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The following is an attempt to deliberate on the 

phenomena of media arts biennales so as to both 

clarify the ways in which such events replicate and 

adhere to the model of “biennales” found in 

contemporary art as well as to identify their 

distinctive elements that issue from the peculiarities 

of media arts.  

 

“Staging the global” or Curating the World. 

Every biennale strives to be a “staging of the global” 

insofar as there is a desire to “curate the world” and 

its diverse art forms for its local audience even as it 

woos an international art audience (and there is a 

growing nomadic audience of primarily collectors, curators, art consultants and gallerists) to see “international merit” of 

local artists and their practices. There are some biennales that see their strategic advantage vis a vis other biennales 

as being their ability to showcase artists from the immediate regions where the biennales are staged. For example, the 

Istanbul biennale initially at least was a major forum to see emerging artists from the Middle East just like the Sao 

Paolo Biennale was a primary stage for the showcase South and Central American artists. However, the general thrust 

of most biennales has been to exemplify a particular notion / reading of “global” arts practices where the curatorial 

formula seems to be creating a cumulative and representative list of all the countries / cultures one could possibly 

represent within the budgetary, temporal and spatial constraints of that event. Within this larger drive to curate the 

world, it is not surprising that some of the countries that have been historically marginalized by these events would 

embark on “their own” biennales. It is useful to think of such events indeed as an attempt by these countries to 

strategically position themselves, their artists and concerns in a contemporary art world that would otherwise remain 

oblivious and even resistant to them.  

 

Thus, biennialization (i.e., the global proliferation of biennales) is but a political and cultural posturing of those 

countries and cultures that have been historically peripheral to and/ or peripheralized by the art world. The historic 


