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Veérojot instalacijas, ko veidojis Fabriss ZiZ1 (Fabrice Gygi), 1965. gada
dzimis makslinieks no Zenévas, més nevilus nonakam divaina divdo-
miguma un satrauco$a mulsuma situacija. Vai esam mébelu “dizaina”
izstadé vai klidas péc nonakusi kadas nezinamas totalitaras valsts mi-
litaraja noliktava? Vai $is instrumentu arsenals ir paredzéts kartibas
sargiem, kuru uzdevums ir apvaldit saniknotas tautas dumposanos?
Vai varbiit Sie riki atrodas sléptuve, kur patvérumu radusi revolucio-
nari pagridnieki? Struktiiras neatbrivo mils no $aubam: ZiZ1 uzskata
par labaku savu poziciju skaidri neatklat. Vina minimalistiskie objekti,
kam raksturiga vienkarsa, tacu iedarbiga estétika, atsakas no jebka-
diem izrotajumiem: tie ir varas arhetipi, kas dzimusi preciza realitates
vérojuma. Fabriss Zi#1 pats sevi dévé par hiperrealistu un ar savu skulp-
tiru palidzibu izcel varas mehanismu universalas vértibas.

Romas Sveices institata (Istituto Svizzero di Roma) Milanas filialé
Zenévas makslinieks ir izstadijis divas 2007. gada instalacijas, kas
runa par vienu no varas skietami mazak vardarbigajiem aspektiem.
Meeting Room un Conference Room skiet atveidojam kada starptautiska
uznémuma vai konsulata sapulcu zali un konferencu zali. Vienigi ieli-
kojoties uzmanigak, atklajas detalas, kas norada uz smalkas vardarbibas
un manipulaciju gaisotni. leeju sapulcu zalé aizskérslo lakota térauda
barjera, kas paredzéta piila savaldi$anai, bet mikrofoni, kas piestiprinati
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The installations of Fabrice Gygi - Genevan artist, class of 1965 - plunge
us into a situation of strange ambiguity and discomfiting unease. Are
we at a show of furniture design, or have we ended up in the military
depot of some unknown totalitarian state by mistake? Is this arsenal of
equipment perhaps used by the forces of law and order to bring under
control the uprisings of an enraged population, or else does it form part of
arefuge where the clandestine rebels are hiding? The structures leave
us in doubt: Gygi avowedly prefers not to reveal his position. In fact his
minimalist objects with a simple but effective aesthetic refrain from any
decoration: they are the archetypical trappings of power which are born
out of an accurate observation of reality. Fabrice Gygi calls himself a
hyperrealist, and through his sculptures highlights the universal value
of the mechanisms of power.

At the Milan branch of the Istituto Svizzero di Roma (‘Swiss Institute
of Rome’), the Genevan sculptor has on display two installations from
2007, which speak of an apparently less violent aspect of power. Meeting
Room and Conference Room seem to represent the furnishings of a
meeting room and a conference room of a multinational company, or
perhaps a consulate. It is only on a second look that you notice details
which instead evoke a subtle and manipulative atmosphere of violence.
The entrance to Meeting Room is blocked by an anti-crowd barrier
in lacquered steel, and the microphones attached to the stand of the
lectern prove to be the torches of the security forces. The thing that
resembles a microphone has had its function of amplifying a speech
removed, and instead is used as a spotlight on the person performing in
front of the public, a public which has not been invited to the meeting
and hence cannot participate in the decision-making. Besides, not a
single speech will be heard at the press conference: we are restricted
to admiring the external images of power which are manifested on
the stage.

BF: Fabrice, your first solo exhibition in Italy is to open today,
and the venue is neither a gallery nor a museum, but rather a cul-
tural space which represents Switzerland in Italy. In the past you
have already had the opportunity of representing your country
at the biennials of Cairo, San Paulo and Venice, so you have some
experience... Doesn’t this status scare you? Are you not afraid of
losing your critical outlook?

Fabrice: No, I really don’t think so. The only risk is to become
an Official Artist for real (laughing), but I do not fear that my works
could lose their critical strength. Rather, the astounding thing is that
Switzerland still allows this kind of position of self-criticism. The only
worry is that of having the Swiss flag glued onto my back.



Fabriss Zizi. Konferenéu zale. Cinkots térauds, koks, gumijas iekartas, lampas. Dazadi izméri
Skats no izstades Romas Sveices institita Milanas filialé /

Fabrice Gygi. Conference Room. Galvanized steel, wood, rubber plants, flashlights. Various sizes
View from the exhibition at the Istituto Svizzero di Roma, Milan. 2007

Fabriss Zizi. Sapulu zale. Cinkots térauds, koks, térauda parklajums, projektors, DVD
atskanotajs. Dazadi izméri. Skats no izstades Romas Sveices institata Milanas filialé /
Fabrice Gygi. Meeting Room. Galvanized steel, wood, coated steel, projector, DVD player
Various sizes. View from the exhibition at the Istituto Svizzero di Roma, Milan. 2007
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konferencu zales runataja pultij, izradas esam proZektori, kadus
izmanto dros$ibas spéki. Tam, kas lidzinas mikrofonam, ir atnemtas
runas pastiprinasanas funkcijas - tagad $is priekSmets ir paredzéts,
lai izgaismotu personu, kura nostajas publikas prieks3, bet publika, kas
sapulcé nav ieaicinata, nekadi nevar piedalities lemumu pienemsana.
Konferenceé nekadas runas netiks teiktas: vara nostasies uz skatuves,
bet skatitajiem naksies apbrinot tas aréjo veidolu.

Barbara Feslere: Sodien atklaj tavu pirmo personalizstadi
Italija, un tas norises vieta ir nevis kada galerija vai muzejs, bet
gan kultiiras iestade, kas Italija reprezenté Sveici. Ieprieks tev
jau ir bijusi izdeviba parstaveét savu valsti Kairas, Sanpaulu un Ve-
nécijas biennalés, tatad tev ir zinama pieredze... Vai $ada pozicija
tevi nebiedée? Vai nebaidies zaudét savu kritisko skatienu?

Fabriss ZiZi: Né, nedomaju vis. Vienigas briesmas ir patie$am
klat par oficialo makslinieku (smejas), tacu es nebaidos, ka mani darbi
varétu zaudét kritisko spéku. Drizak parsteidzoss ir fakts, ka Sveice
joprojam atlaujas Sadu paskritisku poziciju. Vajadzétu vienigi bities no
ta, ka man pie muguras pielimés Sveices karodzinu.

B.F.: Bet ko tev nozimétu klii$ana par Sveices oficialo maksli-
nieku?

F.Z.: Zinama méra es tads esmu jau labi sen, taéu man tas neskiet
nekas briesmigs. Kameér brivi varu radit jaunus darbus, viss ir kartiba.

B.F.: Milana tu izstadi divas 2007. gada instalacijas, kas pie-
lagotas izstazu telpam: Meeting Room un Conference Room. Sie
darbi uzdod jautajumus par varas smalkakajiem aspektiem, un
tie, pieméram, tiek salidzinati ar noZogojumiem, ko senak izman-
toja nemieru savaldi$anai: netiek runats par varas fizisko vardar-
bigumu, bet par tas iespaidu uz apzinu, izmantojot propagandu.
Smadzenu skaloSana tiek sagatavota sapulcu zalé. Tacu ka pub-
lika var atskirt istu sapulcu vai konferencu zali no taviem minima-
listiskajiem darbiem, kas dzéligi kritizeé autoritaras struktiiras?

F.Z.: Patiesiba péc vairakam detalam ir redzams, ka runa ir par
makslinieka raditiem darbu. Viena no tiem ir barjera, kas liek domat par
autoritativisma diskursu, bet otra ir mikrofoni-prozektori, kas nespéj
pildit sakotnéjas funkcijas.

B.F.: Tatad tu aprobeZojies ar vérojumu? Vai tavos darbos to-
mer ir radosa puse, “Fabrisa stils”?

F.Z.: (smejas) Noteikti ir arT “Fabrisa stils”, nemot véra, ka es pats
visu uzziméju un nekad nereproducéju fotografijas. Vienkarsi iedo-
majos sapulcu zali un attiecigi tadu sapul¢u zali uzziméju vai ari do-
maju barjeru un uzziméju barjeru. Es tuvojos savveida Low-Design:
izveidoju savu personisko arsenalu, kura atrodama sapulcu zale, tie-
sas zale, bars, parvietojama uzkodu tirgotava, gaisa spilvens...

B.F.:... arsenals, kura sakopoti varas instrumenti, panémieni

un atveidojumi...
F.Z.: ...ja, un instrumenti un panémieni kermena un prata dar-
binasanai.

B.F.: Marks Olivje Valers tavos darbos saskata neatrisinatas
un divdomigi neskaidras attiecibas starp autoritati un pretosanos.
Pieméram, tavas teltis varétu tikt izmantotas gan kadiem tautas
svétkiem, gan ka parvietojamas tiesas zales. Kada ir tava pozicija?
Kads ir tavs véstijums?

F.Z.: Nekadu poziciju, nekadu véstijumu.

B.F.: Ja, $adu atbildi es jau biju gaidijusi (smejas). Vai tas nav
parlieku vienkarsi?
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B.F: So what would it mean for you to become a Swiss Official
Artist?

F.G.: In away | am already that and have been for some time, but |
don’t find that onerous. While [ have the liberty to do other things, it’s
all fine.

B.F: In Milan you are putting on show two installations from
2007, specially adapted for the exhibition space: Meeting Room and
Conference Room. These works investigate a more subtle aspect of
power, drawing comparison, for example, with the anti-riot barriers
which have been used in the past: here we are not speaking of the
violence of power, but about its mental impact through propaganda.
The Meeting Room is where brain-washing is prepared. The ques-
tion remains open, however, how will the public be able to dis-
tinguish a genuine Meeting or Conference Room from your minimal
works of art which aim to be a biting criticism of the structures of
authority?

F.G.: There are, in effect, certain details that allow one to see that
this is the work of an artist. On the one hand there are the barriers
which lead us to think of a discourse on authority, on the other hand
there are the microphones-torches which cannot carry out their
original function.

B.F: Therefore you limit yourself to observation, or is there a
creative side, a “Style Fabrice” in your work?

F.G. (laughing): There definitely is a “Style Fabrice”, seeing that |
design everything and I never make reproductions of photographs. |
simply think of a ‘meeting room’ and [ design a meeting room, or [ think
of a‘barrier’ and I design one.lam approaching a kind of Low Design: |
produce my own personal arsenal where you may find a Meeting Room,
a courtroom, a bar, a mobile snackbar, an airbag...

B.F: ..an arsenal of tools, methods and representations of
power...

F.G.: ..yes, and for the management of body and mind.

BF: Marc-Olivier Wahler picks up in your work an ambiguity be-
tween authority and resistance which is never resolved. Your tents,
for instance, could be used as structures for popular festivals, but
equally as a travelling courtroom. What is your position? What is
your message?

F.G.: No position, no message.

B.F: Yes, I was expecting this answer (laughing). Isn’t it too
easy?

F.G.: No, [ don’t think so, because we live surrounded by ambiguity,
hence it is normal that things are ambiguous. That which I try to reveal,
rather, is that power and resistance have similar ways of functioning.

B.F: Do not these apparent contradictions, which are expressed
both formally and in the structures that can be contructed and dis-
mantled, inflated and deflated, movable and fixed, serve to handle a
permanent state of crisis better?

F.G.: Thisidea emerged in the underground milieu of the 90s, when
they said that things should remain mobile: in order to remain free, we
should stay mobile! It’s the only means of escape.

B.F: Like hares...

F.G.: ...(laughing), yes, exactly, and that’s why my pieces have
always been movable. This principle also functions in the world of art:
an inflatable object takes up less space in the warehouse. The logic of
the material is married to the idea of mobility.

B.F: Somewhere you once said that you “..question the author-



F.Z.: Né, nedomaju vis, jo més dzivojam vidé, kura mas ieskauj
divdomiga neskaidriba, tatad divdomigas lietas ir gluZi normalas.
Drizak es cenSos pavéstit to, ka varai un tas pretdarbibai ir ]oti lidzigi
funkcionéSanas panémieni.

B.F.: Vai $is Skietamas pretrunas, kas ari formali izpauzas ka
uzmontéjamas un nomontéjamas struktiras, piepiiSami un atkal
saplacinami veidojumi, kustigi un nekustigi elementi, palidz labak
parvaldit pastavigo krizi?

F.Z.: $1téma ir dzimusi devindesmito gadu andergraunda videé,
kad médza apgalvot, ka visam japaliek kustigam: lai saglabatu brivibu,
mums jasaglaba kustigums! Ta ir vieniga iesp€ja izbégt.

B.F.: Ka zakiem...

F.Z.: (smejas) ... ja, precizi, tie$i tapéc mani darbi vienmér bijusi
mobili. Sis princips darbojas arl makslas pasaulé: piepiisams objekts
noliktava aiznem mazak vietas. Materiala logika saskan ar mobilitates,
kustiguma ideju.

B.F.: Reiz tu kaut kur teici: “Es izjautaju autoritati, kartibu,
kas apdraud brivibu. Te nav nekadas sacel$anas, tikai vérojums.”
Tatad tu pastavoSo pienem tadu, kads tas ir, vai ari tev ir intere-
santi zimét utopiju, kas sniegtos talak par kritiku?

F.Z.: Mani darbi patie$am funkcioné ka savveida vérojumi. Patiesi,
nav runas par sacel§anos, man nav nekadu risinajumu, un es neizsaku
moralas dabas spriedumus. Es tikai atgadinu: uzmanieties no valsts.
Kada nezinama ritdiena ta atkal var sakt biivet naves nometnes. Ir
nepiecieSama piesardziga neuzticéSanas. Tapéc es cinos par savu bri-
vibu.

B.F.: Bet vai $ada cina par brivibu nevarétu parveidoties uto-
piska plana? Es domaju, pieméram, Jupes van Lishauta darbu Slave
City, lai gan tam raksturigas ari loti ciniskas iezimes.

F.Z.: Ja, un ta tiek sasniegts kaut kas loti karikatirisks. Es jau
varétu nemt visu $o un teikt: redz, esmu izveidojis savu arsenalu, te ir
mani karogi, mani darbi, tiilit uztapinasu ari savus bauslibas galdinus,
iesaistiSu cilvékus, nodibinasu istu komiinu... N, nedomaju vis... Es
esmu makslinieks, esmu individs, radu savus darbus, tacu man nav
nekadas velésanas iesaistities tada vai citada fikcija vai filma.

B.F.: NO FUTURE?

F.Z.: Mani darbi neaizstav pienémumu par kadu teritoriju, kas
rezervéta anarhistiem. PEc manam domam, katram individam ir ja-
cinas paSam par sevi. Esmu Joti liels individualists. Drizak varétu
teikt, ka cinos par $adu individualo brivibu.

B.F.: Kadas ir tavu instalaciju attiecibas ar publiku? Vai tu
esi paredzéjis frontalu darba izbaudiSanu, vienvirziena uztveri,
lidzigi ka notiek, vérojot skulptiru, vai ari tu aicini cilvekus ie-
saistities, klut piedaligiem tavos darbos, uztverot darbu caur
lidzdalibu?

F.Z.: Man labak patik, ja skatitajs saglaba savu poziciju, nekadu
iesaistiSanos es necieSu.

B.F.: Vins paliek noZogojuma pretéja pusé.

F.Z.: ]a, noZogojums vinu piespie# palikt pozicija, no kuras gribot
negribot instalacija ir javéro ka glezna, ka gleznojums vai ka skulptiira.
lekartojums skaidri pasaka, ka telpa iegajusie cilveki sapulcé nepie-
dalas: tiem var biit pieejams vienigi priekslasijums.

B.F.: Tu apgalvo, ka esot realists: kur tad isti atrodas robeza
starp istenibas atveidojumu un ironisko poziciju, kura citeé to, ko
pati kritizé?

F.Z.: Luk, tas ir iemesls, kapéc es, pieméram, nekad neesmu veidojis

ity and the order that are a threat to liberty. There is no rebellion,
but only an observation.” Do you therefore accept the way things
are, or are you interested in designing a utopia which would be
above criticism?

F.G.: In effect, the pieces function as a kind of observation. It’s
nothing to do with a rebellion at all, [ don’t have any solutions, nor
am | making a moral judgment. [ am only saying: be careful with the
State. A tomorrow could come when they return to building death
camps. You need to be wary. This is why I fight for my liberty.

B.F: There you are, but this fight for liberty, couldn’t it turn
into a utopian vision? I am thinking, for example, of Slave City
by Joep van Lieshout, even though, in effect, this work has an
extremely cynical side to it.

F.G.: Yes, and takes on something of caricature. I could take all this
stuff and say: [ am producing my arsenal, [ have my flags, my little bits
and pieces, now [ am off to devise my table of laws, I am going to employ
people,  am going to make a proper community... No, I don’t think so.
On the contrary, [ am an artist, | am an individual, I produce works, but
[ have no wish to enter into any sort of pretense or film.

B.F: NO FUTURE?

F.G.: None of my works ever lay claim to the hypothesis of a [par-
ticular] territory reserved for anarchists. For me, each individual has
to fight for themselves on their own. [ am very much an individualist.
Rather, we can say that I demand this individual liberty.

B.F: What is the relationship between your installations and
the public? Do you envisage a direct and one-directional enjoy-
ment like that of a sculpture, or do you invite people to interact with
the pieces in a kind of participatory enjoyment?

F.G.: [ prefer that the viewers keep their place: I absolutely do not
tolerate participation.

B.F: Excluded by the barricade.

F.G.: Yes, in effect the barricade pushes them into a position which
obliges them to look at the installation like a picture, a painting, or even
a sculpture. The device clearly states that the people who enter the
space do not participate in meetings: if they have access to any part, it's
only to the conference.

B.F: You declare yourself as being a realist: where then is to
be found the boundary between a representation of reality and an
ironic position which quotes that which it criticises?

F.G.: There you are - this is the reason why I have never created
any readymades, for example. The act of designing and constructing ob-
jects is of great importance to me. To make sculptures is not the same as
moving about an object in a museum.

B.F: In my opinion, however, there is a tiny kinship with ready-
mades.

F.G.: [ really don’t believe that there is, because [ maintain more
the position of a hyperrealist painter. [ seek to create ambiguity, a kind
of camouflage in which the viewers ask themselves whether they are
dealing with a work of art or something that somebody has forgotten
and left behind there. One of the first pieces that I ever made was a plat-
form, positioned in an enormous hall during an art competition. The
viewer could really have thought that it had been placed there by the
public utilities.

B.F: So the ambiguity also plays on the difference between real
life and art.

F.G.: Yes, each time you don’t know what status to assign to it.
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ready-made. Man arkartigi svarigi ir tas, ka es pats ziméju un bavéju
savus objektus. Izveidot skulptiiru nebiit nav tas pats kas aiznest kadu
priek§metu uz muzeju.

B.F.: Pec manam domam, tomer ir saskatama ari neliela rad-
nieciba ar ready-made.

F.Z.: Nedomaju gan, manéja drizak ir gleznotaja hiperrealista
attieksme. Es méginu radit neskaidribu, divdomigumu, savveida ka-
muflazu, kuras dé| skatitajs jauta, vai tas ir makslas darbs vai vienkarsi
priekSmets, ko te kads aizmirsis. Viens no maniem pirmajiem darbiem
bija tribines, kas makslas konkursa laika bija novietotas milziga zalé.
Skatitajs patieSam varéja domat, ka tribines tur izveidotas praktiskai
izmantoSanai.

B.F.: Tatad divdomigums tiek izspéléts ari starp dzives plakni
un makslas plakni.

F.Z.:]a, katra zina, neklist skaidrs noteikts statuss.

B.F.: Péc dazam dienam tiks atklata Mauricio Katelana mar-
mora skulptiira iepreti Milanas birzas namam. Runa ir par paceltu
vidéjo pirkstu... Ko tu doma par $ada veida “socialajiem komenta-
riem”, kas lielakoties tiek uzlikoti ka publiskas provokacijas? Vai
tev nav uzmacies kardinajums darit ko tamlidzigu?

F.Z.: Esmu parliecinats, ka makslinieka uzdevums ir provocét, un
Mauricio provoce ar saviem panémieniem, es - ar savéjiem. Un vés-
tTjums ir skaidrs: pateikt fuck birzas prieksa. Bet kam isti Sis fuck tiek
teikts?

B.F.: Tads makslinieks ka Katelans, kurs savus darbus izsolés
pardod par astoniem miljoniem un kurs pats kluvis par “spekula-
ciju objektu”...

F.Z.: Tiesi ta. Varbiit tas ir veids, ki pasmieties pasam par sevi.
Tu redzési, ka beigu beigas runas par ekonomiku un makslas tirgu. Sida
pozicija maniipasi neinterese.

B.F.: Vai tevi kadreiz ir cenzé&jusi?

F.Z.: Pastav frontala cenziira - ista cenziira, ka arf sikas cenziiras.
BieZi esmu saskaries ar tadu vai citadu noraidijumu, bet lielakoties tas
bija institiicijas, kas cenzéja pasas sevi. Nekad nav gadijies, ka valsts
iestade noraiditu manu darbu vai slégtu manu izstadi. Venécija, ja...
Bet ta nebija ista cenziira, kad, pieméram, kuratori teica, ka es slavinot
apbedijumu apganisanu, un méginaja manu projektu parveidot.

B.F.:... tair iesaistiSanas...

F.Z.: ... ne gluzi. Vini pieprasa kompromisu, kas darbu iznicina...
AtgrieZoties pie Katelana pieméra - man Sis projekts nav pazistams,
tacu $ados gadijumos ir loti svarigi zinat, kurs maksa, kurs dod atlauju,
kur$ stav visam aiz muguras. Proti, kuram ir pietiekami daudz varas un
naudas, lai uzspiestu So darbu publiskajai telpai, turklat birzas prieksa.
Un, manuprat, tiesi $is aspekts ir interesants un ironisks - daudz liela-
ka méra neka paslietais pirksts.

B.F.: Liels paldies. o
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B.F: In a few days’ time, in front of the stock exchange of Milan
they are going to unveil a marble statue by Maurizio Cattelan.
We're talking of a raised middle finger... What do you think of this
sort of “social commentary” which is mainly perceived as a public
provocation? Have you ever been tempted to do something
similar?

F.G.: I do think that the role of the artist is to be provocative,
Maurizio in his own way, I in mine. And the message is clear: to say
‘fuck’ to the stock exchange. But ‘fuck’ - what for?

B.F: An artist such as Cattelan who sells at auctions for eight
million and who has himself become “a subject of speculation”...

F.G.: Oh yes, quite so. This is perhaps his way of taking us for a ride.
You will see that in the end we’ll be talking about the economy and the
art market. Thatkind of position doesn’t interest me much.

B.F: Have you ever been censored?

F.G.: There is direct disapproval - genuine censorship - and then
there are the little reprimands. Often | have met with some refusals,
but mostly this was where institutions who self-censored themselves
were concerned. There has never been a state institution which has
refused a work or closed an exhibition. In Venice, yes... But this isn't
real censorship, such as, for example, when the curia told me that I was
being an apologist for the profanation of graves and tried to recast the
project.

B.F: That’s participation...

F.G.: ..not exactly. They were pushing for a compromise that would
have destroyed the piece... To return to the example of Cattelan: I don’t
know the project, but in these cases it is very important to understand
who is paying, who is authorising the work, who is behind it. That is,
who has sufficient power and money to impose this work on a public
space, in front of the stock exchange moreover. And, in my view, it is
precisely this angle which becomes interesting and ironic: much more
so than that raised finger.

BF: Thank you very much. e



