instrumental elements in the construction of this piece: a hand-
made tapestry with maps of Latin American cities, cut and linked
to each other with the handloom weaving technique. Some of the
designs allude to the iconography used in pre-Columbian textile
making, and others to the urban checkerboard pattern used in the
construction of cities in America during the colonization.

Tapestry, Footprints in the Territory presents an underlying debate
on the traces of power that can be observed beneath the layout of
each city, the typical appropriations of the cultural conquests and the
myths and imaginaries around our own origins and identity.

The work stresses on the relationship between the past and the
present, between collective memory and oblivion, revealing the ways
in which time overlaps and is rewritten in the territory as though in a
palimpsest.
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Artist: José Bechara G/

Since 2002, when he started his production of sculptures and insta-
llations, José Bechara has developed his own language through the
diverse use of methods and materials, giving rise to new experien-
ces in the pictorial and three-dimensional field.

In 2007, he started a series of sculptures entitled Graphic Sculptu-
res or Spatial Drawings, which were made from an array of separate
elements that allow the “loose parts” of the piece different possible
arrangements in their relationship with the space that houses it.
Although the Graphic Sculptures series arises from three-dimen-
sional actions, these works allude to experiments of drawing in real
space and thus take the void as a kind of substance to be sculpted.
These pieces do not conform to any previous organization and can
be adjusted to the space where they will be displayed or the lands-
cape around them.

The light, whether natural or artificial, casts shadows on the walls
and the floor, thus extending the territories or graphic forms of the
pieces into real space.
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Artist: Marco Maggi (VR

“I propose a visual field that wants us to multiply our sympathy for
the insignificant,” says the artist.

Marco Maggi has a penchant for artistic alchemy, transforming the
simplest or most fragile of things — from scissors and aluminium foil
to office post-its and colored pencils—into works of poetic metaphors
or unexpected humour. In Drawing Machine, Maggi constructed
a work with bowstrings and a set of wooden pencils. The ensuing
interplay of line, color,and light of the piece plays with the boundaries
of what he calls the “infraordinary,” creatively shifting the familiar
and standardized into the realm of the monumental. Weaving a
complex message within a simple rubric of line and shadow, the
work leads the viewer to question the nature of information and the
epistemological ways of knowledge in a contemporary, globalized
world. The colored pencil piece was also featured as part of the 2011
show, Optimismo Radical. Maggi has entangled the materiality of
pencils and ideas associated with knowledge and drawing in parallel
pieces such as Drawing Machine (six possible drawing points), 2015,
created for Global Myopia (pencil & paper), Maggi's exhibition for
the National Pavilion of Uruguay at the 56th Venice Biennale.

For this BIENALSUR exhibition, the artist's proposal is an extended
version of his Drawing Machine to be integrated as a singular kind
of drawing, along with its various layers on the wall, into the space
and the imagination of each of the spectators that walk by the piece.
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Artist: Faisal Samra ©AY)

The work of Faisal Samra, now essentially based on photography
and video, denounces the large-scale manipulation of the visual
cultural systems of mass media, advertisements and political
communication. In the Distorted Reality series (2005-) he has been
documenting his performances generally as large-scale triptychs
with a polished image, wearing masks, fabrics, bandages and all
kinds of artifacts to twist his face until it disappears. Spectators
cannot help the feeling of discomfort brought about by the shock of
traditions vis a vis the contemporary world and the difficulty to find
their place within.

“From the beginning, I tried to break with convention,” says Samra
in an interview. “As a child, my mother would tell me I had to look
at what is inside. And I believe that artistic expression is part of my
behaviour. So in my case, art was inside and pushing, like a kind of
disease that had to come out somehow".

“But now, finally, there are more platforms to provoke and inspire
others to express themselves.” Samra conceived Grip of Hope,
which seeks to capture the memory of space leftin a clenched fist by
depicting it through sun-baked clay,a metaphor for the preservation
of life's essential elements. Water, earth, sun and air are thus the
rudimentary elements he offers in a format whose final objective
is to raise awareness about the protection and conservation of
our natural habitat and to put a stop to the damage done by mass
consumerism. Faisal Samra's Grip of Hope invites the viewer to
sign a “petition of commitment” to mitigate the damage caused by
consumer society. This project was part of one of the exhibitions of
BIENALSUR 2019 in Buenos Aires.
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Artist: Graciela Sacco #R@)

In her works, Graciela Sacco asks questions where formulation
matters more than the answers. It is worth keeping such questions
in mind since they prove that certain things cannot be measured,
and some dimensions cannot be constrained within any normalized
space, such as the distance to the horizon or desire.

Sacco's work dwells on transits, migrations, exiles, and social con-
flicts; in short, the all too familiar daily battles to find one’s place in
the world.

“I like to ask questions about conflictive situations such as limits and
borders. What is my place? What is the place of the other? Where
do I stop? Who looks at whom? Who is being observed?”, she said
at the T4 video installation, which was shot in the Madrid terminal of
the same name and features the shadows of people who walk in an
infinite loop.

Her work takes place in a continuous present: it imposes itself in
space and calls for active spectators capable of probing the site
with each step, recognizing it, finding a place, looking and being
looked at. The visual rumor of a flow of passers-bye/shadows that
go from one place to another, denaturalize the space as it receives
the masses of migrants and travellers at the T4; among them, the
spectator. The whisper of the moving shadows creates a dynamic
tension in the hall in which the image of the T4 transit projected on
the walls blends with the passengers whose shadows are in turn re-
flected on the walls. Light and its effects are key elements in Sacco’s
work, as underscored in this piece, which dares spectators to find
themselves among the crowd.
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Artist: Sarah Abu Abdallah ©AY

Sarah Abu Abdallah is an artist and a puzzle-maker who works with
a variety of media including video, installations, poetry and images.
In her multidisciplinary practice, she tries to generate associations
between the poetic and the absurd and integrates her conversations
with artist friends.

The artist's visual world is influenced by the ever-changing
surroundings between her travels and her home in Saudi, the
visual data streams of the Internet, and the pop culture in the Gulf,
among other elements. Her works are motivated by a search for an
identity and a sense of belonging. How do they manifest themselves
in public and private spaces, especially in different conditions? The
fragmentarily combined texts and images in this investigation refer
to the transience of memories and to moments of anxiety in this
fast changing world. Abu Abdallah's works are filled with poetry. A
central aspect in all her works is the metaphor of untamed nature
versus nature restrained by man. The work reveals the artist's
personal handling of language and image. She concentrates on side
events and banalities in which she searches for little stories that
allude to greater things. The visual material originates in her private
surroundings, without revealing its specific background. For the
artist, the question is what remains of memories and encounters
when their visual reference is removed from its context.
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Artist: Fatima Al-Banawi and The Other Story Project AV

A Blink of an Eye engages the public through the art of storytelling
and gathers thousands of A4, anonymous, and handwritten stories
from Fatima Al-Banawi's hometown, Jeddah. The artist and project
creator presents four different stories, handwritten anonymously. As
Al-Banawi personally embodies the stories’ characters, she weaves
the lives of these four strangers in a manner that makes them unite
at a certain momentin time.

Fatima Al-Banawi is the founder of The Other Story Project, a
storytelling platform that collects real life stories from people on the
street and turns them into creative productions.

She is interested in the process itself. For her, the process of
creating art is inseparable from the result; hence, she is in constant
performance art mode.

This project was part of the BIENALSUR 2019 exhibitions in Buenos
Aires.
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Artist: Mariana Telleria (ARG

“When does something begin to exist and why does it cease to
exist? What limit does it reveal? What/who defines this spreading
black shape?”

The skeleton of aship at the exact moment it falls apart,animpending
disaster or the vision of ship just at the moment of its emergence
after sinking - an instant of rebirth. Which one do we choose?
The conceptual mediation between the world and each one of us
opens an enormous dimension where everything is multiplied. It is
the artist's task to reveal the unrest, to raise questions but not to
answer them. Mariana Telleria activates confusion and tries to keep
the disoriented spectators in motion, going back and forth between
what they see and the inevitable need for meaning.

There is only one certainty: it is the spectators who decide. They are
the restorers of what they see, the detective of what there is. They
become suspicious when the unfinished becomes flesh and must
reconstruct what is missing from the clues they find, for they know
that the limit of things is us. There is nothing in the world that is
not asking us to complete it and be witnesses to its presence’, says
Telleria.

The artist usually takes on great challenges with her works:
deconstructing everyday objects in order to build new ones in
which the previous one resounds while being another; invading
spaces in defiance of normalized logic is one of her strategies to
question spectators and place them between the unknown and the
recognizable, forcing them to redefine their place in a space filled
with uncertainty.
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