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Péc divpadsmit gadu ilgas projektéSanas un biivniecibas, péc veselu
septinu valdibu mainas, visnezéligakas péckara gadu ekonomiskas
krizes pasa vida apalus 150 miljonus eiru izmaksajusa MAXXI, Nacio-
nala 21. gadsimta makslas muzeja, atklasana Roma skiet teju vai bri-
nums. Vél neticamaku visu padara fakts, ka gan $is institiicijas tapsa-
na, gan gaidamaja parvaldé ir vérojama uzstajiga maiga dzimuma
klatbutne.

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

Lai ari pastav risks, ka politika vélésies piesavinaties So vérienigo
projektu un dazs labs varétu to izmantot, lai vairotu personisko pres-
tiZu, pats notikums ir vértéjams loti pozitivi bridi, kad valda smaga
ekonomiska un kultiiras 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 viedokla un kur nu vél mazinat
ta nozimi valsts kultarpolitikas nakotné. Muzeja darbibas pirmas
dienas, kad apmeklétaju blivums sasniedza 800 cilvéku stunda, pie-
radija, ka MAXXI var klat par fenomenu, kas izraisa loti plasu interesi,
laujot cerét, ka laikmetiga maksla un arhitektiira spés izklit no sava
marginala stavokla. Tas ir seviski svarigi tada valsti ka Italija, kur ri-
pém par milzigo pagatnes maksliniecisko mantojumu un ta aizsar-
gasanai ir novirzita liela dala no makslai atvéléta valsts finanséjuma.
Jauno struktiiru parvalda Kultiiras ministrijas izveidots fonds, un tas
kolekcija ietilpst vairak neka 300 darbu - italu un citzemju makslinieku
instalacijas, gleznas, video un fotografijas, un So kolekciju nakotné ir
paredzets papildinat.

Tomeér patiesiba daudz interesantaki par dazadam tenkam, inte-
resantaki par kuratoru mestajiem izaicindjumiem un muzigo spriedzi
cela no solijjumiem lidz to istenosanai skiet jautajumi, 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 arhitektiru,
kas spéj satricinat miisu manas un apmulsinat orientéSanas sajitu.
Slipas gridas liek mums doties te augSup, te lejup, un telpas, kam rakstu-
rigas vairakas ieejas, plesas uz visam pusém. Lai saprastu, ka funkcio-
neé 81 telpiska sistéma, kura skatitaji klist par aktieriem pliduma, ta
jaizstaiga vairakas reizes un visdazadakajos virzienos, tadéjadi ikreiz
atklajotjaunas ejas un, galvenais, jaunus skatpunktus.

Ari péc teatrali krasnas atklasanas MAXXI biis jameklé un pama-
zam javeido sava identitate un caur konkrétu dzivojumu bus jasame-
rojas ar radikali nepierastu telpu. Sis vietas rizomatiska un dinamiska
logika var tikt izlasita ka metaforisks novéléjums saturam, kam $is
telpas kliist par majvietu. Ka sola nosaukums - 21. gadsimta muzejs -,
ideala veida MAXXI butu jatiecas nakotn€é, un meés redzésim, vai
direktoru un kuratoru komandai izdosies saskanot uz pagatni ver-
stas saglabasanas un arhivésanas 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, I 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
whatis 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
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principu “viss plist”, rosina uz tadu iekSéjo saturu, kas harmoné
ar tas formam: MAXXI pievilina plistoSas domas, dinamiskus
notikumus un dezorientéjosus darbus. Tie$i $is biis sarezgitakais un
gritak istenojamais uzdevums: izstadit mazak zinamu makslinieku
viseksperimentalakos darbus vienmér nozimé, ka kuratoriem jariskée
ar vértibam, ko vél nav “apstiprinajusi” kritika, un jauznemas atbildiba,
izsakot pasSiem savus kritiskos viedoklus, 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 pasa muzeja bivnie-
cibai. Sis fakts pierada, ka $eit arhitektiira un maksla turpinas savstarpéji
sameéroties ilga izaugsmes procesa un ka muzejs ne tikai “parstav”
Sos divus Zanrus, bet ar1 cenS$as tos iek$éji izdzivot. Muzejs tiecas uz
nakotni, kas atrodas tapSanas stadija, un iesaistas taja ka darbnica,
kura allaZ notiek eksperimenti. STsavdabiga un nemitiga attistiba eso$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 loti labi iezimé ari atklasanas 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-
$akai publikai, lai ar1 piedalijies veselas piecas Venécijas biennal€s,
viena Kaseles documenta un divas Romas kvadriennalés. 1947. gada
Markes apgabala dzimus$a un 1998. gada miis pametusa makslinieka
izstadi “Nemirstigais” ir veidojis Akille Bonito Oliva. Jau pie ieejas éka
ekspoziciju ievada grandiozais “Kosmiskais magnéts” (1989), 24 met-
rus gars skelets, kam roka ir septinmetrigs zelta stienis, kur$ paveérsts
pret kosmisko telpu. Gigantiskajam kermenim piemit daudz Ipatnibu,
ko vélak varam no jauna atrast ari daudzos gleznojumos, kuri apliiko-
jami izstades tre$aja dala. Sim télam ir ipasi gars deguns, kas tiida]
atsauc atmina miisu nabaga Pinokio. GluZi spontani dzimst jautajums,
vai makslinieks (vai maksla ka tada) miis 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 Dominiciss neatklaj savus noslépumus, un, tikko esam iegajusi
milzigaja vestibila, kur Zahas Hadidas trapi $ke] telpu visos virzienos,
mis apnem kosmiskie D’io! smiekli, ar kuriem DzZino jau atkal par
mums pasmejas. Pirmaja izstades sadala ir parstavéti 60. un 70. gadu
tiri konceptualie darbi, un daZi no tiem ir isti brinumi. Te més atrodam,
pieméram, tukSo 1970. gada “pulksteni”, kas klusé, jo nespé€j veikt sa-
vus tieSos piendkumus - mérit laiku. Nemirstiba Seit ir panakama,
aizvacot nenovérs$amo laika ritéjumu un attiecigi novérsot arl miisu
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 zemée. Més, cilvéki, esam neglabjami piesaistiti zemei,
un mums nav iespéjams parvarét savu kermenisko eksistenci. Izliektie
un melnie centralas telpas trapi vairakos lokos miis ved augsup lidz
piektajai galerijai, kur izvietotas DZino De Dominicisa peédéjo miiza
gadu gleznas. Més virzamies no sarkanajiem putncilvékiem pie gais-
zilajiem, no maziem formatiem pie vidéjiem, ideala augSupcela no
tumsas uz gaismu. Sava kapuma beigas nonakam pédeéja zalé, 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 “I
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 Tentativo 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 ZilbinoSo gaismu,
kura iepliist pa muzeja “aci”, stikloto fasadi, kas raugas uz pilsétu un,
Skiet, dod majienu par kadu citu dimensiju. PatieSam parsteidzosi, ka
$aja muzeja dala arhitektiira un izstaditie darbi saspél€jas nemitigi pie-
augo$a un dejojosa crescendo, tuvojoties ekstazei. S1bija pirma reize,
kad ar kermeniskajiem jutekliem, nevis ar pratu patiesi aptvéru, ko
neoplatoniki domaja ar augSupcelu uz Vienu un gaismu. Nemirstibas
ideja neaprobeZojas ar DZino De Dominicisu ka subjektu, bet ietver ari
makslinieka télu un makslu ka tadus, vienigos, kas spéj vest miis preti
gaismai, pretl kosmosam, preti nematerialajam, preti garam un tatad
arluz atraisiSanos un atbrivo$anos.

Ari otra izstade - MAXXI kolekcijas izkartojums - uzsver tel-
pisko attiecibu primaro nozimi un siki izvérsta attistiba iedzilinas
dazados $1s témas limenos. Kolektivo izstadi “Telpa” veidojusi vairaki
kuratori - Pipo Corra (Pippo Ciorra), Alesandro D’Onofrio (Alessandro
D’Onofrio), Bartolomeo Pjetromarki (Bartolomeo Pietromarchi) un
Gabi Skardi (Gabi Scardi), un ta ir cel$ 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, teatris un virtuali-
tate: visi butiskakie jeédzieni, ko sevi sakopo maksla. Izstade ir iedalita
Cetras dalas: “Dabiskais un maksligais”, “No kermena lidz pilsétai”,
“Istenibas kartes” un “Skatuve un imaginarais”.

“Dabiskais un maksligais” uzdod jautajumus par to, ka muzeja
arhitektoniska telpa atdarina dabas telpu, tas neregularitates, par-
steigumus un ari tas vizualo harmoniju. Apdzivota telpa, kas klist
par ainavu un sazarojas dazadas ainavas un straumés. Sis izstades
sekcijas makslinieki pievérSas dabiska un maksliga attiecibu tematam,
izmantojot visdazadakas pieejas un materialus. Pieméram, Mario Airo
(Mario Airo) 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), priekSmetam (avizei),
kurs jau péc definicijas ir piederigs pie kultiiras jomas, pieskir “dabis-
ku” un organisku formu - parvers to par tadu ka ciisku, kas vienmeér
pielagojas telpai, kura atrodas. Saja izstades dala citu starpa apliiko-
jami svarigi darbi, ko veidojusi Jozefs Boiss, Lu¢ano Fabro, Gilberts un
DZordzs, Anzelms Kifers, Tomass Rufs, Endijs Vorhols un ar jaunakas
paaudzes itali, pieméram, Klaudija Lozi (Claudia Losi).

Sadala “No kermena lidz pilsétai” atrodam pardomas par per-
soniskas un publiskas telpas, sevis apzinasanas un apkartnes attie-
cibam: kermenis kliist par kolektivu pieredzi pilséta ka sakartota
sistéma, kas vienlaikus ir ar1 konfliktu un pretrunu vieta. Marina
Ballo Sarmé (Marina Ballo Charmet), pieméram, véro milsu prata “fona
troksni”, izmantojot urbanas telpas segmentus, stiirus un malas, ko
redzam tikai “Ar acs kaktinu”, So “vienmér redzéto”, kuram tomeér ne-
kad nepievérSam apzinatu uzmanibu. Ari Gerharda Rihtera Stadtbild
mums piedava abstraktu istenibas viziju: Soreiz aeroskatijumu uz
sabombardéto Drézdeni, kas spécigiem un noteiktiem triepieniem
gleznota balta un melna. Savukart Cézare Pjetrojusti (Cesare Pietroiusti)
mums piedava skaudras un driimas pardomas par makslinieka mar-
ginalizéto stavokli un sava zina turpina De Domenicisa apliikoto tema-
tiku: makslinieka loma sabiedriba. MAXXI atklasanas laika Pjetrojusti
ieslédzas dienesta kapnés un stundam ilgi apraksta visu, ko redz un
ka jiitas (bet vina apraksti ar skalruniem tiek parraiditi uz zali). Saja
izstades sadala atrodas ari Mauricio Katelana, AniSa Kapiira 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, I 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 Airo, 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.

In 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 alocation of conflict and contradiction. Marina Ballo Charmet,
forinstance, observes the ‘background noise’ of our thoughts by means

studija 73/10 67



un ar1 nesenaks Alterazioni Video, Mikolas Asaelas (Micol Assael) u. c.
veikums.

“Istenibas kartes” turpreti nodarbojas ar kartésanas 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 lidzeklu izSkérdésanu, bet tadéjadi kaitéjot individua-
lajai brivibai. Savukart Flavio Favelli (Flavio Favelli) mums piedava savu
“Apvienotas Italijas karti”, kas saliekama no autocelu atlanta lappusém,
l1dz izveidots viss Italijas pussalas zabaks. Vél $aja sadala atrodami Sadi
vardi: DZovanni 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 sadalu: §i,
protams, ir visvairak saistita ar telpas vizionaro aspektu un attiecigi
atrodas vistalak no telpas fiziskajiem aspektiem. Te muzejs atklajas
ka iestudéjums un ka masina, kas nodrosina komunikaciju starp
izdomajumu un istenibu. Pieméram, Viljamam KentridZzam (William
Kentridge) izdodas savaldzinat ar rotalu teatriti, kas piedava vina loti
personisko “Burvju flautas” versiju: Preparing the flute. llja un Emilija
Kabakovi darba Where is our place? liek mums ienirt istab3, ko veido tris
telpas un laika Iimeni. Pagatne ir gigantiski palielinats muzejs, tagadne
ir fotografiju un milestibas dzejolu stasts, bet nakotne - miniatirs
modelitis, kas aprakts mums zem kajam un ir gatavs iznirt virspusé
kuru katru bridi. Saja sadala lidzas citiem var apliikot ari DZiilio 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-
stadém, ar kuram MAXXI ir véris savas durvis, tacu tapéc mazak nozi-
migs nav ari otrs aspekts: MAXXI Arhitektiiras dala darbu sak ar loti
izverstu izstadi “No racionalisma uz informalo” par Luidzi Moreti
(Luigi Moretti), kura mums piedava vina darbu modelus un fotografijas,
atklajot vésturisko attistibu. MAXXI ietilpst ar1 fotoarhivs, Izglitibas
nodala, konferencu zale un gramatnica.

Jauna muzeja rizomatiska un dinamiska struktiira $aja, vél pavi-
sam jaunaja gadsimta mis pavadis pretl jauniem piedzivojumiem,
kas arhitektonisko telpu un makslinieciskos mekléjumus savieno sav-
starpéjas atstaroSanas un salidzinaSanas savijuma. Més novélam, lai
lidzekli, kas pieejami un izmantojami $1 pasakuma 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 miis 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
of a 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 Ilya
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 all'informale (‘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
of thoughtand poetry, into the 22nd century.



Mario Airo. Ziemelblazma. Instalacija, neons, transformators, koks. MAXXI kolekcija / Foto / Photo: Barbara Fassler
Mario Airo. Aurora. Installation, neon, transformer, wood. 2003. MAXXI permanent collection
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 "Telpa". " Istenības kartes" / Space. Maps of Reality.
Foto / Photo: Barbara Fässler


(1) Dzino De Domini¢is. Bez nosaukuma /
Gino De Dominicis. Without Title. 1992

Foundation MAXXI - National Museum of the 21st Century Arts — Rome.
Courtesy of Ministry of Cultural Heritage and Activities
Foto / Photo: Roberto Galasso

(2) DZino De Dominicis. Ka es redzu 3o galdu, $os Skivjus, 3o pudeli, Sos
galda piederumus, 3o glazi un 3o augu/

Gino De Dominicis. How | see this table, these plates, this bottle, this
glass and this plant. 1970

Lorenzo e Marilena Bonomo Collection, Italy
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(3) DZino De Dominicis. Lidojuma méginajums. Video /
Gino De Dominicis. Flight attempt. Video. 1969

Fondazione La Biennale di Venezia
Archivio Storico delle Arti contemporanee
Foto / Photo: Barbara Feslere

(4) Stefano Arienti. ;izu virve. Apdrukats savérpts papirs. MAXXI kolekcija /
Stefano Arienti. The Newspaper rope. Rolled-up printed paper. 1986/2004
MAXXI permanent collection

Foto / Photo: Barbara Feslere

(5) Dzino De Dominicis. Bez nosaukuma. /
Gino De Dominicis. Without Title. 1985

Jacorossi collection, Rome
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