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*1963 Zurigo
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Studi

1984-89 EPIAR, «Ecole Pilote Internationale d'Art et de Recherche» alla Villa Arson a Nizza
1989 DNSEP, «Dipléme National Superieur d'Expression Plastique»

1989/90 Postdiploma all'Ecole d’Art Marseille Luminy

Dal 2004 studi di filosofia all'Universita Statale a Milano

2000-2003 «Metodologia della progettazione grafica» all’Accademia di Belle Arti Carrara di Bergamo
2007/2008 Docente al Master di Arti visive, con Bert Theis e Andrea Sala alla Naba di Milano
2008 Workshop GAP - giovani per I'arte pubblica - per il comune di Bologna, in collaborazione con Galleria
Neon, Bologna (Gino Gianuizzi)
2009 Workshop «Bypass», Accademia di Belle Arti Brera, Milano
2010 Workshop «Manufattoinsitu4», Cancelli di Foligno
Disegno, Arte Visive e Storia dell’arte al liceo della Scuola Svizzera a Milano

M li (selezi
2010 «Random, but not by Chance 1,2, 3», 3 Videoproiezioni: |. Inaugurazione della Residenza Carialo «Takla»
Improvising Group, Triennale, Milano, 2. Festival for Performing Arts, «Luoghi Comuniin vari sedi della
Lombardia. «Random but not by Chance» riceve contributi dall'Istituto Svizzero di Roma e dall’associazione
«Etre»).
«L’ospite e I'intruso», Studio Ermanno Cristini, Varese, Kur. Alessandro Castiglioni ¢ Ermanno Cristini
2009 «Manifesto d’artista», Porta Venezia, Milano, in collaborazione con 'UNHCR e Albera-Monti architetti
2008 «Mondi possibili», Istituto Svizzero di Roma, Centro Culturale Svizzero di Milano, (con Petra Ronner)
«Mogliche Welten» , Ortsmuseum Amden (CH), (con Petra Ronner)
2007 «Differenza», Galleria Nuovi Strumenti, Brescia (cur.:Piero Cavellini)
2004 «On the Turn», Neonprojectbox, Milano (cur.: Gino Gianuizzi, Galleria Neon, Bologna)
2003  «In prima persona», Spazio Erasmus Brera, Milano, (cur.: Margherita Remoti), cat.
Autostadt Wolfsburg, LCD-Wand am Zeithaus, Wolfsburg, (cur.: Andrea Jacobi)
2002 «Photosophie», IAC, Art Contemporary, Graz, (cur.: Paolo Bianchi), cat.
«Annotazioni viandanti», San Pietro in Atrio, Como (cur.: Antonio d’Avossa), cat
«Collezione 00/02», Pianissimo Contemporary Art, Milano
2001 «Aha, sarebbe bellissimo esserci», Zone ¢/o Graffio, Bologna (cur.: Mario Gorni/Care of)
2000 «The Lonely House», Care of,, Cusano Milanino, testo di presentazione: Angela Vettese
1997 «Strictly Public», Die der Art guten Freunde, Berlino (cur. Joey Zimmermann, Irene Hug, Maya Weyermann
«The Object of my reflections», «Affiches», «Generally Particular», In vitro, Ginevra (cur.: Gianni Motti)
1995 «Repertoire 4.2.(1-5)», Galleria Mark Miiller (cur.), Zurigo
1990/93ProjektRaum, Zurigo

2010 ADD, Anti Digital Divide, festival di videoarte, Palazzo Incontro della Provincia di Roma, Rom
Mostra collettiva permanente «Artisti per la salute» nell’Istituto dei tumori a Milano
Partecipazione al concorso arte pubblica per «Europaallee™ a Zurigo (cur. Paolo Bianchi)

2009 «Sound Surrounding», Cagliari, a cura di Mauro Cossu
«Duedinovembre», Trento, a cura di Alessandro Castiglioni, Francesca Marianna Consonni, Lorena Giuranna
«Manifesti d’artista», Trieste, a cura di Maria Campitelli e Elisa Vladilo.
«Archetime», Tank Space, New York, Kur. Cecilia Guida
2008 «Un bel posto per dimenticare», «La sezione equatoriale», Spazio Pubblico Arte Contemporanea, Villa di Toppo
Florio, Buttrio (cur.: Paolo Toffolutti), cat.
«Il muro», installazione, «Progetto Utopia», Fondazione Cominelli. Cisano di San Felice del Benaco, Brescia
(cur. Piero Cavellini)
2007 «Avvenirismo 3535», Orto Botanico di Brera, Milano (cur.: Anna Lucia Fraschetti), cat.
«InContemporanea» (cur.: G. Scardi), «Museo Teo Social Club», Triennale di Milano (a cura di
Giovanni Bai e Carolina Gozzoni)
«Festival Ex-Pulsi», improvisazione con Steve Piccolo e Filippo Armati, Fondazione Mudima,
Milano (cur.: «Takla Improvising Group», Cristina Negro e Filippo Monico)
2006 «donnamadrebambina», Galleria Nuovi Strumenti, Brescia (cur.: di Piero Cavellini), in occasione
della Biennale internazionale della fotografia a Brescia, cat.
2005 «Progetto Neon: Feroci invalidi di ritorno dai paesi caldi», Time in Jazz, Berchidda (Sassari), (a cura di Gino
Gianuizzi)
«Chez moi», Spazio Erasmus Brera, Milano
«Zone di Transito», Galleria A+A , Venezia, cat.
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2004 «NA/NT.06.04», CCS, Centro Culturale Svizzero, Milano, (cur.: Domenico Lucchini, Sara Seringhelli -
O’ Artoteca)
«La sezione equatoriale», Care of, Milano, (cur.: Luca Scarabelli e Elisa Vladilo)
2003 «Warm up», Galleria Neon, Bologna
«Mal di testa», Galleria Neon, Bologna
2002 «Mostra di Emergenza», Galleria Comunale d’ Arte Contemporanea, Castel San Pietro Terme, (cur.: Giancarlo
Norese), cat.
«Entr'acte», Palazzo Albiroli, Bologna (cur.: Gino Gianuizzi, Galleria Neon Bologna) cat.
«Invasioni e Intrusioni», Galleria Paola Verrengia, Salerno (cur.: Antonio d’ Avossa)
2001 «Modus operandi», Palazzolo sull’Oglio (cur.: Francesco Tedeschi e Paolo Campiglio), cat.
«In-pressione», AEM, Bovisa, Milano, (cur:. Mimmo di Marzio), cat.
«HUA», O’ Artoteca, Milano (cur.: «Vegetali Ignoti»)
Pianissimo Contemporary Art, Codogno
2000 «Periscopio», San Donato Milanese, (cur.: Francesco Tedeschi, Paolo Campiglio, Angela Madesani), cat.
«Transit», Spazio Umano, Milano, (cur.: Enrico Comi)
1999 «Crossovers, Performances, Teatro Comunale Chiasso (cur.: Antonio d’Avossa e Arte a parte)
1998 «Qui, La, Ovunque», Viconago, (cur.: Vegetali Ignoti), cat.
1997 «Objectif Lune», CAN, Centre d’Art Contemporain, Neuchitel, (cur.: Marc-Olivier Wahler)
«Visual Rave», Umanitaria, Milano (cur.: Antonio d”Avossa e Arte a parte), cat.
1996 «Living texture», swiss-scan-exchange, Saga Basement, Kopenhagen (cur.: Harm Lux)
«Redetour, work in progress», shed im eisenwerk, Frauenfeld e De Fabriek, Eindhoven (cur.: Harm Lux)
1995 «Installationen», Field, Zurigo, (cur.: Patrick Huber)
1994 «Hommage to the Square», Galleria Bild Raum, Zurigo, cat.
1992 Kulturzentrum Kammgarn, Sciaffusa
«Auktion» Shedhalle Zurigo
1991 Galleria Mark Miiller, Zurigo
1990 Galleria de I'école d'Art, Marseille
«Salon» Shedhalle, Zurigo, (cur.: Harm Lux), cat.
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Attivita curatoriale

2007 Legoland, Lucia Leuci, A+MBookstore, Milano

2006 «Immaginario contemporaneo; Arte e fotogiornalismo», Galleria BelVedere Milano (Artisti: lan Aniill,
Giovanni Bai, Gianluigi Colin, Gabriele Di Matteo, Thomas Ruff, Cesare Viel), Catalogo Flecta

2005-2006 «Paradossi dell’amicizia», 4 mostre in 4 luoghi a Milano: «Rumore & silenzio» al Centro Culturale Svizzero,
«Arte & vita» alla Galleria del Credito Valtellinese, «lo & te» a Viafarini e «Qui & 1a» all’O’ Artoteca. Progetto
dell'Istituto Svizzero di Roma, curato con Paolo Bianchi. Catalogo Electa

1994 «Merry go Round», Shedhalle, Zurigo

1989-1997 Co-curatrice del «ProjektRaumn», artist-space a Zurigo

B ii studi
1989/90 Borsa di studio del ministero della cultura francese per il post-diploma a Marsiglia
97/98/2000 Borsa di studio del cantone di Zurigo

Edizioni
2006 Edizione di 100 Dvd: Neon Campobase, Galleria Neon, Bologna e FdV Milano («On the Tumn, 2004»)

2010 Studija, Visual Arts Magazine, Riga (LV), No 72. “The dramaturgy of the moment”, Testo
sull’opera fotografica di Stanley Kubrik (pubblicato anche sul sito “Giudizio universale™), No 73,
Testo sul Maxxi, “Circus Maxximus™ e “It was a wonderful experiance”, Intervista con Gabi Scardi,
No 74, “The embroydered misbehaviour”, Intervista con Ghada Amer, No 75, * In fact, I fight for
my liberty™, Intervista con Fabrice Gygi (pubblicata anche sul sito undo.net)
Irukandji, catalogo e progetto di M. Corsaro, M. Ferretti, N. Fiocco, G. Gabrielli, G. Martino e L.
Mazzi al collegio Armeno a Venezia.
Bulletino multimano, Osservatorio in Opera.

2009 Brera Workshop Bypass, interventi di plastica ambientale, a cura di Alberto Maria Prina, Ricerche
Design editrice, contributo «La citta come metafora e I'architettura di un progetto»

2008 «Mondi possibili», Risi,

Radiotelevisione svizzera, «Foglio volante». servizio di Alessandro Bertellotti; Tuttomilano, 6 dicembre 2008,
«Mondi possibili», Roberto Mutti; Vivimilano e Corriere della Sera, 5 dicembre 2008.
«Maogliche Welten», Ammeler Zitig, April; («Mondi possibili»), Il sole 24 ore online, di Giovanna
Canzi, 2 maggio; «Insel Amden», St. Galler Tagblatt, Brigitte Schmid Gugler

2007 «Avvenirismo 3535», Corriere della Sera, 4 ottobre
«Differenza» , Tutto Milano (Repubblica), 4 ottobre, «La Fissler e I'indagine sull’inconscio»,
Roberto Mutti; Corriere della Sera, 5 ottobre
«Museo Teo Social Club», Museo Teo Artfanzine 23, «InContemporanea», Triennale di Milano

2006 «Immaginario contemporaneo»: catalogo Electa, Vivimilano 10.05.2006, Corriere della sera
11.05.2006, il giornale dell'arte maggio 2006, 11 sole 24 ore ondine
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«Maternita d’autore» , Mimmo di Marzio, Lifestyle, il Giornale, novembre

«Paradossi dell’Amicizia»: catalogo Electa: Rumore & silenzio, Swissinfo; Arte & vita, Radio 24,
invito all’arte, Io & te, Il Giornale del Popolo, Lugano, 15 dicembre 2005, Il caffe, Locarno, 11
dicembre 2005

«Tecnica e natura», un indagine dei giovani artisti, [l giornale, 7. giugno 2004

Palazzo Sibilla, Nola: CMD, Casa Mia Decor, No 82, feb. 2003, Forum privato aperto, Lorenza
Ferretti

«Mostra di Emergenza»: La tribuna sammarinese, 8.11, La popolazione si espone; La pagina,
Zurigo, 25. 12, La fotografia d’avanguardia cambia faccia ogni giorno, Giulia Ghinetti, Intervista;
Exibart, 3. 12 Mostra d'emergenza

«Barbara Fassler», catalogo Skira Editore, Milano. Testi di Antonio d'Avossa, Paolo Bianchi e
Harm Lux

«Annotazioni viandanti»: Corriere di Como, 4. 9; 'Annotazioni viandanti’ sulle tracce del Volta,
Roberto Borghi; L.a Provincia di Como, 14. 9 Como reinventata con uno scatto: Barbara Fiissler
propone una rassegna giocando sul mito di Volta, Elena di Raddo; Job and Art Magazine, sett.,
Barbara Fiissler: Annotazioni viandanti, Giovanni Bai; Exibart, 3. 9., Barbara Fissler: San Pietro in
Atrio, Tullio Pacifici; Imago mia, La stampa, 10. 9. Quando la tecnologia diventa arte, Video foto e
frame: tutto fa quadro, Memeo

«Collezione 00/02»: Flash Art, No 235, ag /sett. Pianissimo Contemporary Art, Barbara Fiissler e
Armida Gandini, Valentina Costa

«In-pressione»: 9.10. Il Giornale, 10.10. Il Corriere della sera e Vivimilano, 11.10. La Repubblica,
TG3-Rai 3

«Periscopio»: La Repubblica, 11. 10, Da voi nessuno sostiene la produzione, Martina Corgnati,
Intervista

«The Lonely House»: Il Giomale, 2. 4 Mimmo di Marzio, Da 'Care of' la fotoarte di Barbara Fissler;
Job and Art Magazine, aprile, La citta dei luoghi, Giovanni Bai

1990 «Huit artistes & Marseille», Edition la différence, Paris



Photography



Landscapes

2002-2009

Lambda print on cibachrome
Each photo

150100 cm
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Rotoreliefs

2004-2007

Lambda print on cibachrome
Each photo

diameter 100 cm







La stanza 1-9

2005

Lambda print

Each photo 25x25 cm

Inspired by Ein Tisch ist ein Tisch by Peter Bichsel

s st fosngriten







Etant donné -5
2007

Print on plexiglass
Each photo 36x48cm







Le socle du monde -5
2007

Print on plexiglass
Each photo 36x48cm







Red square -5

2007

Print on canvas

Each photo 36x48cm







Red cross |-5

2007

Print on canvas

Each photo 36x48cm







Drawings



Surpris par la nuit

2009

Ink and pencil on paper
Each drawing 14,8x10,5cm







Notizen

2009

Ink and pencil on paper
Each drawing |5x10cm







Notizen

2010

Collage, ink and pencil on paper
Each drawing |5x10cm







Installations



Barbara Fassler
Innesti Braidensi

2007, installazione in situ, dimensioni variabili; 40 cartelli in metallo, ciascuno 12x7 con supporto di 75 em, distribuiti in un’area
circoseritta dell’'orto. Le etichette colorate sui cartelli dell’orto botanico indicano opere esposte alla Pinacoteca di Brera.

Lartista con la sua installazione, munisce le piante dell'orto botani-
co di cartelli che indicano opere esposte nella Pinacoteca di Brera e
sottolinea il nesso forte tra listituzione botanica e quella artistica.
Lintervento concettuale ribadisce tramite abbinamenti poetici e iro-
nici Pidea storica del ‘700 di riunire in un sito unico la ricerca scien-
tifica con quella artistica. Questa opera non si limita a rinominare le
piante dichiarandole opere d'arte, in una mossa lontanamente
duchampiana, ma crea perlopiti dei nessi precisi tra le piante e le

opere. I collegamenti sono di vario genere: muovono dalla struttura
fisica o materiale, dal colore o dalla forma, dal significato o dal
nome; s'ispirano all’idea o alla poetica del quadro piuttosto che alle
proprieta medicinali delle piante. I cartelli riprendono il colore del
quadro citato e creano cosi un percorso di punti colorati, sparsi per
questo luogo silenzioso e concentrato. Un invito a perdersi in una
passeggiata a ritroso nei secoli.



L’ effetto afrodisiaco e la casa dell’amore

Epimedium sp
afrodisiaco,
trattamento

di impotenza,
Famiglia
Berberidaceae,
pianta perenne.




Gleditsia tricanthos L.
spine tripartite, copiose.
Lo «Spino di Giuda»,
resiste a condizioni
climatiche avverse.

Uso omamentale, siepi.
Legno molto duro, usato
in falegnameria.

La leggenda vuole che le
spine della Gledizia
fossero state usate per
fabbricare la corona
spinosa di Gesi.

Le spine enormi sul tronco dello «Spino di Giuda» e la corona spinosa di Gesi
L.




Il recipiente per I'acqua e il Dio del mare

Agquilegia sp

dal latino
aquilegium =
recipiente

per I'acqua,

uso ornamentale..

I bisogni minimali della pianta e I'ascetismo di San Francesco

Aspidistra lurida,
radici rizomatosi,
fogliame
decorativo.
Resiste

a mancanza

di luce, al caldo,
al freddo,
longevite fino
cento anni.
Romanzo

di Orwell: Keep
the Aspidistra
Flying, 1936.

La seduzione dei fiori, del profumo e un arcobaleno di piacere

Iris sp

dal greco iris =
arcobaleno,
Pianta
ornamentale e
aromatica, usata
per cosmetica
o profumeria

e per proprietd
diuretiche,
emmenagoghe
ed espettoranti.

«Celosia» fa pensare a gelosia ad esempio nel caso dell'adultera

¥ -

Celosia sp
pianta ornamentale.

L’effetto calmante del tiglio e lo stato di meditazione

diffusione eolica

dei frutti.
Smﬁﬂ‘“ Longevite (250
gt S anni), raggiunge
Sum Cerotann mromelitsze notevoli
. dimensioni.
Y Legno usato per

strumenti musica-
li e oggetti, polli-
ne per miele,

Tilia foglie per tisane:
tormentosa, proprieta

dal greco anticatarrali
ptilon = ala, e calmanti..

Il poeta «laureato» con la corona di alloro

Laurus nobilis,
Alloro, pianta
aromatica, usata
per cucina e liguo-
| i, allontana le

~ tarme. Mitologia
greca: pianta
sacra, rappresenta
sapienza e gloria.
Corona di alloro
per i vincitori dei
giochi olimpici,
massimo onore per
poeta «laureato».

Lo stato salutare ed equilibrato del corpo come idea di fortuna

Tintoretto

Malva sp
funzione medici-
nale come
emolliente,
ammorbidente,
antinfiammatorio,
calmante contro
gastriti, colite,
ascessi, ulcerazio-
ni; regolatore inte-
stinale.

1l colore giallo dei fiori e del raggio di sole, Cristo nell’orto

Vetones

snatns sl comve dhirt L romeminn:

e s e g o e

Kerria
Jjaponica
arbusto.




Le proprieta coloranti ricordano I'attivita del pittore

Tanacetum
vulgare

usato per tingere
giallo con i fiori.
Proprieta toniche,
digestive, febbri-
fughe, contro la
gotta, i reunati-
smi e |'ipocon-
dria. Parente della
camomilla.

Acero, albero in contesto rurale, ambiente del quadro

€ |

Acero sp, Albero o arbusto; tipico
delle zone montane, uso omamentale.

Peli urticanti, Gesu frustato; il paradosso del bene e del male
Ortica dioica
infestante, peli
velenosi.
Contiene vitamina
C, azoto e ferro.
Greci: pianta
medicinale per
proprieta antidiar-
roiche, diuretiche,
cardiotoniche e
antianemiche.
Medioevo: cura
di gotta e reuma-
tismi. Uso tessile
e colorante.

«Rosa di Natale», compleanno Gesil, dormiente e proprieta sedative
"1  Helleborus Niger,
' «Rosa di Natale»,
molto velenosa,
uso sconsigliato.
Polvere dalle
radici e rizomi

ha proprieta
cardiotoniche,
narcotiche,
emetiche e curati-
ve degli edemi.
Proprieta sedative
e effetto purgativo
drastico.

Proprieta stimolanti per il parto e il satiro simbolo della fertilita

1 perenne, nota nel-
I’antichitd, stimo-
lante, accelera il
parto, contro disor-
di serpenti, ferite e
febbri. Pianta
medicinale e vele-
nosa, provoca abor-
ti, avvelenamenti,
nausea, convalsioni

dell'architettura greca e romana.

Le fibre per produzione tessile e il tessuto che copre Gesi morto

Boehmeria nivea,
(ramié)

urticacea asiatica,
foglie bianche e
pelose all’interno.

Fibre tessili usate
fin dai tempi
antichi.
"- ¥
R
ey ! r—— |
(_:Il'\ililh!!' da Treviso i Viechio
Philadelphus sp

fiore degli angeli.



«Taxon» significa freccia, vedi le frecce di San Sebastiano;
«albero della morte» e il martirio

Taxus boccata
«albero della morte»,
conifero, rami, foglie
e semi tossici,
contengono tassina
con effetto narcotico
e paralizzante.

Dal greco taxon =
freccia: usata

per fabbricare dardi
velenosi. Il tasso

& utilizzato per alberatu-
re nei cimiteri..




La parola siringa

L 5 ,:.. V, .‘ .a. "‘ ~ 4

' . Bam® /

I;'i o <

Bruegel dei Velluti

¥ -} 4
(lan [srurgtl il Vecchio), Bruxelles 1568 -

Pieter Paul Rubens

Siegen 1577 - Anversa 1640

Anversa 1625

La ninfa Siringa inseguita da Pan

Syringa vulgaris

Lilla, pianta ornamenta-
le,usata per cerimonie
nuziali o battesimi come
simbolo di purezza.



Il Muro

Fondazione Cominelli, Cisano San Felice, 2001
Installation with 32 signs

Each sign 25x34cm







Il Muro

Figura metaforica e realta concreta dal compito ben delimitato essere insormontabile il muro divide il den-
tro dal fuori, imprigiona e protegge allo stesso tempo. Jovanotti gli dedica la sua canzone: Muratore, mura-
tore costruisce muri, il muratore e vede muri ovunque. Il muro di Berlino, il muro del pianto, con funzioni
precise, mura che delimitano il territorio e mura per nascondere e per dividere. Costruiamo mura di parole,
quando non siamo in grado di ascoltare o ci scontriamo con mura di potere, quando ’altro rimane sordo e
irremovibile davanti alle nostre richieste. Il muro, una retta che divide lo spazio in due, crea una scissione
tra due categorie: tra il privato e il pubblico, tra il ricco e il povero, tra il cittadino e il contadino, tra il sé e
I"altro.

A Cisano San Felice, sede della Fondazione Cominelli, al lago di Garda, ho incontrato, invece, un muro
rettangolare, collegato a una villa cinquecentesca, che delimita un parco bellissimo. La disposizione ri-
corda chiaramente la configurazione architettonica nel film pasoliniano Sald e le 120 giornate di Sodoma

e nell’opera del Marchese de Sade quasi omonima, trascritta nel film e 1i ambientata nella Repubblica di
Salo: 120 giornate di Sodoma. Ho quindi preso spunto da questa situazione di chiusura, dalla sua simili-
tudine con il luogo sadiano e la vicinanza geografica con Sald per indagare sui quesiti morali del bene e

del male, assenti nella agghiacciante concezione sadiana del corpo umano: una macchina, priva di anima.
L’esistenza e la possibilita del bene e del male, nozioni contraddittorie, ma presenti nella nostra vita in
senso lato e in ogni singolo essere umano sono da sempre oggetto di riflessione e tormento per il pensiero
umano. I quesiti morali formano una sorta di filtro, i cui criteri con I’avanzare del tempo mutano, e solo
laddove la sua azione di freno viene a mancare, diventa possibile formulare I’indicibile che supera il limite
dell’immaginazione: ad esempio le regole sadiane di una societa basata sull’'umiliazione, I’abuso di potere e
la crudelta estrema verso il prossimo. Tramite la parola, istinto e pulsioni bestiali si trasformano in concetti.
Gesti dalla profondita dell’incoscienza mutano in atti consapevoli di brutalita intenzionale e programmata:
propri del sadismo, del fascismo, del nazismo.

Lungo la muraglia di pietra naturale della Fondazione, ho disposto 32 cartelli con citazioni di varie frasi
dall’antichita a oggi, composte con il carattere gotico, che allude al nazismo e disposti su fondi, i cui colori
sispirano a quelle sfumature un po’ sporche anni quaranta tra verdolino, bordeaux e azzurro acciaio domi-
nanti nel film di Pasolini.

I cartelli iniziano con un pensiero di Socrate, Nessuno commette il male volontariamente, ma solo perché
ignora cio che € il bene, passando da Sant’Agostino per il quale il male non pud essere opera di Dio, poiché
cio che € stato creato da Dio non puo che essere buono. Giulio Andreotti esprime le proprie contraddizioni
morali nel film Il Divo di Paolo Sorrentino, mentre Roland Barthes analizza il significato del luogo sadiano:
castello ermeticamente chiuso. Da riflessioni generali si approda in una sorta di crescendo nelle formu-
lazioni delle regole in de Sade, ad esempio: Il sia pur minimo accenno al riso e la pill piccola mancanza di
attenzione, di rispetto o di sottomissione durante le orge verra considerata come colpa gravissima e punita
nel modo pitl crudele.

Ancora con Dante ci avviamo a entrare nell’Inferno, ma gia in Il muro di Jean Paul Sartre si apre uno
spiraglio di speranza: il protagonista si salva dall’esecuzione al muro. Cartesio ci rende partecipi, delle sue
meditazioni: i sensi talvolta ingannano e sarebbe meglio non fidarsi di chi ci ha ingannati anche soltanto
una volta. Italo Calvino, nella frase finale de Le citta invisibili, individua infine due possibilita di come
gestire linferno che ci siamo procurati: o ne diventiamo parte, fino a non vederlo piu, oppure impariamo a
riconoscere chi e che cosa in mezzo all’inferno non & inferno, per dargli spazio e farlo durare. Theodor W.
Adomo, infine, ci mostra una possibile via di uscita dai rapporti di forza, in Minima Moralia: Geliebt wirst
Du einzig, wo Du schwach dich zeigen darfst, ohne Stirke zu provozieren. (Sei amato solo laddove ti &
permesso dimostrarti debole senza provocare forza.)

L'installazione Il muro nasce site-specific, non inteso soltanto rispetto alla dimensione fisica-architettonica
del luogo, ma nel senso lato del suo significato come context-specific. Lintervento nel parco si collega a
una dimensione storica del luogo e riflette il suo passato concreto della Repubblica di Salo. S’instaura cosi
un dialogo con il luogo e con i drammatici eventi del suo passato, attraverso riflessioni che fluttuano attorno
a un nucleo di questioni, se vogliamo metafisiche dell’esistenza umana e delle sue difficolta e limiti.



Oltre al dialogo con il sito, se ne instaura un altro: quello con il pubblico. L'opera darte in generale, ma a
maggior ragione lintervento nello spazio non consacrato abitualmente all’arte, si costituisce e si completa
attraverso il dialogo con lo spettatore. Questo dialogo pero, per potersi instaurare, necessita di uno sforzo

di avvicinamento a vicenda. Se prima abbiamo parlato del muro nella sua qualita divisoria, potremmo ora
dire che il compito dell’iarte (pubblica), se ce né uno, & proprio quello di superare la divisione tra il sé e
I’altro e con cio la versione paranoica della scissione sociale tra uomo bianco, occidentale, cristiano, ricco

e lo zingaro, negro, mussulmano, barbone. In un saggio sulla Public Art a Trieste e dintorni, uscito pochi
giorni fa da Silvana Editoriale, Cesare Pietroiusti propone come strategia artistica per tale superamento, il
movimento o lo spostamento in un luogo altro, senza perdere il contatto, la capacita di dialogo, la strada che
riporta al luogo proprio. Anziché un’identificazione con il perdente o oppresso, analoga alla logica di scis-
sione, Pietroiusti ci invita 1) a ragionare sempre presupponendo una compresenza sé-altro e 2) a praticare a
ogni possibilita I’attraversamento, in entrambe le direzioni, dei confini che definiscono le differenze. Sec-
ondo lartista romano, il dibattito sull’arte pubblica & basato su un equivoco: Il desiderio che muove I’artista
non ¢ di scegliere un polo in quanto buono allontanandosi da quello cattivo. Si tratterebbe, di nuovo, di un
fenomeno di scissione e quindi di un moto difensivo. Il desiderio dell’artista si identifica con lo spostamento
in sé, non con la destinazione verso cui €sso si orienta.

In qualita di agente degli spostamenti, Iartista cambia quindi continuamente il suo punto di vista e la sua
prospettiva rispetto ai fenomeni del mondo. Il suo intervento, potremmo dire, € quello di evidenziare, di
rendere visibile da posizioni cangianti i fatti e interrogativi nella loro cruda contraddittorieta, le dinamiche
sociali nei loro continui movimenti. Non credo si tratti piu di tanto di prendere posizione visto che, cosi
facendo rischiamo di immobilizzarci , ma al meglio di suscitare delle riflessioni in un pubblico disposto ad
esporsi, ad avvicinarsi e a superare le mura: quelle fuori e quelle dentro la testa.

Se dovessi quindi rispondere a certe domande di Elvira Vannini e definire se la mia installazione a Cisano
sia una scultura all’aperto, un decoro urbano, oppure piuttosto una pratica discorsiva che porta il pubblico

a interrogarsi, solleva questioni, fa parte delle pratiche del dialogo oppure delle osservazioni del territorio

e infine se & in grado di dare risposte?. Direi che tali valutazioni dipendono esattamente dal punto di vista,
o meglio dalla lontananza o vicinanza, che si abbia scelto di prendere rispetto all’opera. I cartelli, visti da
lontano, si riducono a punti colorati nel verde e, privati del loro significato, potrebbero fungere in effetti da
scultura all’aperto oppure da decoro urbano, cosi come un libro, per un analfabeta, potrebbe ridursi a oggetto
per imbellire un ambiente. Per chi, al contrario, decide di superare la barriera, di avvicinarsi ai cartelli e di
sforzarsi di penetrare il loro senso, decifrando ogni singolo scritto, linstallazione pud certamente sollevare
questioni, instaurare un dialogo, piuttosto che esprimere delle osservazioni del territorio. Per rispondere
allultima domanda, lascerei la parola di nuovo a Cesare: A me interessa non tanto 1’opera che pretende di
risolvere una questione, di dare una risposta (politica, morale, o sociale che sia), quanto quella che incarna il
problema e che assume, quale sua componente piu significativa, le contraddizioni, i paradossi o le difficolta
insite in esso.

Barbara Fissler, marzo 2009
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Péc divpadsmit gadu ilgas projektésanas un bavniecibas, péc veselu
septinu valdibu mainas, visnezéligakas péckara gadu ekonomiskas
krizes pasa vida apajus 150 miljonus eiru izmaksajusa MAXXI, Nacio-
ndld 21. gadsimta makslas muzeja, atklasana Roma 3kiet teju vai bri-
nums. Vél neticamaku visu padara fakts, ka gan &is institiicijas tapsa-
na, gan gaidimaja parvaldé ir vérojama uzstajiga maiga dzimuma
klatbutne.

Eku, kas atrodas Flaminio kvartala, ir projektéjusi irakiesu
izcelsmes anglu arhitekte Zaha Hadida, un muzeju vadis Margerita
Grutone (Margherita Gruccione) - MAXXI Arhitektiiras daju - un Anna
Matirolo (Anna Mattirolo) - MAXXI Makslas dalu.

Lai arf pastav risks, ka politika vélésies piesavinaties o vérienigo
projektu un daZs labs varétu to izmantot, lai vairotu personisko pres-
tizu, pats notikums ir vértéjams |oti pozitivi bridi, kad valda smaga
ekonomiska un kulturas stagnacija. Citiem vardiem sakot, nedomaju, ka
paparaci, dazada kalibra zvaigzni$u un politiskas pasaules VIP spiets,
kas bija vérojams muzeja atklasana, varétu kaitét projekta nozimi-
gumam no arhitektiiras vai makslas viedok]a un kur nu vél mazinat
ta nozimi valsts kultirpolitikas nakotné. Muzeja darbibas pirmas
dienas, kad apmeklétaju blivums sasniedza 800 cilvéku stunda, pie-
radija, ka MAXX! var klat par fenomenu, kas izraisa Joti plasu interesi,
laujot cerét, ka laikmetiga maksla un arhitektiira spés izklit no sava
marginala stavok|a. Tas ir seviski svarigi tada valsti ki Italija, kur ri-
pém par milzigo pagatnes maksliniecisko mantojumu un ta aizsar-
gasanai ir novirzita liela dala no makslai atvéléta valsts finanséjuma.
Jauno struktiru parvalda Kultiiras ministrijas izveidots fonds, un tas
kolekcija ietilpst vairak neka 300 darbu - itdlu un citzemju makslinieku
instalacijas, gleznas, video un fotogrifijas, un So kolekciju nakotné ir
paredzéts papildinat.

Tomér patiesiba daudz interesantiki par dazadam tenkam, inte-
resantaki par kuratoru mestajiem izaicinajumiem un miZigo spriedzi
cela no solijumiem lidz to isteno3anai 3kiet jautdjumi, kas saistiti ar
saturu un ta attiecibam ar ietvaru, trauslais lidzsvars starp arhitekti-
ru un makslas darbiem, kuri taja izvietoti.

Zahas muzejs atmet eiklidisko telpu un piedava mums arhitektiiru,
kas spéj satricinat misu manas un apmulsinat orienté$anas sajitu.
Slipas gridas liek mums doties te augup, te lejup, un telpas, kam rakstu-
rigas vairakas ieejas, pleSas uz visam pusém. Lai saprastu, ka funkcio-
né 5i telpiska sistéma, kura skatitaji kust par aktieriem pliduma, ta
jaizstaiga vairakas reizes un visdazadakajos virzienos, tadéjadi ikreiz
atklajot jaunas ejas un, galvenais, jaunus skatpunktus.

Ari péc teatrali krasnas atklaSanas MAXXI bus jameklé un pama-
zam javeido sava identitate un caur konkrétu dzivojumu bas jasameé-
rojas ar radikili nepierastu telpu. Sis vietas rizomatiska un dinamiska
logika var tikt izlasita ka metaforisks novéléjums saturam, kam &is
telpas klust par majvietu. Ka sola nosaukums - 21. gadsimta muzejs -,
ideala veida MAXXI butu jatiecas nakotné, un més redzésim, vai
direktoru un kuratoru komandai izdosies saskanot uz pagatni vér-
stas saglabasanas un arhivé$anas vajadzibas ar vélmi parstaveét to,
kas vél tikai grasas dzimt tagadnes bridi. Eka, kura iemieso seno
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After 12 years of planning and construction, after seven changes of
government, in the midst of the harshest economic crisis of the post-
war period, the inauguration of MAXXI, the National Museum of 21st
Century Art in Rome, costing a princely sum of 150 million euro, ap-
pears as some sort of miracle. To make it all the more incredible is the
constant presence of the fairer sex in the establishment and in the
future running of this institution.

In fact the building, located in the suburb of Flaminio, was de-
signed by the British-Iraqi architect Zaha Hadid, and the museum will
be directed by Margherita Gruccione (MAXXI Architecture) together
with Anna Mattirolo (MAXXI Art). Notwithstanding the risk of politics
wanting to appropriate a project of such scale, and that someone could
exploit it to raise their own personal prestige, the event is to be valued
very positively at a time of serious economic and cultural stagnation.
In other words, | don't believe that the media circus, the starlets and the
VIP's of the world of politics who attended the opening will be able to de-
tract from the importance of the project, both from the architectural as
well as artistic point of view, and even less so as regards its significance
for the future of cultural politics in this country. The first days of its
opening, when the rate of visitors reached 800 per hour, demonstrated
that MAXXI could become an object of wide interest and gives hope that
contemporary art and architecture will succeed in breaking free of its
marginal status. This matter is of particular importance in a country
such as Italy, where the protection and conservation of a vast heritage
of art from times past has absorbed the greater portion of public finance
earmarked for the arts. The new structure is managed by a foundation
that was established by the Ministry of Culture, and holds a collection
of more than 300 works by Italian and international artists: a mixture
of installations, pictorial works, video art and photography, intended to
be supplemented in the future.

Nevertheless, that which really is of interest more so than gossip
are the issues regarding the contents and its relationship with the
holder, the fragile balance between the architecture and the works of
art that it hosts, rather than curatorial challenges in tension between
what is promised and what is delivered.

Zaha's museum breaks with the Euclidian space and presents us
with an architecture that can wreak havoc with our perceptions and
mix up our sense of orientation. The pavements on a slope make us go up
and down, and the spaces, being characterised by numerous entrances,
go off in all directions. To understand how this spatial system works,
in which the viewers become actors in the flow, it is necessary to go
around it more than once, in various directions, which each time make
us discover yet another passage and, above all, a new vantage point.

Even after its showy opening, MAXXI will have to search for and
gradually modify its own identity, and through concrete living to find
its measure with a radically exceptional space. The rhizomatic and
dynamic logic of this venue could be understood as a metaphor for
an auspicious omen as regards the contents that it will contain. As its
name promises, Museum of the 21st Century, ideally MAXXI should be
turned to the future and we will see how the staff of directors and






principu “viss plust”, rosina uz tadu iek$gjo saturu, kas harmoné
ar tas formam: MAXXI pievilina plasto$as domas, dinamiskus
notikumus un dezorientéjosus darbus. Tie$i $is biis sarezgitakais un
grutak istenojamais uzdevums: izstadit mazak zinimu makslinieku
viseksperimentalakos darbus vienmér nozimé, ka kuratoriem jariské
ar vértibam, ko vél nav “apstiprinajusi” kritika, un jauznemas atbildiba,
izsakot pasiem savus kritiskos viedok]us, kas reizém var biit neérti un
pretéji visparpienemtajiem uzskatiem.

Sava kataloga teksta Anna Matirolo, MAXXI Makslas dalas direk-
tore, mums skaidro, ka kolekcija ir augusi paraléli paa muzeja bavnie-
cibai. Sis fakts pierdda, ka Seit arhitektiira un maksla turpinas savstarpéji
sameéroties ilga izaugsmes procesa un ka muzejs ne tikai “parstav”
Sos divus Zanrus, bet ari censas tos iek38ji izdzivot. Muzejs tiecas uz
nakotni, kas atrodas tap3anas stadija, un iesaistas taja ka darbnica,
kuri allaz notiek eksperimenti. $Tsavdabiga un nemitiga attistiba eso&a
workshop péta makslas darbam piemito$as iespéjas reagét uz ékas
dimensionalajiem un formalajiem stimuliem: ta ir elastiga un atvérta
forma, bet vienlaikus ari stabils un nekustigs punkts.

So bistamo lidzsvaru Joti labi iezimé ari atkla$anas izstades, kas
censas savienot redlo ar neredzamo, augsti novértéto ar nepardodamo,
tradicionalos darbus ar eksperimentalajiem. Seviski efektigi tas izdodas
pasa pirmaja retrospekcija, ko papildina ari zinatniska monografija, -
ta ir retrospekcija, kas atklaj konceptualas makslas parstavi DZino De
Dominicisu (Gino De Dominicis), kur§ pagaidam nav bijis zinams pla-
$akai publikai, lai ari piedalijies veselas piecas Venécijas biennalés,
viena Kaseles documenta un divas Romas kvadriennalés. 1947. gada
Markes apgabala dzimu$a un 1998. gadd miis pametu$i makslinieka
izstadi “Nemirstigais” ir veidojis Akille Bonito Oliva. Jau pie ieejas &ka
ekspoziciju ievada grandiozais “Kosmiskais magnéts” (1989), 24 met-
rus gars skelets, kam roka ir septinmetrigs zelta stienis, kur$ pavérsts
pret kosmisko telpu. Gigantiskajam kermenim piemit daudz ipatnibu,
ko vélak varam no jauna atrast ari daudzos gleznojumos, kuri apliiko-
jami izstades tre$aja da)a. Sim télam ir ipa$i gar$ deguns, kas tida)
atsauc atmina misu nabaga Pinokio. GluZi spontani dzimst jautajums,
vai makslinieks (vai maksla ka tada) mus vaza aiz deguna, izvélas
karala aksta lomu vai ari liek mums iestrégt paradoksa par meli, kas,
apgalvodams "Es meloju”, melo, ja saka taisnibu, un saka taisnibu, ja
melo.

De Dominitiss neatklaj savus noslépumus, un, tikko esam iegajusi
milzigaja vestibila, kur Zahas Hadidas trapi $ke] telpu visos virzienos,
mis apnem kosmiskie Dio* smiekli, ar kuriem DZino jau atkal par
mums pasmejas. Pirmaja izstades sadala ir parstavéti 60. un 70. gadu
tiri konceptualie darbi, un dazi no tiem ir isti brinumi. Te més atrodam,
pieméram, tuk3o 1970. gada “pulksteni”, kas klusé, jo nespéj veikt sa-
vus tieSos pienakumus - mérit laiku. Nemirstiba Seit ir panikama,
aizvacot nenovér§amo laika ritéjumu un attiecigi novérdot ari misu
dienu galigumu. Videodarbs “Méginajums lidot" (2', 1969) savukart
ironizé par citu senu un nepiepilditu cilvéku vélmi - par vélésanos
lidot. Més redzam makslinieku, kas pakapjas uz akmens un, rokas velti
vicinadams, nolec zemé. Més, cilveki, esam neglabjami piesaistiti zemei,
un mums nav iespéjams parvarét savu kermenisko eksistenci. lzliektie
un melnie centralas telpas trapi vairakos lokos mus ved aug3up lidz
piektajai galerijai, kur izvietotas DZino De Domini¢isa pédéjo miza
gadu gleznas. Més virzamies no sarkanajiem putncilvékiem pie gais-
zilajiem, no maziem formatiem pie vidéjiem, ideala augSupce]a no

tumsas uz gaismu. Sava kdpuma beigas nonakam pédeéja zale, kur
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curators succeed in balancing the demands of conservation and
archiving, directed towards the past, on the one hand, and a wish to
represent that which is nascent on the other. The building which fol-
lows and embodies the ancient principle of “everything flows” calls
for contents in harmony with its shapes: in this way MAXXI harks to
flowing thoughts, dynamic events and unsettling works. And it will be
precisely this that will be the most fragile and difficult task to carry
out: to show the more experimental works by unknown artists always
means running curatorial risks with values not yet critically “accepted”,
and for curators to take the responsibility of upholding their own
critical judgment, which at times may be uncomfortable and against
the current.

In her article in the catalogue, Anna Mattiroli, the director of
MAXXI Art, explains how the collection has grown in parallel with the
construction works of the museum. This fact demonstrates that here
architecture and art will continue to measure themselves against each
other through a lengthy growing process, and that the museum is not
limiting itself only to a representation of the two genres, but is seeking to
bring them to life internally. The museum is inclined to a future of ‘work
in progress’ and is taking part in this process as a perpetual workshop
of experimentation. This kind of workshop in continual evolution in-
vestigates whether and how the work can react to the dimensional and
formal demands of the building: a form that is flexible and open, but at
the same time providing a stable base.

This dangerous balance is already clearly in evidence in the in-
augural exhibitions, which seek to reconcile the real with the invisible,
the highly sought-after with the unsaleable, traditional works with
the experimental. The coup de theatre succeeds in grand style with the
first ever retrospective - including a scientific monograph - of Gino
De Dominicis, conceptual artist, until now unknown to the general
public despite having participated in five Venice Biennials, one Kassel
documenta and two Rome Quadrennials. The exhibition Limmortale
(‘The Immortal’) of the artist from the region of Marche, class of 1947,
of whom we lost trace in 1998, was curated by Achille Bonito Oliva, Even
before entering the building, the exhibition opens with the grandiose
Calamita cosmica (‘Cosmic Magnet’ 1989), a skeleton 24 metres tall with
a 7 metre gold pole in its hand pointing into extra-terrestrial space.
The gigantic body features a peculiarity which can then be observed
in many of the paintings shown in the third part of the exhibition. His
nose is extremely elongated and is evocative of our poor Pinocchio. One
spontaneously wants to ask whether the artist (or art as such) is leading
us by the nose [making fools of us], playing at being the king’s jester, or
else it leads us to ponder upon the paradox of the liar who, in saying “1
am lying”, lies if telling the truth, and tells the truth if lying.

De Dominicis does not reveal his secrets, on the contrary, as soon
as we have entered the enormous Hall where the passerelles of Zaha
Hadid divide up the space in all directions, we are overcome by the
sound of cosmic laughter of D’io, ('God/of "), with which Gino once more
makes fun of us. The first section presents purely conceptual works of
the 1960s and 70s: some of them real gems, We find, for example, an
empty ‘clock’ from 1970 which is silent, because it cannot fulfil its duty,
that is: to measure time. Immortality is achieved here by the removal of
the inevitable passage of time, and as a consequence - the finiteness of
our days. The video work Tentative di volo (‘Attempt to fly’, 2), 1969) for
its part ironises on another ancient unfulfilled desire of mankind: that
of flying. We see the artist who climbs on a rock in order to jump down



karajas gigantiski tira zelta gleznojumi, kas atstaro zilbino3o gaismu,
kura iepliist pa muzeja “aci”, stikloto fasadi, kas raugas uz pilsétu un,
Skiet, dod majienu par kadu citu dimensiju. Patie3am parsteidzosi, ka
$aja muzeja dala arhitektiira un izstaditie darbi saspéléjas nemitigi pie-
augo$a un dejojo3a crescendo, tuvojoties ekstazei. Sibija pirma reize,
kad ar kermeniskajiem jutek]iem, nevis ar pratu patiesi aptvéru, ko
neoplatoniki domaja ar augdupce]u uz Vienu un gaismu. Nemirstibas
ideja neaprobeZojas ar Dzino De Domini¢isu ka subjektu, bet ietver ari
makslinieka télu un makslu ka tadus, vienigos, kas spéj vest mils preti
gaismai, preti kosmosam, preti nematerialajam, preti garam un tatad
ariuz atraisianos un atbrivo$anos.

Ari otra izstade - MAXXT kolekcijas izkartojums - uzsver tel-
pisko attiecibu primaro nozimi un siki izvérsta attistiba iedzi]inas
dazados is témas limenos. Kolektivo izstadi “Telpa” veidojusi vairaki
kuratori - Pipo Corra (Pippo Ciorra), Alesandro D'Onofrio (Alessandro
D'Onofrio), Bartolomeo Pjetromarki (Bartolomeo Pietromarchi) un
Gabi Skardi (Gabi Scardi), un ta ir ce]$ cauri 75 darbu labirintam. Ar
telpu kuratori saprot gan fizisko, gan institucionalo telpu, bet vél jo
vairak socialo, geografisko, vésturisko un kultiiras kontekstu, kura
dzivojam un uztveram, un, protams, aizmirsta nav ari arhitektoniska
un urbanistiska telpa, ka ari visi iztéles plaSumi, tedtris un virtuali-
tate: visi butiskakie jédzieni, ko sevi sakopo maksla. [zstade ir iedalita
cetras dalas: “Dabiskais un maksligais”, “No kermena lidz pilsétai”,
“Istenibas kartes” un “Skatuve un imaginarais”.

“Dabiskais un maksligais” uzdod jautajumus par to, ki muzeja
arhitektoniska telpa atdarina dabas telpu, tas neregularitates, par-
steigumus un ari tas vizudlo harmoniju. Apdzivota telpa, kas k]ast
par ainavu un sazarojas dazadas ainavas un straumés. Sis izstades
sekcijas makslinieki pievérias dabiska un maksliga attiecibu tematam,
izmantojot visdazadakas pieejas un materialus. Pieméram, Mario Airo
(Mario Airg) simulé “Ritausmu” ar sartu gaismu, kuras avotu aizsedz
no koka darinatas kalnu aprises. "Avizpapira virve', ko, ilgi un pacietigi
stradajot, radijis Stefano Arjenti (Stefano Arienti), priekimetam (avizei),
kurs jau péc definicijas ir piederigs pie kultiiras jomas, piekir “dabis-
ku” un organisku formu - parvérs to par tadu ka tusku, kas vienmér
pielagojas telpai, kura atrodas. Saja izstades da)a citu starpa apliko-
jami svarigi darbi, ko veidojusi Jozefs Boiss, Luéano Fabro, Gilberts un
Dzordzs, Anzelms Kifers, Tomass Rufs, Endijs Vorhols un ari jaunakas
paaudzes itali, pieméram, Klaudija Lozi (Claudia Losi).

Sadaja “No kermena lidz pilsétai” atrodam pardomas par per-
soniskas un publiskas telpas, sevis apzina$anas un apkirtnes attie-
cibam: kermenis klast par kolektivu pieredzi pilséta ka sakartota
sistéma, kas vienlaikus ir ari konfliktu un pretrunu vieta. Marina
Ballo Sarmé (Marina Ballo Charmet), pieméram, véro misu prata “fona
troksni", izmantojot urbanas telpas segmentus, stiirus un malas, ko
redzam tikai "Ar acs kaktinu”, o "vienmeér redzéto”, kuram tomeér ne-
kad nepievérSam apzinatu uzmanibu. Ari Gerharda Rihtera Stadtbild
mums pieddva abstraktu istenibas viziju: Soreiz aeroskatijumu uz
sabombardéto Drézdeni, kas spécigiem un noteiktiem triepieniem
gleznota balta un melna. Savukirt Cézare Pjetrojusti (Cesare Pietroiusti)
mums piedava skaudras un driimas pardomas par makslinieka mar-
ginalizéto stavokli un sava zipa turpina De Domenitisa apliikoto tema-
tiku: makslinieka loma sabiedriba. MAXXI atklasanas laika Pjetrojusti
ieslédzas dienesta kapnés un stundam ilgi apraksta visu, ko redz un
ki jitas (bet vina apraksti ar skajruniem tiek parraiditi uz zali). Saja
izstades sadala atrodas ari Mauricio Katelana, Anida Kapira darbi

again, beating his arms in vain. We humans are unavoidably glued to
the earth and it is not possible to overcome our corporeal existence.
The black curvilinear passerelles in the central space lead us by various
loops towards the top, up to Gallery 5 where the paintings from the last
years of GDD's life are hung. We pass from red men-birds to blue ones,
from small formats to medium sized works, in an idealized ascent from
darkness to light. At the end of our climb we get to the last hall, where
the gigantic pure gold paintings are displayed, and which reflect the
dazzling light of the ‘eye’ of the museum, the glass front which looks
out over the city, yet seems to allude another dimension. It is truly
incredible how in this part of the museum the architecture interplays
with the works in a sort of dancing crescendo towards ecstasy. For the
first time, | really understood through the sensation of my body and
not with the intellect, what the Neo-platonists meant by the ascent to-
wards The One and the light. The idea of immortality is not limited to
the subject of Gino De Dominicis, but extends through the figure of the
artist and art in themselves as both being capable of leading us towards
the light, towards the Universe, towards the immaterial, the spirit, and
hence to resolution and liberation.

The second exhibition also - a selection from the MAXXI col-
lection - underlines the primary importance of spatial interrelations
and explores in a finely articulated development the theme on various
levels. The show Spazio (‘Space’) was curated collectively by Pippo
Ciorra, Alessandro D'Onofrio, Bartolomeo Pietromarchi and Gabi Scardi,
and in a labyrinthine journey presents 75 works. By space the curators
have meant both physical space as well as institutional space, but above
all the context of the social, geographical, historic and cultural space in
which we live and perceive, without omitting architectonic and urban
space, and on top of that everything that is imaginary, of the theatre and
virtual: all the fundamental notions that art gathers together within
itself. The exhibition is divided into four sections: Naturale Artificiale
(‘Natural Artificial’), Dal corpo alla citta ('From the Body to the City’),
Mappe del reale (‘Maps of Reality’) and La scena e I'immaginario (‘The
Stage and the Imaginary’).

‘Natural Artificial’ poses questions about how the architectonic
space of the museum imitates the space of nature, its inconsistencies,
its surprises, but also its visual harmony. An inhabited space which
becomes a landscape, and which divides itself into varied paths and
currents. The artists in this section highlight the relationship between
the natural and the artificial, with completely different viewpoints and
disparate materials. Mario Aird, for example, simulates dawn with a
red light which emanates from behind a wooden profile of a mountain
scene. On the other hand, La corda di carta di giornali ('The Rope of
Newspaper'), born of the long and patient labours of Stefano Arienti,
brings a cultural object par excellence (a newspaper) back to a “natural”
and organic form: a kind of snake which always adapts itself to the
space in which it finds itself. In this section we can see, among others,
important works by Joseph Beuys, Luciano Fabro, Gilbert & George,
Anselm Kiefer, Thomas Ruff, Andy Warhol, as well as by younger Italians
such as Claudia Losi.

[n the ‘From the Body to the City’ section we find reflections on
the relationship between personal space and public space, through
understanding of one’s self and the surrounding space: the body which
becomes the collective experience of the city as an ordered system, but
also as a location of conflict and contradiction. Marina Ballo Charmet,
forinstance, observes the ‘background noise’ of our thoughts by means
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un ari nesendks Alterazioni Video, Mikolas Asaelas (Micol Assael) u. c.
veikums.

“Istenibas kartes” turpreti nodarbojas ar karté$anas geopolitisko
aspektu un attiecigi ar istenibas projektésanu. Atelier Van Lieshout,
pieméram, te izstada savas Slave City urbano planu - ta ir utopiska,
paspietiekama un ekologiska pilséta, kura stingri tiek reglamentéts
ikviens tas iedzivotaju dzives mirklis, lai novérstu jebkadu nevajadzi-
gu energijas vai lidzek]u izSkérdésanu, bet tadéjadi kaitéjot individua-
lajai brivibai. Savukart Flavio Favelli (Flavio Favelli) mums piedava savu
"Apvienotas Italijas karti’, kas saliekama no autoce]u atlanta lappusém,
lidz izveidots viss Italijas pussalas zabaks. V&l $aja sadaa atrodami $adi
vardi: DZzovanni Anselmo (Giovanni Anselmo), Luka Vitone (Luca Vitone),
Lorenss Veiners (Lawrence Weiner), Lusija un Horhe Ortas (Lucy, Jorge
Orta).

“Skatuve un imaginarais” - ta sauc izstades pédéjo sadaju: §i,
protams, ir visvairak saistita ar telpas vizionaro aspektu un attiecigi
atrodas vistalak no telpas fiziskajiem aspektiem. Te muzejs atklajas
ka iestud&ums un ka masina, kas nodrosina komunikaciju starp
izdomajumu un istenibu. Pieméram, Viljamam Kentridzam (William
Kentridge) izdodas savaldzinat ar rotaju teatriti, kas piedava vina |oti
personisko "Burvju flautas” versiju: Preparing the flute. l}ja un Emilija
Kabakovi darba Where is our place? liek mums ienirt istaba, ko veido tris
telpas un laika limeni. Pagitne ir gigantiski palielinats muzejs, tagadne
ir fotografiju un milestibas dzejolu stasts, bet nikotne - miniatiirs
modelitis, kas aprakts mums zem kajam un ir gatavs iznirt virspusé
kuru Katru bridi. Saja sadala lidzas citiem var aplikot ari Dzilio Paolini
(Giulio Paolini), Mikelandzelo Pistoleto, Sola Levita, LuidZi Ontani (Luigi
Ontani), Bila Vaiolas, Gracijas Toderi (Grazia Toderi) un vedovamazzei
darbus.

Seit més runajam tikai par galvenajam laikmetigas makslas iz-
stadem, ar kuram MAXXI ir véris savas durvis, ta¢u tapéc mazik nozi-
migs nav ari otrs aspekts: MAXXI Arhitektiiras dala darbu sik ar Joti
izvérstu izstadi “No racionalisma uz informalo” par LuidZi Moreti
(Luigi Moretti), kurd mums piedava vina darbu modelus un fotografijas,
atklajot vésturisko attistibu, MAXX] ietilpst ari fotoarhivs, lzglitibas
nodala, konferen¢u zile un gramatnica.

Jauna muzeja rizomatiska un dinamiska struktira $aja, vél pavi-
sam jaunaja gadsimta mas pavadis preti jauniem piedzivojumiem,
kas arhitektonisko telpu un makslinieciskos meklgéjumus savieno sav-
starpéjas atstarosands un salidzinasanas savijuma. Més novélam, lai
lidzek]i, kas pieejami un izmantojami §i pasikuma talakai attistisanai,
allaz atbilstu sakotnéjas ieceres vérienam un lai Italijai un Eiropai vél
ilgi biitu pieejama $ada pétijumu darbnica, kura pa domu un dzejas
pédam spétu ievest mis 22. gadsimta.

1 Vardu spéle Dio - ‘Dievs’, d'io - ‘no es’.
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of the sections, corners and edges of urban space which we notice only
through The Corner of the Eye, this ‘always seen’ to which we however
do not pay the least conscious attention. Also the Stadtbild by Gerhard
Richter offers us an abstract vision of reality: this time an aerial view
of a bombarded Dresden, painted in black and white with powerful and
decisive brushstrokes. Cesare Pietroiusti, on the other hand, provides
a pointed and apt reflection on the marginalized status of the artist and
vaguely raises again a theme visited by de Dominicis: the role of the art-
ist in society. During the opening of MAXXI Pietroiusti locked himself
in the service stairwell and described - this being transmitted in the
hall with loudspeakers - for many hours all that he saw and how he was
feeling. This section contains works by Maurizio Cattelan, Anish Kapoor,
and also the more recent output by Alterazioni Video, Micol Assael etc.

On the other hand ‘Maps of Reality’ is preoccupied with the geo-
political aspects of drawing maps, and hence the projections of reality.
Atelier Van Lieshout, for example, exhibits an urban plan of its Slave
City, an utopian city which is self-sufficient and ecologically sustainable,
where every minute of its inhabitants is regulated in order to avoid
any kind of wastage, obviously to the detriment of personal liberty.
Flavio Favelli, however, presents us with his Carta d'Italia Unita (‘Map
ofa United Italy’) which is made up of the pages from a road atlas, thus
completing the entire ‘boot’ [of Italy]. Other names in this section are
Giovanni Anselmo, Luca Vitone, Lawrence Weiner, Lucy e Jorge Orta.

‘“The Stage and the Imaginary’ is the title of the last section of the
exhibition: this for certain is the one most linked to the visionary
aspect, and in consequence is less related to the physical side of space.
The museum here takes the role of a production, and as a machine
that communicates between fiction and reality. William Kentridge, for
example, is spellbinding with his play theatre, presenting a very per-
sonal version of “The Magic Flute’: Preparing the Flute. Conversely llya
and Emilia Kabakov, in Where is our place?, envelop us in a room com-
posed of three spatial and temporal levels. The past is a magnified
museum, the present is a story of photographs and love poems, and
the future is a miniature model buried beneath our feet, and ready to
emerge at any moment. In this section one can view, amongst other,
the works of Giulio Paolini, Michelangelo Pistoletto, Sol LeWitt, Luigi
Ontani, Bill Viola, Grazia Toderi and vedovamazzei.

We are limited here to speaking about the chief exhibitions of con-
temporary art with which MAXXI opened its doors, but this is not to
deflect importance from another facet: MAXXI Architecture, which
was inaugurated with an eloquent and detailed exhibition about Luigi
Moretti, Dal razionalismo allinformale (‘From Rationalism to the In-
formal’), which showed the historic development, models and photo-
graphs of his work. In addition MAXXI offers a photographic archive,
a Department of Education, a conference hall and a bookshop.

The rhizomatic and dynamic structure of the new museum will
accompany us, in this still quite new century, towards new adventures
which will combine architectural space and artistic research in a
mutual interlinking of contemplation and confrontation. We hope
that the means which they have at their disposal, for a satisfactory con-
tinuation of this undertaking, will remain at the same high level of the
initial project, and that Italy and Europe will for a long time make use of
this research laboratory which is capable of taking us, in the footsteps
ofthought and poetry, into the 22nd century.



Mario Airo, Ziemelblazma. Instalicija, neons, transformators, koks. MAXX! kolekcija / Fota | Mhotn: Barbars Fliier
Mario Aird. Aurora. Installation, neon, transformer, wood. 2003. MAXX| permanent collection
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Gino De Dominicis. Without Title. 1992
. - of the 215t Contusy Arts - Rome.

ey sty
Fotn | Pt Roberte Galasis
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Gino De Dominicis. How | see this table, these plates, this bottle, this
glass and this plant. 1970
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{3) D#ino De Dominidis. Lidojuma mégindjums. Video /
Gino De Dominicis. Flight attempt. Video. 1969
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(4) Stefano Arienti. Aviu virve. Apdrukits savérpts papirs. MAXX! kolekcija /
Stefano Arienti. The Newspaper rope. Rolled-up printed paper. 1986/2004
MAXX| permanent collection
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(5) D&ino De Dominidis. Bez nosaukuma. /
Gino De Dominicis. Without Title. 1985
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Izstuta neuzvediba
Saruna ar makslinieci Gadu Ameru

Embroidered Misbehaviour

A conversation with Ghada Amer

Barbara Feslere / Barbara Fissler
Méksliniece / Artist

Reza Farkondé un Gada Amera savi studija Nujorka /

Reza Farkhondeh and Ghada Amer in their studio. New York. 2010
Fate | Pt Sarbars Fhisier

Egipté dzimusi un Nujorka dzivojo$a maksliniece Gada Amera (Ghada
Amer) jau divdesmit gadus ziméjumos, gleznas, skulptiiras un darza
instalacijas péta varas attiecibas, kas izteiktas dzimuma un dzimuma
piederibas arhetipos. Tomér Gadas makslinieciskie mekl&jumi, kuri
saistiti ar seksudlo identitati un sociilo normu ievéro$anu, neaprobe-
Zojas tikai ar saturu (noteiktu vardu definicijam vai pornogrifisku télu
virkném) vai ta nozimém, bet tiecas uz taliku formalu apdomu, kas ap-
sver paSa medija (politisko) nozimi un nepartraukti rada jaunas tehnis-
kas kombinacijas. Studé&jot makslu Francija, Gadu Tpa$i saistija glez-
niecibas nozare, tatu vina to uztvéra ka savveida aizliegto, virie3u par-
valdito teritoriju. Sava zina vina jutas izslégta, un tas mudinaja meklét
sievitku valodu, kas biitu apveltita ar personisku izteiksmes spéku, lai
raditu tadu ka virieSu spékam pretéju planétu. 90. gadu sakuma Gada
saka izmantot iz§08anu ka tipiski sievisku instrumentu, neatsakoties
no glezniecibas estétikas un bieZi (ironiski) atsaucoties ne tikai uz
nesendko makslas vésturi - abstrakto ekspresionismu, popartu -, bet
ariuz Matisu, Pikaso un citiem.

Pirma izSuvumu sérija, kura paraditas sievietes, veicot majas
darbus, Gadu neapmierinaja. Vipa juta, ka attélotajam sievietém parak
uzspiesta to tradicionala loma. 1992. gada Gada aizsaka iz§atas por-
nografijas ciklu, kas vinai atnesa milzigus panakumus. Ar pornogra-
fiju 3aja gadijuma saprotama sacel$anas pret moralo likumu ne vien
musulmanu kultiird, bet ari Rietumos. Ar nenoteikto, tikai nojau$amo
attélojumu Gadas noliiks ir radit visparéju sievisku telpu, kura sievietes
ir pilntiesigas un caur baudu sasniedz sevis apzinasanos. Lielaka 3i
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For some twenty years the Egyptian born artist Ghada Amer,
now based in New York, has been questioning relationships of power,
expressed through archetypes of gender and sexual representations,
with her production of drawings, paintings, sculptures and garden
installations. Amer's artistic research about sexual identity and fol-
lowing social rules doesn’t stop at contents (as definitions of specific
words or porn imagery) and its meanings, but passes on to a further
formal reflection which questions the (political) meaning of media
itself, and continuously invents new technical combinations. During
herarteducation in France, Amer perceived the field of painting, which
strongly interested her, as a sort of forbidden territory, occupied mainly
by men. She felt in a way excluded and started to react by seeking a
female language capable of its own strength of expression, in order to
build up a kind of opposite planet to male power. At the beginning of the
1990s, she started using embroidery as a typically feminine tool, but
without renouncing the aesthetics of painting, often quoting (ironically)
from the more recent history of art: Abstract Expressionism, Pop Art,
and also Matisse, Picasso etc.

The first embroidered series of women doing housework didn't
satisfy Ghada Amer, because she felt that her subjects were being too
much subjugated into their traditional role. So in 1992 she started her
embroidered porn series, which brought her enormous success. Porn-
ography here is meant as a rebellion against moral law not only in
Muslim but also Western culture. By ambiguous representation, where
you see and don't see at the same time, Amer aims to create a universal
female space where women are empowered and reach consciousness
of the self through their own pleasure. Thus most of the porn images
show women masturbating or kissing each other. The Western white
women, as being the dominant group, are meant to speak about all of
womankind in general and should deconstruct phallocentric concepts
of passive and silent women by discovering and imposing their own
language and pleasure. On the other hand, Amer is conscious of the
inherent danger of using images produced by men for men: she is aware
that she could get her hands dirty by using these means...

Along with the constant production of embroidered paintings, for
years Ghada Amer has continued her research with text pieces, sculp-
tures and garden installations. She made a series of paintings with
definitions of words such as ‘Freedom’, ‘Peace’, ‘Security’, ‘Fear”. In the
garden installations, too, she often uses words or symbols, creating a
paradoxical meaning as, for example, in Love Grave (2003), where she
carved into the ground the word ‘Love’, creating a grave for (dead) love,
or in Peace-Garden (2002), where the peace symbol has been planted
out with carnivorous plants, the only existing aggressive, war-making
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Gada Amera. Viena nakts Londona. Audekls, akrils, iz3uvums, gels /
Ghada Amer. One night in London. Acrylic, embroidery and gel medium on canvas. 165.1x127 cm. 2010
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cikla dala rada sievietes, kas paSapmierinas vai skiipstas cita ar citu.
Rietumu - baltajam - sievietém ka vado3ajai grupai jaruna visu sievie$u
varda un jagaz fallocentriskas koncepcijas par pasivajam un klusajam
sievietém, atklajot un stiprinot paam savu valodu un baudu. Taja pasa
laika Gadaapzinasbriesmas, kas pastav, izmantojotattélus, kurus viriesi
radijusi citiem virieSiem. Vina apzinas, ka, izmantojot 3os instrumentus,
var "sasmérét rokas".

Lidztekus pastavigajai iz§iito gleznu darinasanai Gada Amera jau
gadiem eksperimenté, izmantojot teksta fragmentus, skulptiiras un
darza instalacijas. Vipa ir radijusi gleznu ciklu ar tadu vardu ka “briviba’,
“miers”, "dro$iba” un “bailes” definicijam. Ari darza instalacijas vina bieZi
izmanto vardus vai simbolus, radot paradoksilu nozimi. Pieméram,
darba "Milestibas kaps” (Love Grave, 2003) vina zemé iegravéja vardu
“milestiba”, tadéjadi izveidojot kapu (mirusai) milestibai, savukart darba
"Miera darzs” (Peace-Garden, 2002) Gada izveidoja miera simbolu no
galédajiem - vienigajiem agresivajiem, karojofajiem augiem. Pédéjos
gados Gada Amera izvérsusi sadarbibu ar Irdna dzimu$o un Nujor-
ka dzivojodo makslinieku Rezu Farkondé (Reza Farkhondeh). Vini ko-
pigi pabijusi vairakds makslinieku rezidencés, un sadarbiba tapusie
makslas darbi izraisijusi lielu interesi.

Barbara Feslere: Gada, tev ir bijusas izstades visa pasaulé, vis-
prestizakajas mikslas iestadés un galerijas, tavi darbi bijusi izsta-
diti MACRO Roma, Bruklinas Makslas muzeja un divreiz ari Venéci-
jas biennalé. Tu esi sadarbojusies ar Deitch-Project, Gagosian Gallery
un paslaik sadarbojies ar Cheim & Read Nujorka. Pédéja laika tavi
darbi guvusi augstu novértéjumu lielas makslas izsolés. Ka tu iz-
skaidrotu savus ievérojamos panakumus un to noturibu?

Gada Amera (smejoties): Manuprat, ta ir veiksme. Esmu izmanto-
jusi situaciju, kad makslinieki no periférijas péksni saka izstadit savus
darbus un klit pazistami Rietumos. Sakuma manas izstades noritéja ne
parak ievérojamas iestadés ar pilnigi nepazistamiem kuratoriem, kuri
kjuva patiesi atziti tikai vélak. Manas darbibas sikuma viss notika Joti
talu no prominentam institacijam. Tikai péc izstades "Zemes burviji"
(Les Magiciens de la Terre) 1989. gada Pompidi centra Parizé, kuras
kurators bija Zans Ibérs Marténs (Jean Hubert Martin), cilvéki apjauta,
ka pastav vél ari cita makslas pasaule.

B.F.: Tads ka “eksotisks bonuss”"?

G.A.: Tiesi ta, Un ta es nokluvu makslas tirgt un uz slavas skatu-
ves. Visa pamata bija veiksme.

B.F.: Tomér panakumi bija nepartraukti un noturigi. Vai tu
daudz stradaji?

G.A.: |a, es smagi stradaju un devos prom no Francijas. Nujorka ir
pasaules makslas centrs, un, ja jos vélaties k]ut par makslinieku, jums
jadodas turp. Patiesibu sakot, man ir Joti paveicies satikt istos cilvékus
istaja bridi - viss notika drizak vienkarsa neka stratégiska veida.

B.F.: Vai, tavuprat, lidzas “eksotiskajam bonusam” pastav ari “sie-
viesu bonuss" ki reakcija uz viriesu parvaldito (makslas) pasauli?

G.A.: N&é, Drizak pastav “sievieSu malus*".

B.F.: Joprojam? Vai nevienlidzibas problémas netiek uzskati-
tas par parvarétam? Vai tev neskiet, ka 5i situdcija misdienas ir uz-
labojusies?

G.A.: Né, manuprat, labak ir but 8giptietei neka sievietei. Sievietes
makslas darbiem ir |oti griti sasniegt augstas cenas nozimiga izsolé. Pat
loti slavenas Rietumu sievietes, ka savulaik Luize Bur#ua, saskaras ar
sadam gritibam. Né, tas it nemaz nav mainijies.

B.F.: Kads ir sievieSu ipatsvars makslas izsolés?
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plants. In recent years Ghada Amer has increased her collaboration
with Reza Farkhondeh, an Iranian-born artist based in New York: they
won several artist residencies together, and their common production
of works on paper has met with great interest.

Barbara Fissler: Ghada Amer, you've had shows all over the
world in the most prestigious art institutions and galleries, you
have exhibited twice at the Venice Biennale, at Macro in Rome and
at Brooklyn Art Museum, you have worked with the Deitch Project,
Gagosian Gallery and currently you collaborate with Cheim & Read,
New York. In the recent period, you have featured in major art
auctions: how do you explain your huge success and its duration?

Ghada Amer (laughing): It's luck, I think, and I have taken advan-
tage of a situation where suddenly artists from the periphery have
started to show their work and are being recognised in the West. At
the beginning I exhibited in institutions that weren't very visible, with
unknown curators who became very successful only later. But when |
started, it was really outside the big institutions, far away. Only after
the exhibition Les Magiciens de la Terre, in 1989 at the Centre Pompidou
Paris, curated by Jean Hubert Martin, people realized that there is
anotherart world over there.

BF: A sort of "Exotic-Bonus”?

G.A.: Exactly. So that's how I arrived to the market and on the scene.
It was basically luck.

BF: But the success went on and kept going. Did you work a lot?

G.A.: Yes, [ worked very hard and | moved from France. New York
is the art centre of the world and if you want to become an artist, you
have to come here, But [ also have been quite lucky, actually, to meet the
right people at the right moment: it happened more in a simple way
thanina strategic way.

BF: Do you think that, beside the “Exotic-Bonus”, there exists a
“Female-Bonus” as a reaction to the male dominated (art) world?

G.A.: No, thereis a "Female-Malus".

BF: Still, now? Aren’t problems of inequality considered to
have been overcome? Don’t you think that this situation is better
nowadays?

G.A.: No, I thinkiitis better to be Egyptian than to be a woman. As
a woman it's very difficult to achieve high prices at a major auction.
Even very famous Western women like Louise Bourgeois have had the
same difficulties, No, that hasn't changed at all.

BF: At auctions, how many women get there?

G.A.: | don't know precisely, but recently | read an interesting art-
icle that | should send to you about the Art Fair in Basel: the top 40 of
the most represented artists are all exclusively men.

BF: Oh dear, that’s incredible.

G.A.:..only after 40 male artists do we have the first woman.

BF: What sort of art works can survive and function in the
market today?

G.A.: [ don't know. [ don’t care, | hate the market and | hate option
analysis.

BF: Have you felt any consequences of the present economic
crisis in your work?

G.A.: Yes, of course, like everybody. Last year there was a big crash
in the business. Then | changed my gallery. Now things are much better
for me.

BF: Do you think that there exists a market “dictate” for what
concerns the contents of an art production, once an artist



Gada Amera. Miera darzs. Instalicija. Art Basel Miami Beach. Miami Beach botaniskais darzs /
Ghada Amer. Peace Garden. Temporary installation. Art Basel Miami Beach. Miami Beach Botanical Garden, 2002

Gada Amera. Milestibas kaps. lzrakta zile un zeme /
Ghada Amer. Love Grave, Excavated grass and earth, 2003



G.A.: Man nav zinami precizi dati, bet nesen es lasiju interesantu
rakstu par makslas gadatirgu Bazel@, kur pirmie 40 visparstavétakie
makslinieki ir tikai viriesi.

B.F.: Neticami!

G.A.: .. tikai péc 40 maksliniekiem saraksta paradas pirma
sieviete.

B.F.: Kadi makslas darbi var izdzivot un darboties miisdienu
tirga?

G.A.: Es nezinu. Mani tas neuztrauc, es nevaru ciest tirgu un iespéju
analizi.

B.F.: Vai tu sava darba esi izjutusi kidas pasreizéjas ekonomis-
kas krizes sekas?

G.A.: ], protams, ka jau visi. Pagajusaja gada §is bizness piedzi-
voja lielu sabrukumu. Tad es mainiju galeriju, un nu man veicas daudz
labak.

B.F.: Vai, tavuprat, pastav tirgus diktéti noteikumi, kas ietekmé
makslas produkcijas saturu, kad makslinieks tirgi pieradijis savu
vértibu?

G.A.: Es esmu pla$i pazistama ar izditajam gleznam, tomér tas
nebiit nav vienigais, ko es radu, - ir ari darza projekti, zimé&jumi, video-
maksla, performances, tatu cilvéki pazist un pieprasa tikai %o ierobe-
Zoto manu darbu daju. Visu paréjo ir Joti griiti pardot vai pat izstadit.
Visi vélas zimolu.

B.F.: Pat kuratori no tadam iestadém, kas nav atkarigas no
pardo$anas ienakumiem?

G.A.: N&, kuratoriem 3i tendence nav tik izteikta.

B.F.: Es pielauju, ka vini ir brivik domajosi.

G.A.: Pilnigi noteikti. Tafu tu vél&jies runat par tirgu.

B.F.:Ja, jo, manuprat, patbezpe|nasiestades tomérir saistitas
artirgu.

G.A.: Né, ta nav. Pieméram, Rosa Martinesa, neatkariga kuratore,
kas piedalijas Venécijas biennales organizé$ana. Vina nevélgjas glez-
nas, tatu desmit reizes aicinaja mani veidot “Darzus”. Par to, ka es varu
turpinat nodarboties ar Siem projektiem, japateicas tiei Siem progre-
sivajiem kuratoriem.

B.F.: Es véléjos noradit, ka neatkarigas un oficiilo iestazu tel-
pas ir saistitas ar tirgu tadéjadi, ka tirgus $ajas iestidés, kas var
un drikst uznemties lielaku risku, pakalpo pats sev. §is telpas pir-
mas var izstadit mazik zinamos maksliniekus, iekams galerijas par
viniem ieintereséjas, pienemot, ka $is iestides ir darbu kvalitites
garants,

G.A.: 3, tam es piekritu.

B.F.: Tagad més varétu apspriest tavus darbus, kas iemantojusi
loti provokativu reputiciju. Nakot no musulmanu kultiras, kur
nav atjauta cilvéka kermena attélo$ana, tu konfronté sabiedribu ar
izteikti viriSku Rietumu pornogrifisko vizuilo kultiru. Iz$itajas
gleznas 3is saturs vél ir apslépts un tikai nojausams, taéu jauniko
akvareju véstijums ir brutili neparprotams. Vai §i provokacija
ir stratégija publicitates nodrosinasanai, vai ari uz $iem pasapmie-
rina$anas darbiem mums jaraugas ka uz makslinieka personibas
metaforu un pornografiskas gleznas attélo musu sabiedribu, kas
pelna naudu ar “patiesajam” jiitam, pieméram, ar milestibu, vai ar
autentiskumu vispar?

G.A.: Manu darbu mérkis nekad nav bijis biit provokativiem. Man
nav stratégijas biit izaicino3ai, un es neveélos biit izaicino3a. To, ka es
pievérios pornografijai, nosaka personiski motivi, manas kultiiras
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represents a value in the market?

G.A.: I'm very well known for my embroidered paintings, but I
do many more other things than that, like garden projects, drawings,
videos, performances, however people only know and demand this
limited aspect of my work. The other stuff is very difficult to sell, and
even to show. People wantabrand.

BF: Even the curators from institutions, who are not dependent
onselling?

G.A.: No, the curators less so.

BF: They are more open-minded, I hope.

G.A.: Yes, they are, definitely. But you were talking about the
market.

BF: Yes, because I think that even not-for-profit institutions are
still connected to the market.

G.A.: No, they aren't. For example Rosa Martinez, an independent
curator, responsible for one of the Venice Biennales, didn't want the
paintings, but invited me ten times to develop my garden. It’s only be-
cause of those open-minded curators that I can go on doing these pro-
jects, otherwise [ wouldn't have the possibility of doing them.

BF: I wanted to say that independent and institutional spaces
are related to the market in the sense that the market is going to
make use of those institutions which are able to and allowed to
run more risks. Those spaces may first show artists who are less
known and galleries will then pick them up, because they think
that the spaces give the works a guarantee of quality.

G.A.: Okay, [ agree with you.

BF: Now we could talk about your work, which has a very
provocative note. Coming from Muslim culture, where represent-
ation ofany partofthe humanbody s notallowed, you confront the
public with strongly male Western pornographic visual culture.
In the embroidery-paintings the contents are still hidden - see
and not see, but in the latest watercolour drawings the message is
brutally direct. Is the provocation a strategy for publicity, or should
we read the masturbation pieces as a metaphor for the figure of
the artist and the pornographic paintings as a representation of
our society which makes money out of the “real” feelings like love,
or authenticity in general?

G.A.: My work is never intended to be provocative. | don’t have a
strategy of being provocative and I don’t want to be provocative. I'm
working on pornography because of personal issues, because of my
cultural conditioning that declares sexuality as something bad or im-
moral. | am doing this for myself. Representation of the body, and of
course of sexuality, is not only forbidden in Muslim society, but also in
Jewish and Christian cultures and religions. So | am not doing anything
different than if | had grown up in a Jewish or Protestant context. By
the way, I don't believe that pornography is selling love or feelings: it's
selling pleasure. There is no feeling in pornography.

BF: Why did you choose to talk about the condition of women
inyour artwork?

G.A.: Because I'm a woman, it touches me. In my art I'm talking
about myself. It's a sort of a self-portrait.

BF: From your experience, how does the public receive your
message?

G.A.: | don't want to send any message to the public. My work is
meant to be a poetic expression of myself, without any intention to-
wards the public.
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nosacijumi, kas seksualitati pasludinajusi par kaut ko sliktu vai amo-
ralu. Es to daru sevis dé). Kermena un, protams, ar seksualitites atté-
lojums ir aizliegts ne tikai musulmanu kultiira, bet ari ebreju un kris-
tieSu kultiird un religijas. Ta ka es nedaru neko citidaku ki tad, ja biitu
uzaugusi ebreju vai protestantu konteksta. Pie tam es neuzskatu, ka
pornografija ir milestibas vai jebkadu jatu pardo3ana. T ir baudas
pardo3ana. Pornografija nekadu jiitu nav.

B.F.: Kidé] tu nolémi savos makslas darbos pievérsties sie-
vie$u stavoklim?

G.A.: Jo es esmu sieviete, tas skar mani personiski. Sava maksla es
runaju par sevi. Ta ir ka savveida paportrets.

B.F.: Kida ir tava pieredze par to, ki sabiedriba uztver tavu
véstijumu?

G.A.: Es nevelos nodot sabiedribai nekadu véstijumu. Manu darbu
mérkis ir biit poétiskajai pasizteiksmei bez jebkidiem noliikiem attie-
c¢iba uz sabiedribu.

B.F.: Jau gadiem ilgi tu sadarbojies ar Rezu Farkondé. Vai,
tavuprat, maksliniekiem biitu japarvar vinu solipsiski egocentris-
kais darbibas veids un japievérsas lielakai mijiedarbibai?

G.A.: Mums abiem ar Rezu 81 sadarbiba ir |oti svariga. T4 palidz par-
varét miisu robeZas un kritiski izvértét miasu darbibas un domasanas
veidu. Savstarpéja mijiedarbiba pasarga miis no miZigas vienu un to
pasu struktiru atkdrto$anas, palidz izturét krizes un pienemt parmai-
nas miisu darba. Lidz ar to, kad més kopigi radam gleznu vai ziméjumu
ciklus, ikviens darbs ir izteikti atikirigs no paréjiem. Més atrodam
spéku izvairities no mehanismiem, kas atkartojas, kritiski izvértéjot
viens otru nepartraukta rado3a procesa. Pédéja ziméjumu cikla, ko
radijam kopa?, més pirmo reizi atteicimies no iz§uvumiem. Jaatzistas,
ka es nebiju parliecinata par %o izvéli, tafu Reza pamudinija uzdrosi-
ndties veikt jaunus eksperimentus. Tagad $is lémums ir ka atbrivo$a-
nas no milziga spiediena. Tirgus vienmeér pieprasa tadus darbus, kas
kJuvusi par zimolu, un tas savaZo makslinieku.

Miisu sadarbiba ne vienmér bijusi érta formali, jo daudziem bija
griiti pienemt darbus ar diviem parakstiem. Tadé] 2001. gada es ieviesu
slepenu zimi, lai apzimétu misu kopéjos darbus: RFGA. Miisu jaunaja
galerija $is jautajums atrisinats bez griitibim - més izturamies t3, it ki
biitu tris makslinieki: Gada, Reza un Gada & Reza.

B.F.: Gada, més esam pazistamas jau divdesmit sesus gadus.
Es joprojam Joti labi atceros, ka més pirmo reizi satikimies Villa
Arson makslas skolas édnicas rinda Nica. Lidz tam un ari péc tam
miisu dzives ir bijusas Joti atSkirigas, tomér, manuprat, tas ir lie-
liski, ka més atkal sastopamies $aja intervija - astonpadsmit ga-
dus péc tam, kad es Cirihé misu makslinieku telpa ProjektRaum
organizeju vienu no tavam pirmajam personalizstaidém. Ja tagad
tava prieksa atrastos ap divdesmit vienu gadu veci jauniesi, kidas
tolaik bijam més, kad pirmo reizi satikimies un uzsikam misu pir-
mo makslas izglitibu, - kidu padomu nikotnei tu vinpiem sniegtu?

G.A.: Sniegt padomus nav viegli. Bez $aubam, es uzskatu, ka ir Joti
svarigi nodarboties ar makslu, lai turpinatu veikt patiesu un autentis-
ku izpéti, un, protams, nekoncentréties tikai uz karjeras veido3anu vai
lielas naudas pelni%anu...

B.F.: Liels paldies! o

1 “Sievietu malus” (latinu val. malus - slikts) - Seit pretstats apzimé&jumam “sieviefu bonuss”,
? Gadas Ameras un Rezas Farkond@ izstdde “Darzi tepat blakus” (The Gardens Next Door)
Galeria Fil Soares Lisabona bus lidz 2010. gada 6. novembrim.
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BF: For years you have been collaborating with Reza Fark-
hondeh: do you think that artists should get over their solipsistic,
egocentric way of working and look for more interaction?

G.A.: The collaboration with Reza is very important for both of us.
It helps us to get beyond our limits and to question our way of working
and thinking. The exchange saves us from eternal repetition of the same
structures, and helps us to survive crises and accept change in our work.
So when we produce series of paintings or drawings together, every
single piece is very different from the other. We find the strength to
avoid repetitive mechanisms by questioning each other in a continuous
creative process. In the last series of drawings we produced together?,
we eliminated for the first time any embroidered works and | must say
that | was very much afraid of taking this path, but Reza pushed to dare
with new experimentation. Now, [ really feel it like a liberation from
huge pressure. The market always requests the same kind of works
which get a sort of label which imprisons the artist. Formally our col-
laboration was not always easy to handle, because it was difficult for
many people to accept canvases with two signatures. So in 2001 [ in-
vented a secret sign for the common works: RFGA, in order to mark
them. With my new gallery, we have resolved the problem very easily.
We behave as if there were three artists: Ghada, Reza and Ghada &
Reza.

BF: Ghada, we have known each other for twenty-six years. I
still remember very well when we first met in the queue of the res-
taurant at the Villa Arson Art School in Nice. We have led very
different lives, since then and also before then, but I think it’s great
that we are now doing this interview together, eighteen years
after 1 organized in Zurich, at our artist space ProjektRaum, one of
your first single shows. If you had in front of you some 21 year old
kids, as we were when we first met and started out on our artistic
formation, what advice would you give them for their future?

G.A.: It's very difficult to give any advice. For sure, though, I think
thatitis important to practice art, to keep pursuing sincere and authentic
research, and definitely not to focus only on making a career or earning
much money...

BF: Thanksalot. »

' The show by Ghada Amer & Reza Farkhondeh, The Gardens Next Door, at Galeria Filomena
Soares, Lisbon, open till 6 November 2010



