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The practice of Berlin-based artist Natascha Sadr Haghighian is often
concerned with the dispersal of representational structures, and has
taken the form of videos, actions, animation and sound installation.
The performance and video Present but not yet active (2002), for example,
looked at the dilemma of visibility and authenticity through the work

of Bernhard Grzimek, who rebuilt Frankfurt zoo after World War I1.

The artist’s animation 7he making of islands (2001), depicting a spotlight
prison courtyard or stage describes a key operation in her practice.

To oversimplify, it often corrals a set of concerns and illuminates them
intensely. Where so much art practice is at pains to describe itself as
open-ended and casual, it seems that the artist deliberately takes an
opposite strategy by analysing the use of power inherent in a point of view.
Another manifestation of this is her initiation of Bioswop (www.bioswop.net),
an internet platform for curriculum vitae exchange where artists and other

practitioners can borrow or lend their biographies for different purposes.

The following exchanges took place over email during the artist’s Guest

Professorship at the Academy of Fine Arts, University of Umed and during
the final days of her exhibition at the Galleria d’Arte Moderna, Bologna.




Max Andrews: There art world often rests on the understanding, a kind of tacit
agreement, that its constituency and audience is a liberal one. It is taken for
granted that “issues-based” exhibitions — around European identity, gender, for

example — will represent a non-polemical, broadly non-conservative consensus.

Aren'’t these rather cosy assumptions?
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i film 17/ Watch (with Judith Hopf) (2005) and others are in part concerned
with exploting how events are witnessed and constructed differently depending on the
position of the observer, here actually manifested through the use of different cameras.
Is this a question of relativism or is it more specific to media representations?
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MA: You have often worked collaboratively. Is this a strategic, political or a

practical consideration? The Thomas Hirschhorn quotation that he “doesn’t

make political art, but makes art politically” seems interesting in this respect...

MA: Can you tell me more about your work for No Matter How Bright the
Light, the Crossing Occurs at Night? The notion was that the exhibition
explored “the spectral”.










MA: The Bioswap project questions the relevance of an artist’s biography

in comprehending a work of art. What led you to this initiative?
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MA: Lastly, to borrow a question from Kirstine Roepstorff,

ho decides who decides?”.
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