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The Power Plant
MARAT SADE BOHNICE RECORDS THE RESTAGING OF Peter Weiss' 1963 play Marat/Sade.
The play imagines that during the Marquis de Sade's institutionalization in the Charenton Asylum in
1808, he wrote and directed a play about the death of Jean-Paul Marat, a radical during the French
Revolution. While Weiss' work was set in the bathhouse of Charenton Asylum, Thauberger's 2012
production is staged in the decommissioned laundry facilities in Bohnice, the largest mental health
clinic in the Czech Republic.
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This complex and multi-layered film critiques institutions of thought, politics and health, and their
inherent hierarchies that perpetuate inequities. Thauberger's collaborators for this piece include the
Prague-based experimental theater company Akanda, theatrical director Melanie Rada, the patients
and staff at the hospital and a general audience. The resulting piece layers the practices of film,
documentary and theater as it blurs the boundaries between fact and fiction.

Cinematographically accomplished frames that attest to Thauberger's adept skills as a filmmaker contrast unpolished sequences
that blatantly expose the presence of technicians, musicians and audience members. By including footage of the reactions of
patients, which vary from calm observation, distressed hand-wringing and improvised dancing, the artist emphasizes the multiplicity
of perspectives on the complex issues addressed in the film.
The play opens with the actors simultaneously assuming the roles of mentally ill patients and historical figures, dancing onto the
stage like a frenzied circus troupe. This cuts away to clips introducing staff and patients who provide commentary throughout the
piece. At key points in the production, the interview clips continue in voiceover as the film audience views the play, which competes
for sound. The resulting bilingual cacophony is emphasized by the necessary English or Czech subtitles, and at times both.
In Scene 6-Stifled Unrest, the sentiments of a French bourgeoisie character are echoed by commentary from a Czech orderly who
speaks of his foolish expectation that the 1989 revolution would amend the deficits imposed by communism. A sentiment of
frustrated disappointment is reinforced when the character of Marat later states: "We invented the revolution but we didn't know
how to run it," suggesting that the energy required to realize a successful social movement is rarely followed by the implementation
of a cohesive alternative.
Other points in the play are similarly complemented by the words of hospital staff, who identify challenges within the systems that
respond to mental illness. They recognize that ill-considered institutions lead to and maintain sickness. In the context of the play,
this sentiment is applied to corrupt political organizations. In this way, Thauberger identifies recurring, systemic problems that arise
from both social movements and political (in)stability. She reveals institutionalized ideas and ways of thinking by giving voice to the
dissident hospital staff working to affect change, meanwhile enabling the participation of patients—vulnerable people who rely on,
but are disempowered by a deficient system.
- Krystina Mierins
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HAVING REDIRECTED HIS ENERGIES OVER THE COURSE OF 20 years, from cast-resin
sculpture to wall-based works combining painting with steel cables and short lengths of pipe, Peter
Soriano has lately dispensed with objects, working on the wall in spray paint and acrylic
unencumbered by sculptural concerns. In five elegant, playful paintings, the artist variously
recombines graphical elements such as circles, arrows, Xs, brackets and miscellaneous irregular
polygons in sprawling, diagram-like configurations that might at first glance be taken to represent
cognitive operations—explication, transformation, synthesis—but ultimately refer to themselves and
to the wall as a provisional picture plane.

Playing loosely sprayed markings against others that are meticulously hard-edged, these works are
executed according to a set of instructions, in the tradition of Sol LeWitt. They are subject to minor
variations even though Soriano himself often installs them, the spray can being an imprecise tool. Down the left side and across the
bottom of the 13-foot-long CDG #1 (all works 2012) runs a long, sprayed arrow in stop-sign red, which terminates at the base of a
segmented column of crisply outlined boxes (Judd stack? Ladder? Filmstrip?) which intersects a downward-sloping series of
rectangles made by masking and spraying with bristling dark-brown hatching. The spraying magnifies the vagaries of the installer's
touch, and the way those components overlap provides clues to the sequence of mark-making.
In the case of the nine-foot-high, 38-foot-long Bagaduce #3, installed in the gallery's narrow front space, Soriano's working method
presents a problem of tense. As a sequence of predetermined operations, his paintings (even when not physically manifest) exist in
the perpetual present and are replicated for exhibition, but the experience of a large work is subject to the specifics of its
installation and here, an overview of the work is possible only from an acute angle. This awkward placement compels a particular
kind of scrutiny. At necessarily close range, the viewer absorbs the work episodically, as one might read a scroll painting. The
whole visual field is engaged by a system of symbols and signals in ambiguous relation to its entirety.
This immersion in a wall work's vocabulary and inner logic is of a different kind than that which we experience in front of a very
large canvas. In that case, we understand that the composition extends as far, at least in the literal sense, as the painting's edges.
When the wall is commandeered as the working surface and the picture plane, its physical nature and architectural function are
inescapable even as its whiteness dematerializes to become infinitely deep pictorial space. In a sense, a wall work extends as far
as the wall that is its support, and transforms that support into something visually elastic, dynamic, contingent. Soriano's work
underscores this paradox of visibility: portable but not "site-specific," the work's free-floating figure/ground construction depends on
the white of the wall as its site and foundation even while, for a time anyway, rendering it invisible.
- Stephen Maine
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