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Reza Farkondé un Gada Amera sava studija Nujorka /
Reza Farkhondeh and Ghada Amer in their studio. New York. 2010

Foto / Photo: Barbara Féssler

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 meklejumi, kuri
saistiti ar seksualo identitati un socialo normu ievérosanu, neaprobe-
Zojas tikai ar saturu (noteiktu vardu definicijam vai pornografisku telu
virkném) vai ta nozimém, bet tiecas uz talaku formalu apdomu, kas ap-
sver pasSa medija (politisko) nozimi un nepartraukti rada jaunas tehnis-
kas kombinacijas. Studéjot makslu Francija, Gadu 1pasi saistija glez-
niecibas nozare, tacu vina to uztvéra ka savveida aizliegto, virieSu par-
valdito teritoriju. Sava zina vina jutas izslégta, un tas mudinaja meklét
sieviSku valodu, kas biitu apveltita ar personisku izteiksmes spéku, lai
raditu tadu ka virieSu spékam pretéju planétu. 90. gadu sakuma Gada
saka izmantot iz§tSanu ka tipiski sievisku instrumentu, neatsakoties
no glezniecibas estétikas un biezi (ironiski) atsaucoties ne tikai uz
nesenako makslas vésturi - abstrakto ekspresionismu, popartu -, bet
ar1uz Matisu, Pikaso un citiem.

Pirma izSuvumu sérija, kura paraditas sievietes, veicot majas
darbus, Gadu neapmierinaja. Vina juta, ka attélotajam sievietém parak
uzspiesta to tradicionala loma. 1992. gada Gada aizsaka izSutas por-
nografijas ciklu, kas vinai atnesa milzigus panakumus. Ar pornogra-
fiju Saja gadijuma saprotama sacel$anas pret moralo likumu ne vien
musulmanu kultiira, bet arl Rietumos. Ar nenoteikto, tikai nojausamo
attélojumu Gadas noliiks ir radit visparéju sievisku telpu, kura sievietes
ir pilntiesigas un caur baudu sasniedz sevis apzinasanos. Lielaka §i
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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
her arteducation 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 ‘Freedonm’, ‘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, izSuvums, gels /
Ghada Amer. One night in London. Acrylic, embroidery and gel medium on canvas. 165.1x127 cm. 2010
(67-71) Pateiciba / Courtesy: Cheim & Read, New York




cikla dala rada sievietes, kas paSapmierinas vai skiipstas cita ar citu.
Rietumu - baltajam - sievietém ka vadoSajai grupai jaruna visu sievieSu
varda un jagaz fallocentriskas koncepcijas par pasivajam un klusajam
sievietém, atklajot un stiprinot pa§am savu valodu un baudu. Taja pasa
laika Gadaapzinasbriesmas, kas pastav, izmantojot attélus, kurus viriesi
radijusi citiem virieSiem. Vina apzinas, ka, izmantojot Sos instrumentus,
var “sasmeérét rokas".

Lidztekus pastavigajai iz§ito gleznu darinasanai Gada Amera jau
gadiem eksperiment€, izmantojot teksta fragmentus, skulptiiras un
darza instalacijas. Vina ir radijusi gleznu ciklu ar tadu vardu ka “briviba”,
“miers”, “droSiba” un “bailes” definicijam. Ari darza instalacijas vina biezi
izmanto vardus vai simbolus, radot paradoksalu 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, karojoSajiem augiem. Pédéjos
gados Gada Amera izvérsusi sadarbibu ar Irana dzimuso un Nujor-
ka dzivojoso makslinieku Rezu Farkondé (Reza Farkhondeh). Vini ko-
pigi pabijusi vairakas makslinieku rezidenceés, un sadarbiba tapusie
makslas darbi izraisijusi lielu interesi.

Barbara Feslere: Gada, tev ir bijusas izstades visa pasaulg, vis-
prestizakajas makslas 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
kluva patiesi atziti tikai vélak. Manas darbibas sakuma viss notika loti
talu no prominentam institticijam. Tikai péc izstades “Zemes burvji”
(Les Magiciens de la Terre) 1989. gada Pompidil 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 tirgl un uz slavas skatu-
ves. Visa pamata bija veiksme.

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

G.A.:]3, es smagi stradaju un devos prom no Francijas. Nujorka ir
pasaules makslas centrs, un, ja jis vélaties k]t par makslinieku, jums
jadodas turp. Patiesibu sakot, man ir loti 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” ka reakcija uz viriesSu parvaldito (makslas) pasauli?

G.A.: Né. Drizak pastav “sievieSu malus®”.

B.E.: Joprojam? Vai nevienlidzibas problémas netiek uzskati-
tas par parvaréetam? Vai tev neskiet, ka $i situacija miusdienas ir uz-
labojusies?

G.A.: N&, manuprat, labak ir bat égiptietei neka sievietei. Sievietes
makslas darbiem ir Joti griiti sasniegt augstas cenas nozimiga izsolé. Pat
loti slavenas Rietumu sievietes, ka savulaik Luize BurZua, saskaras ar
$adam gritibam. N§, tas it nemaz nav mainijies.

B.F.: Kadsir 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 greatinterest.

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 [ 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
another art 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
than in a 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 think it is 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: Atauctions, how many women get there?

G.A.: [ don’t know precisely, but recently I read an interesting art-
icle that I 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. I don’t care, I hate the market and I 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 I 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. Instalacija. 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. Izrakta zéle un zeme /
Ghada Amer. Love Grave. Excavated grass and earth. 2003




G.A.: Man nav zindmi 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
tirgu?

G.A.:Esnezinu. Mani tas neuztrauc, es nevaru ciest tirgu uniespéju
analizi.

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

G.A.: ]3, 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 tirgu pieradijis savu
vértibu?

G.A.: Es esmu plasi pazistama ar izSltajam gleznam, tomér tas
nebiit nav vienigais, ko es radu, - ir ar1 darza projekti, ziméjumi, video-
maksla, performances, tacu cilveki pazist un pieprasa tikai So ierobe-
Zoto manu darbu dalu. Visu paréjo ir loti griiti pardot vai pat izstadit.
Visi vélas zimolu.

B.F.: Pat kuratori no tadam iestadém, kas nav atkarigas no
pardosanas ienakumiem?

G.A.: N¢, kuratoriem $1tendence nav tik izteikta.

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

G.A.: Pilnigi noteikti. TaCu tu vél€jies runat par tirgu.

B.F.:]a, jo, manuprat, patbezpelnasiestades tomeér ir saistitas
ar tirgu.

G.A.: Ng, ta nav. Pieméram, Rosa Martinesa, neatkariga kuratore,
kas piedalijas Venécijas biennales organizéSana. Vina nevéléjas glez-
nas, tacu desmit reizes aicinaja mani veidot “Darzus”. Par to, ka es varu
turpinat nodarboties ar Siem projektiem, japateicas tiesi Siem progre-
sivajiem kuratoriem.

B.F.: Es vélejos noradit, ka neatkarigas un oficialo iestazu tel-
pas ir saistitas ar tirgu tadejadi, ka tirgus Sajas iestadeés, kas var
un drikst uznemties lielaku risku, pakalpo pats sev. Sis telpas pir-
mas var izstadit mazak zinamos maksliniekus, iekams galerijas par
viniem ieintereséjas, pienemot, ka $is iestades ir darbu kvalitates
garants.

G.A.:]3, tam es piekritu.

B.F.: Tagad més varétu apspriest tavus darbus, kas iemantojusi
loti provokativu reputaciju. Nakot no musulmanu kultiiras, kur
nav atlauta cilvéka kermena attélo$ana, tu konfronte sabiedribu ar
izteikti viriSku Rietumu pornografisko vizualo kultiru. Iz$utajas
gleznas Sis saturs veél ir apslépts un tikai nojausams, tacu jaunako
akvarelu véstijums ir brutali neparprotams. Vai $i1 provokacija
ir stratégija publicitates nodros$inasanai, vai ari uz $iem pasapmie-
rinasanas darbiem mums jaraugas ka uz makslinieka personibas
metaforu un pornografiskas gleznas attélo miisu sabiedribu, kas
pelna naudu ar “patiesajam” jutam, pieméram, ar milestibu, vai ar
autentiskumu vispar?

G.A.: Manu darbu mérkis nekad nav bijis biit provokativiem. Man
nav stratégijas bt izaicinosai, un es nevélos biit izaicinos$a. To, ka es
pievérSos 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 wanta brand.

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

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 I 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 of any part ofthe humanbody is 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. I 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 I am not doing anything
different than if I had grown up in a Jewish or Protestant context. By
the way,  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
in your 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.: I 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.



Reza Farkondé & Gada Amera. Turku saldumi. Conventry Rag un Mulberry papirs, kokgriezums /
Reza Farkhondeh & Ghada Amer. Turkish Delight. Wood cut on Coventry Rag and Mulberry paper. 90.2x121.3 cm. 2008

Gada Amera. Milija un Mendija. Papirs, akvarelis /
Ghada Amer. Miley and Mandy. Watercolor on paper. 22.9x29.8 cm. 2009



nosacijumi, kas seksualitati pasludinajusi par kaut ko sliktu vai amo-
ralu. Es to daru sevis dél. Kermena un, protams, ari seksualitates atté-
lojums ir aizliegts ne tikai musulmanu kultiira, bet ar1 ebreju un kris-
tieSu kultdra un religijas. Ta ka es nedaru neko citadaku ka tad, ja biitu
uzaugusi ebreju vai protestantu konteksta. Pie tam es neuzskatu, ka
pornografija ir milestibas vai jebkadu jitu pardoSana. Ta ir baudas
pardoSana. Pornografija nekadu jitu nav.

B.F.: Kade] tu nolémi savos makslas darbos pieversties sie-
vieSu stavoklim?

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

B.F.: Kada ir tava pieredze par to, ka sabiedriba uztver tavu
véstijumu?

G.A.: Es nevelos nodot sabiedribai nekadu véstijumu. Manu darbu
meérkis ir biit poétiskajai paSizteiksmei bez jebkadiem noliikiem attie-
ciba uz sabiedribu.

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

G.A.: Mums abiem ar Rezu $1 sadarbiba ir loti svariga. Ta palidz par-
varét miisu robeZas un kritiski izvértét misu darbibas un domasanas
veidu. Savstarpéja mijiedarbiba pasarga miis no miiZigas vienu un to
pasu struktiiru atkartosanas, palidz izturét krizes un pienemt parmai-
nas misu darba. Lidz ar to, kad més kopigi radam gleznu vai ziméjumu
ciklus, ikviens darbs ir izteikti atS$kirigs no paréjiem. Més atrodam
spéku izvairities no mehanismiem, kas atkartojas, kritiski izvértéjot
viens otru nepartraukta radosa procesa. Peédéja ziméjumu cikla, ko
radijam kopa? meés pirmo reizi atteicamies no iz§Suvumiem. Jaatzistas,
ka es nebiju parliecinata par So izvéli, tatu Reza pamudinaja uzdrosi-
naties veikt jaunus eksperimentus. Tagad $is lémums ir ka atbrivosa-
nas no milziga spiediena. Tirgus vienmér pieprasa tadus darbus, kas
kluvusi par zimolu, un tas savazo makslinieku.

Miisu sadarbiba ne vienmeér bijusi érta formali, jo daudziem bija
griiti pienemt darbus ar diviem parakstiem. Tadél 2001. gada es ieviesu
slepenu zimi, lai apzimétu misu kopéjos darbus: RFGA. Miisu jaunaja
butu tris makslinieki: Gada, Reza un Gada & Reza.

B.F.: Gada, més esam pazistamas jau divdesmit seSus gadus.
Es joprojam loti labi atceros, ka més pirmo reizi satikamies Villa
Arson makslas skolas édnicas rinda Nica. Lidz tam un ari péc tam
miisu dzives ir bijusas loti atskirigas, tomér, manuprat, tas ir lie-
liski, ka més atkal sastopamies $aja intervija - astonpadsmit ga-
dus péc tam, kad es Cirihé musu makslinieku telpa ProjektRaum
organizéju vienu no tavam pirmajam personalizstadém. Ja tagad
tava prieksa atrastos ap divdesmit vienu gadu veci jauniesi, kadas
tolaik bijam mes, kad pirmo reizi satikamies un uzsakam miisu pir-
mo makslas izglitibu, - kadu padomu nakotnei tu viniem sniegtu?

G.A.: Sniegt padomus nav viegli. Bez Saubam, es uzskatu, ka ir loti
svarigi nodarboties ar maksluy, lai turpinatu veikt patiesu un autentis-
ku izpéti, un, protams, nekoncentréties tikai uz karjeras veidoSanu vai
lielas naudas pelniSanu...

B.F.: Liels paldies! o

1 “SievieSu malus” (latinu val. malus - slikts) — Seit pretstats apziméumam “sieviesu bonuss”.
2 Gadas Ameras un Rezas Farkondé izstade “Darzi tepat blakus” (The Gardens Next Door)
Galeria Filomena Soares Lisabona bus apskatama 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 I must say
that I was very much afraid of taking this path, but Reza pushed to dare
with new experimentation. Now, I 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 I 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
Kkids, 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: Thanks alot.

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



