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Kur pilséta pieskaras debesim
Where the city touches the sky
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Italu fotografs Gabriéle Basiliko (Gabriele Basilico) ir viena no pazis-
tamakajam un ietekmigakajam balsim miisdienu arhitektiras foto-
grafija. Jau vairak neka trisdesmit gadus vins apcelo pasaules pilsétas,
likdams lieta divéjadu pieeju: vins sagatavojas darbam, ieprieks izpétot
drukatos materialus, vadoties péc stingri noteiktiem izvéles princi-
piem, tacu, nonacis galamérki, atbrivojas un Jaujas nejausibai, iegrem-
déjas smarzas un skanas. Rezultata rodas fotografijas, kuras jausama
gan racionalitate, gan jiutigums: sakotnéjo ideju papildina sensiblas pa-
saules objekti. Divdimensionalas telpas stingro arhitektiiru bagatina
daudzveidigi dzives momenti. Uz papira raséta geometrija sazinas ar
attiecigas vietas empirisko vésturi. Basiliko uznémumi fiksé pilsétu
atminu un, itin ka veicot nepartrauktu statistisku uzskaiti, arvien vai-
rak tuvojas urbana principa dzilakajai bitibai. Sajos attélos pilsétas sevi
izstasta, tas runa ar mums par milestibu, par kariem, par ceribam
un par vilSanas reizém, ko pieredzéjusi to iemitnieki, kuri vienlaikus
ir gan klatesosi, gan prombiitné.

Kopa ar kadas liceja klases audzékniem meés sastapam autoru Mi-
lanas Fondazione Stelline, kur patlaban notiek vina izstade “Stambula”,
un $1s tikSanas bridi aizsakas daudzbalsigs dialogs, vienlaikus in-
tervija un macibu stunda, ko tikpat labi varétu saukt par interaktivu
priekslasijumu.

Barbara Feslere: Ko atveido atteli?

Sara: Pilsétu.

Annaliza: Stambulu.

B.F.: Ka $ipilsétair atveidota?

Gabriele Basiliko: Runjiet nekautréjoties, sakiet visu, kas nak
prata...

Gabriele Basilico, the Italian photographer, is one of the best known
and authoritative voices in contemporary photography of architecture.
For more than thirty years he has travelled around the cities of the
world with a twofold approach: on the one hand, he prepares his inter-
vention on paper, following precise typologies, on the other hand, once
he is on site he lets himself go, to be led by random situations, immersed
in the smells and submerged by the noise. This gives rise to photos that
are steeped in both rationality and sensibility: an initial idea is filled
out by objects from the tangible world, a rigorous architecture of two-
dimensional space is enriched by the numerous and varied moments
of life. A geometry set down on paper conveys the empirical history of
a place. Basilico’s shots fix the memory of a city and by virtue of a con-
tinual registration move ever closer to the deepest essence of the prin-
ciple of urbanism. The cities tell their story in these images and speak
of love and war, and the hopes and delusions of their inhabitants, both
absent and present at the same time.

With a class of secondary school students we met the artist at his
exhibition Istanbul at the Fondazione Stelline in Milan, and thus a dia-
logue of many voices was formed, a lecture-interview, or, if you wish,
an interactive conference.

Barbara Fissler: What are the pictures of?

Sara: A city.

Annalisa: [stanbul.

B.F.: How is the city depicted?

Gabriele Basilico: Go on, speak freely, whatever comes to mind...

Paolo: [ noticed that you hadn’t portrayed the city centre, the his-
toric centre as is usual, but rather the poorer areas.
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Paolo: Es ievéroju, ka ir paradits nevis centrs, vecpilséta, ka parasti
pienemts darit, bet gan nabadzigakie rajoni.

G.B.: ]3, pareizi, patie$am, un $1izvéle izraisija kada turku kunga
iebildumus, vin$ man atrakstija: “Ka pavadiba gan Jis staigajat pa pil-
sétu? Ja es ierastos Venécija vai Florencg, jiis tacu neraditu man tam-
lidzigas preteklibas!” Vin$ apvainojas, jo Sogad Stambula ir Eiropas
kultiiras galvaspilséta, tapéc ta nonakusi visu uzmanibas centra. Un 3ai
Bosfora pilsétai ir spoZa vésture, par spiti spécigajam pretrunam, kas
vérojamas Sobrid. Miisdienas Stambula ir izpletusies tik gigantiskos
apmeéros, ka ir griti veikt tas fotografisko izpéti, aptverot visa pilnib3,
tapécjauieprieksirjaizdara stingraizveéle.

B.F.:: Kas tevi visvairak interesé, kad tu dodies pastaiga pa kadu
pilsétu? Objekta formala, estétiska puse vai ar1 drizak ta “saturs”,
proti, sociala puse, pilsétnieku dzive?

G.B.: Varbiit ne viens, ne otrs, padarits par absoliitu principu. Es
nodarbojos ar dokumentalo fotografiju, un man patik precizi portretét
telpu, uznemt Joti realistisku attélu, neizjaucot un ari parlieku neab-
strahéjot to, kas ir redzams.

B.F.: Tatad but realistam nozimeé precizi atveidot kadu (Skieta-
mu) objektivo realitati?

G.B.: NE, es teiktu, ka realisms nozimé ari nepiecieSamibu sacerét
dzejoli vai uzrakstit stastu. Vai, iztulkojot citiem vardiem: paradit vai-
rak par redzamo, iedarboties uz intuiciju. Fotografijai ir jaiekustina
iztéle, taCu tas uzdevums ir ari izvirzit jautdjumus. Ar abstraktiem
vai konceptualas dabas attéliem bieZi vien tiek radits kas lidzigs
griti atrisinamam rébusam.Tacu pastav tiesaks veids, ka komunicét
ar fotografijas starpniecibu: kad aiz redzamas Istenibas ir nojauSama
ari cita nozime, kas spéj ieintrigét. Tajos brizos, kad Sis mehanisms ir
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G.B.: Yes, exactly, in fact this choice elicited protest from a Turkish
man who wrote to me: “... but who did you get to accompany you? If |
came to Venice or Florence, surely you wouldn’t make me look at hid-
eousness such as this!” He was offended, because this year Istanbul is
the European Capital of Culture, and hence under the gaze of everybody.
As a matter of fact, notwithstanding current powerful contradictions,
the city on the Bosphorus has had an illustrious past. Today, because of
its enormous urban sprawl it has become difficult to photographically
investigate in its totality, so you have to make precise choices.

B.F.: What interests you the most when you go through a city?
Its formal appearance, the aesthetic of the object, or rather its “con-
tents”, that is the social aspect, the life of the inhabitants?

G.B.: Perhaps neither one nor the other, in an absolute sense. I am
adocumentary photographer and I like to depict the space precisely, to
obtain a very realistic photograph, without distorting or abstracting
too much that which is seen.

B.E.: So being a realist means to faithfully reproduce a (pre-
sumed) objective reality?

G.B.: No, I would say that behind realism there remains the neces-
sity for creating poetry or a story. In translation it means: to make the
viewer see more than that which can be seen, to work on the intuition.
A photograph must set off the imagination, but it must also pose ques-
tions. With images that are abstract or otherwise of a conceptual na-
ture, one creates, at times, a kind of puzzle which is difficult to solve.
There is, however, a more direct way of communicating by means of
photography: when beyond the image of the real, one senses a second
meaning which manages to intrigue. In those instances when this
mechanism can be perceived - because, in truth, it’s not a given that it

sajiitams - jo nav jau teikts, ka tas vienmér nostrada, - meés tuvojamies
makslas sférai.

B.E..: Vai varéetu teikt, ka runa ir par “dokumentu”, kas ideala ga-
dijuma sniedz noradi uz dzilaku jégu?

G.B.: J3, tieSi ta. Ja runajam par ainavu, mani neinteresé “skaista
fotografija”, estetizéjosi attéli, kadus publicé tirisma Zurnali. Gluzi
otradi - man ir interesanti izstastit stastu, un sava idedlaja gramata,
kas izstasta un salidzina citas pilsétas, es vélétos ieklaut Stambulas
pieredzi.

B.F.: Tatad katra pilséta rodas citads stasts?

G.B.: Protams, stradat ar kadu pilsétu nozimé izvéléties noteiktas
urbanas tipologijas. Par atspériena punktu izraugoties vietas identitati,
attistas konkréta ideja. Stambula es izvéléjos stradat ar transformacijas
tému, kas konkréti redzama nomalé. Man patik nolasit morfologiskas
parmainas: doties uz nomalém, apliikot jaunas ékas.

B.F.: Tu Stambula esi bijis vairakkart?

G.B.: ]a, pirma reize bija sen, jau 1970. gada, kad devos ilga celoju-
ma uz Persepoli Iran3, bet divas paréjas reizes bija nesen - 2005. un
2010. gada.

B.F.: Ka tu rikojies, lai padaritu redzamu pilsétas parveidosa-
nos, kas tacu ir loti léns process?

G.B.: Pirms Cetrdesmit gadiem, kad apmekléju Stambulu pirmo-
reiz, taja bija 2 300 000 iedzivotaju, turpretl tagad tas iedzivotaju
skaits ir 16 miljoni. Loti nabadzigajos kvartalos (tajos, pret kuriem
iebilda pieminétais turku kungs) savulaik bija daudz briniskigu mazu
koka éku. Tagad $adu maju ir atlicis gauzam maz. Ar kada arhitektiiras
vésturnieka palidzibu man izdevas daZas no atlikuSajam atrast un no-
fotografet.
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always functions - we approach the realm of art.

B.F.: One could say that we are dealing with a “document” which
ideally conveys a deeper meaning?

G.B.: Yes, precisely. As far as the landscape is concerned, I'm not
interested in the aesthetically “nice photo”, like those in tourism bro-
chures. On the contrary, [ am interested in telling a story: in my ideal
book, which tells of and compares other cities, I would like to include
the experience of Istanbul.

B.E.: So every city gives rise to a different story?

G.B.: Certainly, to work on a city means to choose from urban typ-
ologies. With identity of the place as the departure point, you develop
a particular idea. In Istanbul I chose to work on the theme of transform-
ation, which is concretely visible in the periphery. I like to read the
morphological change: to go to the outskirts, to see the new buildings.

B.F.: You've visited Istanbul more than once?

G.B.: Yes, for the first time quite long ago, in 1970, during a long
journey on my way to Persepolis in Iran, and then another two times,
more recently, in 2005 and 2010.

B.F.: How do you make urban transformation visible? It is in
itself an extremely slow process.

G.B.: Forty years ago, when I went to Istanbul for the first time, it
had 2,300,000 inhabitants as opposed to the 16 million today. In the
poorer areas (those disputed by the Turkish gentleman) there were de-
lightful little wooden houses. Now very few remain. With the assistance
of an architectural historian I managed to find a few of the surviving
ones and I took pictures of them.

B.E.: The exhibition contrasts two extremes, the new periphery
and the historic centre.
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B.F.: Izstade pretstatitas divas galéjibas - jaunas nomales un
senais centrs.

G.B.: Ne tikai. Stambula ir biivéta uz pakalniem, un $ads reljefs
mums sagada nemitigus parsteigumus. Man loti patika Lukas Doninelli
(Luca Doninelli) teksts - tas ir jatiga rakstnieka darbs.! Vin$ apzinati
izmanto fotografijas, lai dotos celojuma kopa ar lasitaju, stastot, ko
lasitajs kura bridi redz, Iidzigi ka rakstijusi Kalvino (Calvino) vai Celati
(Celati). Manuprat, arkartigi labi.

B.F.: Mani ipasi iespaidoja tas, ka Doninelli raksta, ka ikvienai
pilsétai esot sava “staigaSanas kvalitate”, kas esot unikala ka pilsétas
pirkstu nospiedumi, un ka Nujorkas kilometrs atskiroties no kilo-
metra Pekina vai Kaira. Es gribétu no tevis pasa dzirdét, kada ir tava
attieksme pret atSkiribam.

G.B.: Kas notiek fotografa vai arhitekta galva, kad tie péta kadu
vietu? Viniem kopigs ir viens: tas, ka vini véro. Tas ir IpaSs uzmani-
bas paveids, ko labi aprakstijis Valters Benjamins, stastot par Parizes
passages, vai Jozefs Rots (Joseph Roth), rakstot par baltajam pilsétam
un stastot par tdm ka par cilvékiem. Man bieZi jauta, kapéc manas fo-
tografijas trikst cilvéku... Bet vai tad pilsétas nav lidzigas dzivam
bitném?

B.F.: Pajautasim to jauniesiem.

Ceéilija: Tapéc, ka ta vairak var koncentréties tie$i uz pilsétu,
nevis uz to, kas atrodas pilséta.

Pjéro: Varbut arhitektiira tevi interesé vairak neka sociologiskais
vai socialais aspekts.

B.F.: Varbiut var apgalvot, ka pilséta ir téls, kas parstav savus
iedzivotajus, savveida metafora. Varbit iedzivotajiem nemaz nav
jabut redzamiem, lai varétu saprast, ka fotografijas tik un ta ne-
tieSi vesta par to dzivem.

G.B.: Péc cilvéka izturéSanas var secinat, ka tas jiitas un kads ir ta
raksturs. Lidzigi var spriest ari péc arhitektiiras, nonakot pretruna ar
sakamvardu, ka par viru nevajagot spriest péc cepures.

B.F.: Tu apgalvo, ka esi dokumentalists: man nak prata EZéns
Atzé, kas 19. gadsimta beigas sistematiski uznéma fotografijas Pa-
rizes pilsétu, vadidamies péc noteiktam tipologijam. Es gribétu sa-
prast, ka tu arhive savus uznémumus: vai tu tos klasifice péc ti-
piem, hronologiskKi vai péc vietam.

G.B.: Es tos identificéju pavisam vienkarsi: katram pieskiru kodu,
numuru un datumu.

B.F.: Tatad hronologiski?

G.B.: ]Ja, hronologiski, negativi un kontaktkopijas ir atseviski iear-
hivéti un vienmeér atrodami. Tacu citada zina viss diemzél balstas tikai
un vienigi uz personisko atminu.

B.F.: Tagad es gribétu tev uzdot jautajumu par metodologiju.
Vai sava darba katrai pilsétai tu ieprieks radi projektu ar laikus
noteiktam kategorijam vai ari rikojies ka celinieks, kas palaujas uz
nejausibu un klejo pa ielam, nezinadams, ko atradis?

G.B.: Atklat pilsétu, staigajot pa to ka laiskam fldneur?, drosi vien
ir visaizraujo$ak, taCu, no otras puses, ari mana darba ir nepiecieSams
stingrs, precizs projekts.

B.F.: Ka zinatnisks pétijums...

G.B.: Ne gluZi. Tas, kas mani interesé, ir saistits ar pilsétas parvei-
doSanas aspektiem. Lai es varétu orientéties, lai zinatu, kurp doties,
man gribot negribot ir jaizvaica kads eksperts, kas mani pavaditu uz
jaunajiem rajoniem un paraditu tos ari kartés, lai es pats varétu tos
apmeklét.
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G.B.: Not only. Istanbul was built on hilly terrain which holds end-
less surprises. I really liked Luca Doninelli’s text!, the work of a sensi-
tive writer. He tends to use photography to go on a journey with you,
and describes to you what you are seeing, like Calvino or Celati. I find
that extraordinary.

B.F.: I was particularly struck when Doninelli wrote that each
city has a “certain quality of walking” which is like its digital imprint,
and how one differentiates a New York kilometre from a Beijing or
Cairo kilometre. I was particularly interested to find out your at-
titude towards differences.

G.B.: What goes on in the mind of a photographer or an architect
whilst exploring a place? There is something which is common to both,
away of looking: a certain attention which has been well-described by
Walter Benjamin when he talks of the passages of Paris, or by Joseph
Roth when he writes about white cities and describes them as if they
were people. | am often asked why there aren’t any people in my photo-
graphs...aren’t cities similar to living beings?

B.F.: Let’s ask the youngsters.

Cecilia: Because you want to concentrate on the city itself and not
on that which isin the city.

Piero: Maybe you are more interested in the architecture rather
than the sociological or social aspect.

B.F.: Perhaps you could say that the city is an image which repre-
sents its inhabitants, a kind of metaphor. Maybe it’s not necessary
to see them in order to understand that the photos are indirectly
speaking of their lives.

G.B.: You can deduct from the way people behave, how they feel,
what kind of person they are. Also with architecture you can suppose,
in contradiction to the saying that “you can judge a book by its cover”.

B.F.: You say thatyou are a documentarist. This makes me think
of Eugéne Atget, who at the end of the 19th century systematically
recorded the city of Paris in his photos, following pre-determined
typologies. I wanted to know how you archive your photos: do you
proceed according to typology, chronology or place?

G.B.: I identify them in a very simple manner: I give them a code, a
number, a date.

B.F.: Is that chronologically?

G.B.: Yes, chronologically, negatives and contact proofs are filed
separately and are always traceable. But as for the rest - unfortunately,
itisall based on personal memory.

B.F.: I would like to ask you a question regarding methodology.
In your work, do you have a preparatory project for each city, with
predetermined categories, or do you proceed like a drifter, led by
the situation, wandering along the street without knowing what
you may find?

G.B.: To discover the city whilst rambling around like a stroller is
probably more amusing, but on the other hand for me there are also the
requirements of a rigorous project.

B.F.: A scientific investigation...

G.B.: Not really, because what interests me is linked to aspects of
the transformation of cities. To orient myself, to know where to go, |
have to - out of necessity - question some expert who can accompany
me to new neighbourhoods, who can point them out to me on maps, in
order to be able to make on-site investigations.

B.F.: There you are - so there is a preliminary project.

G.B.: Of course, absolutely, that's fundamental! It gives me, among
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B.F.: Luk, tatad pastav ieprieks sagatavots projekts.

G.B.: Protams, noteikti, tas ir biitiski svarigi! Turklat tas nosaka ma-
na darba iespéjamas robezas. Savukart jau izveidotas shémas iekSiené
vienmeér darbojas skatiens, kas palidz izvéléties un uznemt attélus.

B.F.: Drosi vien gadas parsteigumi...

G.B.: Es mérktiecigi cenSos izlasit pilsétu. Riipigi izvélos savu skat-
punktu, pielagodamies telpai, lidzigi ka skroderis, kas Suj térpu péc
meéra.

B.F.: Nemot vera to, ka tu péc izglitibas esi arhitekts, ka iz-
skaidrojama $i vélme liecinat par citu paveikto arhitektonisko
darbu, nevis biivét paSam savas ékas? Varbiit var teikt, ka tavas fo-
tografijas ir veidotas arhitektoniski, ka to pamata ir Joti stingra
kompozicija un tas saskatams tava attieksme pret telpu?

G.B.: Universitates diplomu es sanému 1973. gada. Taja laika fakul-
taté varéja iegiit galvenokart politisku un socialu pieredzi. Un bija da-
biski, ka ar savu pirmo fotoaparatu es spontani dokumentéju to, kas
notika pilséta, pieméram, demonstracijas un studentu okupétos iesta-
dijumus, un tikai péc krietna laika mana uzmaniba pievérsas ékam un
urbanajai ainavai. Turklat sakuma man paveicas - es varéju iepazit
izcilus fotografus, kas man palidzéja. Tolaik mani visvairak aizrava
reportiera misija... tas man navigi patika.

B.F.: Tatad tava fotografija ir debitéjusi ka sociala lieciba.

G.B.: Fotografét man iepatikas labak neka stradat par arhitektu.
Bet, fotograféjot arhitektiiru, es visbeidzot abas $is jomas apvienoju.
Starp citu, kads, runajot par manu darbu, ir teicis, ka tas esot ists ar-
hitektiiras projekts, kas istenots fotografija.

B.F.: Bet vienlaikus ta ir ari vésturiska izstradne. Dala tavu
fotografiju ir melnbaltas, dala - krasainas. Jautasu jaunieSiem:
sakiet - ko vél tas maina, iznemot pasu krasu esamibu vai neesa-
mibu?

Arianna: Pieskir dzivibu.

B.F.: Varbit tu gribéji teikt, ka krasa pieskir vairak realisma?
Atteliizskatas 1staki?

Sofija: Godigi sakot, melnbaltajas fotografijas es saskatu vairak
énu un gaismu rotalu neka krasainajas.

G.B.: Tatad tu izteiktak saskati ziméjumu, formu. Par krasainajiem
attéliem vienmeér saka, ka tie ir realistiskaki.

Sofija: Es gribétu zinat, kapéc jis fotograféjat krasas, nevis meln-
balti.

G.B.: Teiksim t3, ka seSdesmito gadu beigas, kad es saku fotograféet,
makslas fotografija bija tikai melnbalta, savukart komerciala foto-
grafija bija krasaina. Septindesmito gadu vidii krasas ienaca ari mak-
slas fotografija.

B.F.: Bet ka tas ir tev pasam, loti personiski? Kados apstaklos
tuizvélies vienu no diviem veidiem?

G.B.: Patiesiba es vienmér esmu bijis loti piekéries melnbaltajai,
nu jau gandriz ¢etrdesmit gadu. Pirma krasaina sérija radas 1991. gada
nejausibas péc, jo man bija izbeigu$as melnbaltas filminas. Tas notika,
stradajot pie darba par Beirtitu. Personiski es nesaskatu lielas atski-
ribas starp abiem veidiem. Krasa sniedz vairak informacijas, varbit tai
ir stastoSaks raksturs.

B.F.: Un attiecigi melnbalta fotografija vairak koncentréjas uz
formu?

G.B.: Protams, tas visiem ir zinams: ja krasu sniegta informacija
ir laupita, acs vairak pievérsas formai, gaisménam un ziméjumam. Pie-
méram, atgrieZoties pie Stambulas, melnbaltaja sérija ielu stiri ir ka
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other things, the shape of what needs to be done. Then, within a planned
scheme, it is always the sight which helps me to choose and realise the
shots.

B.F.: There will be surprises...

G.B.: I try to “read” the city with intentionality. I choose the pos-
ition of the point of view, adapting myself to the space, like a tailor who
is sewing a garment made to measure.

B.E.: Given that you are an architect by education, what brought
about the wish to document architectural works of others rather
than actually constructing buildings? Could it be said that your
photographs are architecturally planned, based on very rigorous
composition, which can be observed in the manner in which you
handle space?

G.B.: I graduated in 1973. At that time in the faculty you mainly
gained political and social experience. With my first camera, it was
more natural to record what was happening in the city, the demon-
strations and the sit-ins, for example. And only much, much later my at-
tention shifted to buildings and the urban landscape. At the beginning,
I was lucky enough to be acquainted with excellent photographers, who
helped me. What swept me away was the commitment of the reporter,
and that was the thing, at the time, that [ loved to bits.

B.E.: Hence your photography made its debut as social testi-
mony.

G.B.: ] found that I got on better with photography than with archi-
tecture. By taking photos of architecture, | was able to unite the two
things. In fact, some have said about my work that it’s like a genuine
architectural project, done with photography.

B.F.: At the same time it is also a historical elaboration, how-
ever. Some of your photos are black and white, yet others are in
colour. I'll ask the youngsters. In your opinion, apart from the pres-
ence or absence of colour, what changes?

Arianna: [t adds life.

B.E.: Did you mean that colour adds realism, possibly? The pic-
tures seem more real?

Sofia: Quite sincerely, in black and white photos I see the play of
light and shadow more than in colour photos.

G.B.: So you see more of the design, the shapes. About colour they
always say thatit is more realistic.

Sofia: I would like to know on what basis you take photos in colour
rather than in black and white.

G.B.: Let’s say that towards the end of the 1960s, when I began
taking photos, fine art photos were only in black and white, whilst
coloured photos were considered commercial. Halfway through the
1970s, colour made its appearance in fine art photography.

B.F.: But for you personally? Under what circumstances do you
choose which type?

G.B.: Really, | have always been attracted to black and white, for
some forty years now. The first series in colour occurred accidentally in
1991, because | had used up all the black and white film, this was during
my work on Beirut. Personally it doesn’t make that much difference to
me. Colour offers more information and perhaps has a more narrative
aspect.

B.F.: And with black and white one concentrates more on form?

G.B.: Certainly, it is well-known that when you remove the infor-
mation of colour, the eye tends to concentrate more on form, the light
and shade and the design. For example, returning to Istanbul, the series

pieminekli: Sie uznémumi man loti atgadina to, ka Atzé kadra tvéra
Parizi. Pilsétu var uzliikot no augsas, lai to apcerigi vérotu un ar ska-
tienu aptvertu tas plaSumu, tacu, ja vélies pilsétu iepazit, tev jastaiga
patasielam.

B.F.: Tevjaietiecas taja ieksa.

B.G.: Lai uztvertu tas elpu. Katra pilséta ir sajitu pilna.

Sofija: Jis teicat, ka ir atskiriba, vai pilsétu uzliko no arpuses
vai no iekSpuses. Tatad ta ir apzinata izvéle, ka izstades sakuma esat
novietojis no augsas uznemtu panoramu un pasas beigas - ielu stiiru
attélus ka iekséjuma kulminaciju?

G.B.: Protams, veidojot izstadji, atkal tiek izstradats jauns projekts.
Saja zina fotografi ir daudz macijusies no maksliniekiem. Kadreiz ne-
maz nepievérsa tik daudz uzmanibas izstades telpas iekartojumam.
Varbiit varétu teikt, ka pareja no estétiskas puses uz socialo, par ko
runajam sakuma, atspogulojas pareja no panoramas uz atsevisku ielu,
no nomales - uz centru, no arpuses - uz iekSpusi. Ja skaties uz pilsétu no
lidmasinas, tev skiet, ka vari to panemt sauja, tacu pécak tev ir jadodas
taja ieksa. Un iedibinas savveida dialogs starp zemes dimensiju un otru,
kas ir mazliet transcendentala.

B.F.: Kur pilséta pieskaras debesim.

B.G.: To es pierakstisu! e
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in black and white of street scenes were like monuments: they reminded
me a lot of the pictures of Paris by Atget. You can look at a city from
up high in order to contemplate it and to measure its extent with your
eye, butif you want to get to know it, you have to walk around inside it.

B.F.: You have to penetrate it.

G.B.: To feel its breath. A city is teeming with sensations.

Sofia: You said that there is a difference between seeing a city from
the outside or from within. So was it a conscious choice to have placed at
the beginning of the exhibition a bird’s-eye view and at the end pictures
of street scenes as the peaks of internality?

G.B.: Certainly, when you are staging an exhibition, you are also
creating an additional project. In this regard photographers have learnt
a lot from artists. Once upon a time, no one really bothered much about
the arrangement of the exhibition space.

You could perhaps say that the movement from the aesthetic
aspect to the social side, that which we talked about at the beginning,
is reflected in the movement from the panoramic view to that of the
street, from the periphery to the centre, from the outside to the in-
side. If you look at a city from the air, it seems that you can take it into
your hand, but then you have to enter inside it. You establish a kind of
dialogue between an earthly dimension and another which is slightly
transcendental.

B.F.: Where the city touches the sky.

G.B.: I'm going to write that down! e

Translated from the Italian by Teréze Svilane

" Referring to the book jointly written by Basilico and Doninelli, in Italian and English:
Istanbul 05 010.
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