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Mazliet nemoderni vai tiess trapijums nakotne?
Pétijums par musdienu telniecibas identitati,
veselibas stavokli un robezam

Saruna ar Marko Meneguco, Milanas Fondazione Pomodoro
notikusas izstades “XXI gadsimta italu télnieciba” kuratoru

Barbara Feslere / Barbara Féssler
Maksliniece / Artist

Ar divam Fondazione Pomodoro izstadém - “XX gadsimta italu tél-
nieciba” un “XXI gadsimta italu télnieciba” -, kas notikusas ar piecu
gadu distanci, Milanas makslas vésturnieks un kurators Marko Me-
neguco (Marco Meneguzzo) ir nospraudis sev ambiciozu uzdevumu:
noteikt, kadas miisdienas ir skulptiras jédziena robeZas un minimalas
prasibas. Ka zinatnieks vins definé kategorijas un péc tam parbauda, vai
empiriskaja pasaulé tas atbilst kaut kam realam. Ta veidojas izstadito
darbu formas, materiala un satura atbilstibas. Pieméram, te redzam
ikdieniskus priekSmetus, kas izgatavoti no dargiem materialiem,
kurus parasti izmanto tradicionalaja télnieciba. leskatoties vérigi,
atklajam lidzibas ar1 taja, ka dazi darbi novietojas attieciba pret telpu.
Ka jau postmodernaja éra ierasts, netriikst arl no klasiskiem vai rene-
sanses darbiem citétu formu, kas parveidotas laikmetiga skatijuma.
Aplikojot abas izstades, ir vérojama attistiba no 20. gadsimta lidz
Sai desmitgadei: parmainas, kas skarusSas materialus, attiecibas ar
telpu un ari $is makslas kategorijas jédzienu un robezas, - tas makslas
kategorijas, kura savulaik noteica absoliito skaistuma kanonu. No
tradicionaliem skaistd un neglita jédzieniem attistiba ir aizvedusi pie
narativas gudribas, kas izpauZas ari apzinata materialu izmantojuma
un Skiet parvaréjusi klasiskos kanonus. No tradicionaliem materialiem
makslinieki neilga laika ir pargajusi pie ripniecisku razojumu otrrei-
z€jas izmantoSanas. No 20. gadsimta abstraktas télniecibas, kura ru-
naja tira matérija, attistiba mis ved uz metafiziskam pardomam par
cilvéka stavokli: no migracijam lidz diktatiram. Vairs neredzam mar-
mora prasmigi cirstus télus, miisu acu prieksa tiek liktas laikmeta
galvenas témas: tuksiba, New Economy, dzivnieku tiesibu aizsardziba,
ekologija, izzina, atmina un aizmirstiba.

Kopa ar Marko Meneguco dodoties pastaiga pa $is sérijas otro
izstadi “XXI gadsimta ita]u télnieciba” - cauri gandriz bezgaligai for-
mu, krasu, atsaucu un stastu dazadibai -, més centamies saprast,
no kurienes nak un uz kurieni mérké misdienu italu télnieciba un,
galvenais, kada varétu biit tas jéga un statuss $aja viegluma laikmeta.

With a series of two exhibitions at the Fondazione Pomodoro, La scul-
tura Italiana del XX and La scultura Italiana del XX1 Secolo [‘Italian Sculp-
ture of the 20th and 21st Centuries’] five years apart, Milanese curator
and historian of art Marco Meneguzzo has set himself an ambitious
task: to delineate the minimum requirements and the limits of the
notion of sculpture of our time. Like a scientist, he defines categories
and subsequently verifies whether they correspond in the empirical
world to anything real. Hence, among the works on show, analogies are
created: formal, material and of content. We find, for example, items
which have been taken from everyday life which, however, have been
fabricated in precious materials, those normally used in traditional
sculpture. Looking at them attentively, we discover in addition to their
likeness how some works position themselves in a similar way in
space. As is customary in the post-modern era, there is no shortage of
forms borrowed from classical or Renaissance works, albeit carried out
with modifications in a contemporary key. On the other hand, when
observing the two exhibitions one notices the developments which
have taken place between the 1990s and the current decade: changes
in the materials, the relationship with space, ideas and limits of a ca-
tegory which a long time ago even defined the absolute canon of beauty.
From the traditional notions of the beautiful and the ugly it has moved
towards a narrative cleverness which is transmitted also through the
conscious use of materials, and which seems to have gone beyond clas-
sical canons. From traditional materials artists have, in a very short
time, passed on to the recycling of prefabricated materials. From the
abstract sculpture of the 1990s, in which pure materials had learnt to
speak, development has led towards metaphysical reflections on the
human condition: from migration to dictatorship. Instead of admiring
skilfully sculpted representations in marble, we come up against the
principal themes of our age: vanity, the New Economy, animalism, eco-
logy, knowledge, memory and oblivion.

During a stroll with Marco Meneguzzo through the second exhi-
bition of the series, Scultura Italiana del XXI Secolo [‘Italian Sculpture of
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Barbara Feslere: Vai Saja laikmeta, kad valda nematerialais
un virtualais, joprojam pastav télnieciba? Miisdienas neviens vairs
neriko skulptiiru izstades...

Marko Meneguco: Skulptiirai piemit tada Ipatniba: ta aiznem
daudz vietas. Ka teica Barnets Niimens: skulptiira ir tas, aiz ka tu aiz-
keries, kad atkapies, lai labak apskatitu kadu gleznu. Tas, protams,
ir joks - joks, ko izteicis cilvéks, kur$ pats visu mizu nodarbojies tikai
ar glezniecibu. Bet, ja atmetam jokus, skulptiira patiesam ir veidota
no matérijas, telpas un formas. Un, protams, tas ir Zanrs, kas mazliet
izgajis no modes lidzigi, ka no modes ir izgajusas smagas lietas, - gan
tie$a, gan metaforiska nozime.

B.F.:Jatélnieciba vél pastav, kas tai ir raksturigs?

M.M.: [kviens, kam ir kaut minimalas zinaSanas par télniecibu
makslas vésturé lidz 1970. gadam, pamana, ka Seit ir redzams kaut kas
pavisam citads, jo skulptiiru parasti iztélojas darinatu no bronzas vai no
marmora...

B.F.: ...Pie pasas ieejas més tieSi uzduramies lieliskam tada
darba paraugam, Kkas cité loti slavenu skulptiiru un ir no bronzas...
tacu ta nav kopija, jo mainas materiali un atribati.

M.M.: Tas ir aluminija léjums vaska forma, nolakots roza krasa,
mimétiskaja adas krasa, tas ir hermafrodits, un to sauc “Donatella”
(DZovanni Ricoli (Giovanni Rizzoli)). Bet, jasaka, tikpat graciozs ir arl
Donatello “Davids”, kas Seit tiek citéts; jauneklis ir tik sieviSkigs, un
miisu 21. gadsimta makslinieks vinam pie$kiris transgender iezimes.
Lai ari uzreiz ir skaidrs, uz kuru renesanses skulptiiru autors atsaucas,
Saijaunajai interpretacijai piemit kaut kas absolti miisdienigs.

B.F.: Pirms pieciem gadiem notika izstade “XX gadsimta télnie-
ciba”, un nu jus $ajas telpas rikojat jau otro skati par to pasu téemu.
Labs iegansts izdarit secinajumus: kas ir mainijies 20. un 21. gad-
simta mija?

M.M.: Més jau pieminéjam smagumu: iepriekséja izstade bija kads
Pino Spanjulo (Pino Spagnulo) darbs, kurs svéra divdesmit divas tonnas
un bija tapis 70. gados, kam bija raksturigs galéjs konceptualisms vai ari
doma par neapstradatu mateériju, kura tiek pasniegta ka neapstradata
matérija. Sis makslinieks dara kaut ko 1idzigu: vin$ nem trisdesmit
tonnas smagu dzelzs bluki, paliek to zem kritienvesera, kas darbojas
ar milzigu spiedienu, lauj veserim krist leja, un iegiitais $kélums klist
par skulptiru. Darbiba pieskir matérijai formu. Skaidrs, ka forma nav
ieprieks paredzama, nav iespéjams uzminét, ka kritis veseris un kura
vieta kubs parskelsies. Bet tu gribi, lai veseris krit un materials saskelas:
tair darbiba. Sis darbs parstav minimalo priek3statu par matériju un
formu, kas par tadam klast makslinieka gribas un izvéles dé].

leprieks$éja izstadeé ienakot, visapkart galvenokart bija redzama
marmora un bronzas krasa, turpreti $aja 21. gadsimta izstadé krasu ir
daudz. Makslas kritikim, ka man, dabiski, ir jasecina, ka Seit redzamas
norades par to, kas notiks talak: tapat ka 20. gadsimta 90. gadu télnie-
ciba var saskatit talako nakotni, ta arl jauna gadsimta pirmaja desmit-
gadé ir redzams, ko Sis gadsimts nesis. Ja pratisi uzminét nakotni, varbiit
klisi bagats. Dazi pirmas izstades makslinieki ir kluvusi par savieno-
joSo posmu ar $o otro. Bet ari tie makslinieki, kuri ir parstavéti gan
pirmaja, gan otraja izstadé, sava starpa salidzinati, var izskatities
pilnigi citadi, nokluvusi cita situacija. Pieméram, $is Nuncio (Nunzio)
darbs (“Caur”) ir veidots no koka, kas lénitindm dedzinats un daléji
iemeérkts zila pigmenta...

B.F.: ... pienemu, tas ir Iva Kleina zilais...

M.M.: Patiesiba tas ir parasts ultramarina zilais tonis, bet Ivam
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the 21st Century’], passing through an almost infinite variety of forms,
colours, references and stories, we have sought to understand where
Italian sculpture today has come from and to where it is leading, and
above all what could be its direction and its status in an era of weight-
lessness par excellence.

B.F.: Does sculpture still exist, in the era of the immaterial and
the virtual?

M.M.: Sculpture has this trait: it is cumbersome. As Barnett
Newman said: sculpture is the thing that you trip over when you move
backwards in order to see a painting better. This is obviously a joke:
the witticism of one who has only done painting all his life. But, joking
aside, sculpture is indeed made of material, of space and of form.

And certainly it is a genre which is vaguely out of fashion, just as
heavy things are out of fashion, both in a literal sense as well as meta-
phorically.

B.F.: If it still exists, what then are its characteristic features?

M.M.: Whomever were to have the slightest knowledge of sculp-
ture in the history of art up to 1970 would be aware that here there is
something completely different, because one imagines sculpture to be
in marble or in bronze...

B.F.: Inmediately at the entrance of the exhibition we bump into
a good example of a work that quotes a very well known sculpture
which is in bronze...moreover it is not a copy, because the materials
and features have been changed.

M.M.: It is a fusion of wax cast in aluminium and lacquered pink,
the identical colour of skin, it is a hermaphrodite and is titled Donatella
(by Giovanni Rizzoli). But quite right, the David of Donatello is also simi-
larly adorned, as cited here, this young man is so feminine and thus our
20th century artist has imparted to it a hint of transgender. Even if you
immediately recognise which Renaissance sculpture it is referring to,
this new interpretation has something of the absolutely contemporary.

B.F.: After the exhibition five years ago, ‘Sculpture of the 20th
Century’, the current show is already the second event on this theme
in the same exhibition space. It provides an excellent opportunity
to take stock: what has changed between the 20th century and the
21st century?

M.M.: Itis all about weight: at the last exhibition there was a work
by Pino Spagnulo which weighed 22 tonnes and was from the 1970s,
years that were characterised either by extreme conceptualism or by
the idea of brute material being presented as brute material. This art-
ist does something like this: he takes a piece of iron about 30 tonnes in
weight, puts it under an enormous hammer which he causes to fall on
top of it and the broken pieces that this produces become the sculpture.
The action gives shape to the material. Obviously the shape cannot be
predicted; you never know how this hammer will fall and where it will
break the cube. The intention is that the hammer falls and the material
breaks: that is the action. This work represents the most basic concept,
the most fundamental, of material and form, which become as they are
because of the choice, the wish of the artist.

At the previous exhibition you entered and the colour was that of
marble or bronze, but in this exhibition of the 21st century, on the con-
trary, there is a great deal of colour. An art critic such as myself natu-
rally must think that there are indications of what will follow: thus also
in the sculpture of the 1990s one can identify something of what the
future will bring, and in the first decade of the new century what is
likely to follow in the century after. If you were to predict the future,

Laura Renna. Stormo vulgaris. Strazdu pievilinatajs. Taksidermija /
Stormo vulgaris. Starling decoy. Taxidermy
280x280x220 cm. 2010

Dzovanni Ricoli. Donatella. Aluminijs, vasks, Karraras marmors / Dzuzepe Gabellone. Bez nosaukuma. Digitaldruka /
Giovanni Rizzoli. Donatella. Aluminium, wax, Carrara marble Giuseppe Gabellone. Untitled. Digital print
271x60x61 cm. 2008 150x217 cm. 1997



Kleinam ir izdevies $o zilo apzimogot ar savu marku, vin$ to pat ir
patentgjis ar savu vardu - iespaidigi, vai ne? Un kops ta laika, ja maksli-
nieks izmanto $o zilo toni, tas automatiski kliist par citatu. Kadreiz
meédza teikt: izmanto van Goga dzelteno. Protams, pastav van Goga
dzeltenais, tacu van Gogam nemiiZam nebiitu nacis prata patentét
savu dzelteno toni. Bet es gribéju uzsveért ko citu: $is makslinieks, kurs
ir piedalijies abas izstadés, iepriekséja faktiski bija pilniga novitate, bet
$aja Skiet jau gandriz tradicionals.

B.F.: Vai télniecibai vél ir jéga, vai ari ta uzskatama par agoni-
zéjoSu disciplinu?

M.M.: Esmu pratojis par jautdjumu, vai makslinieki uzskata, ka
télniecibai varbiit vairs nav jégas. Vienmér jau atrodas kads, kurs
pasludina: “télnieciba ir mirusi”, “maksla ir mirusi”. Dabiski, par $o tému
var stridéties, tacu, lai $ada diskusija notiktu, vispirms nepiecieSams
definét, kas ir télnieciba un kas ir maksla. Mums nepiecieSams identi-
ficét mironi, ja vélamies saprast, vai vin$ ir miris. Kada ir télniecibas
identitate? Skulptira ir fiziska, trisdimensionala un attistas telpa...

B.F.: Es pievienotu ari materialu izteiksmibu.

M.M.: Kadu ideju tiek méginats padarit fizisku, protams. Bet arl
glezna ir fizisks priekSmets, kas pat var tevi savainot, ja uzkrit virsi.

B.F.: Ka muisdienas - péc ready-made, akumulacijas, recycling
uninstalacijam - ir definéjams télniecibas materials?

M.M.: Sekojot misu definicijai, varam jautat, vai $is formas at-
bilst minimalajam nepiecieS§amajam pazimém: vai ir forma, vai ir
telpa? ]a, bet loti paplasinata skatijuma. Tas darbs tur uz gridas (Paolo
PiSitelli (Paolo Piscitelli), If you fear something, you’ll hear something) ir
neparprotami divdimensionals veidojums. Tad kapéc esmu nospriedis,
ka ta var bit skulptiira? Un pastav ari virtualas telpas ka, pieméram,
taja fotografiskaja darba (DZuzepe Gabellone (Giuseppe Gabellone),
“Bez nosaukuma”), kas atveido objektu, kuru télnieks vispirms iz-
veidojis un péc tam nofotograféjis. Pasu objektu vin§ mums nekad
neparadis, tikai ta fotografiju. Tacu objekts kaut kur pastav. Un par
lidzigu pieméru noder ari videodarbs “Bez nosaukuma”, ko veidojis
Alesandro PjandZamore (Alessandro Piangiamore), kur$ kada nezina-
ma un neidentificéjama vieta ar lapinu zeltu ir parklajis klintsbluki.
Tas klintsgabals kliist par tavéjo, jo tu vinu esi izvél€jies, un parasts
akmens kliist par makslas darbu. Un ta video atveidojums var tikt uz-
skatits par skulptiiru.

B.F.: Tu sava teksta piemini vacu fotografus Berndu un Hillu
Beherus, kuri ieguva télniecibas “Zelta lauvu” 1990. gada Venécijas
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Loriss Cekini

Wallwave Vibrations

Sveki, poliesters, gleznojums /
Loris Cecchini

Wallwave Vibrations

Resin, polyester, paint
200x200x10 cm. 2009

Pateiciba / Courtesy of Galleria Continua, San Gimignano

Lara Favareto
Viens procents
Konfeti /

Lara Favaretto
One Percent
Confetti

90x90x90 cm. 2009

Pateiciba / Courtesy of Collezione Bernardo and Caroline Attolico

you would perhaps also become rich. Some of the artists from the first
exhibition have played “ferrymen” to the second. But even these same
artists, if compared amongst themselves, having been shown both in
the first exhibition as well as in the second, could appear to be com-
pletely different when thrown into another situation. For example,
this piece of Nunzio (Attraverso [‘Across’]) has been made out of lightly
scorched wood and partly bathed in blue dye...

B.F.:...It makes me think of Yves Klein’s blue...

M.M.: Intruthitis any sortof ultramarine blue, but Yves Klein man-
aged to put his mark on this particular shade of blue, even branding it
with his name, just think what courage. And ever since then, when an
artist uses this blue, it automatically becomes a reference. Once upon a
time it was said that someone uses the yellow of Van Gogh. Certainly,
the yellow of Van Gogh exists, but Van Gogh would have never dreamt
of putting his brand on that particular shade of yellow.

But what [ wanted to emphasise is that this artist, who participated
in both of our exhibitions, in the previous one was practically a novelty
and in this one already seems almost traditional.

B.F.: Does sculpture still have any sense or is it to be considered
adying discipline?

M.M.: | have touched on this problem, whether artists think that
perhaps sculpture no longer has any sense. There’s always been some-
one who will state that “sculpture is dead”, “art is dead”. Naturally we
could have a discussion on the matter, but this discussion would en-
tail that one should define what is sculpture and what is art. We have
to identify the dead, if we wish to understand if it is dead. What is the
identity card of sculpture? Sculpture is physical, three-dimensional
and evolves in space...

B.F.: ...also the expressiveness of the materials,  would add.

M.M.: It seeks to render physical an idea, certainly. A painting too is
something physical that could even injure you, if it were to fall on top of
you.

B.F.: But today, after ready-made, accumulation, recycling and
installation, how does one pin down the materials of sculpture?

M.M.: We could ask, in keeping with our definition, whether these
forms correspond to the minimum characteristics: is there form, is there
space? Yes, in very broad terms. This work on the floor (Paolo Piscitelli,
Ifyou fear something, you’ll hear something) is clearly two-dimensional.
Why then have I thought of it as being sculpture? Because there exist in
any case virtual spaces, as, for example, in photographic works (Untitled

Karlo Bernardini. Caurlaidigas telpas. Optiska Skiedra, elektroluminiscéjosas virsmas /
Carlo Bernardini. Permeable spaces. Optic fibre, electroluminescent surfaces
9x13x11 m. 2002

Pateiciba / Courtesy of Grossetti Arte Contemporanea, Milan; Galleria Delloro, Rome

Fabio Viale. Saspiesta linija. Marmors /
Fabio Viale. Crushed Line. Marble
606x41x22 cm. 2006

Pateiciba / Courtesy of Gian Enzo Sperone



biennalé. Tam jarosina miis uz pardomam, bet vai tas nozimeé, ka,
runajot par trisdimensionalitati un $aja gadijuma par arhitektiiru,
ari fotografija var tikt uzskatita par skulptiiru jédziena plasaka
nozime?

M.M.: Dabiski, jédzienu paplasinasana var biit bistama, jo, par-
censoties un paplasinot mazliet par daudz, jédziens izgaist un vairs
neeksisté. Kur ir robezas? Miisdienu makslai svariga ir tiesi 81 pro-
bléma: cik talu més varam paplasinat jédzienus? Varétu atbildét: kada
gan tam nozime, paplasSinam, un viss. Un ari ta ir viena no iespéjamam
atbildém. Vai ari makslinieciska konteksta tiek novietoti parasti prieks-
meti. T4, pieméram, DiSana parakstitais un par “Striikklaku” nosauktais
pisuars, izlikts izstadé, tevi, protams, parsteidz. Tacu tas tevi neparsteig-
tu, ja to panemtu un aiznestu atpakal uz santehnikas veikalu. Tur tas
atkal parvérsas par pisuaru, turklat par saképatu pisuaru, un makslinie-
ka parakstu tu noturi par inicialiem, ko atstajis tas, kurs So preci parbau-
dijis. Bet, ieraugot to makslas kontekst3, tas iegiist citadu nozimi. Tiesi
tas laikmetigo makslu padara tik trauslu, bet vienlaikus tas ir arkartigi
interesanti, jo par makslas objektu var klit jebkas.

B.F.: Ja makslinieks to izvélas...

M.M.: ], un ja vinam izdodas to novietot t3, lai tu uz to paskatitos
citadam acim.

B.F.: Kadi tad ir jaunie materiali, kurus izmanto 21. gadsimta
télnieki?

M.M.: Te ir pa druskai no visa k3, te ir tamboréjumi (Sisi (Sissi),
“Atrisis no rokas”), izbazts zirgs (Mauricio Katelans (Maurizio Cattelan),
“Bez nosaukuma”), joprojam ir bronza (Gehards Demecs (Gehard
Demetz), “Hitlers Mao”; Paolo delle Monake (Paolo delle Monache), “Mirkla
arheologija”), ir simulacija, kas sienai liek izskatities ka vibréjoSam tde-
nim (Loriss Cekini (Loris Cecchini), Wallwave Vibrations). Savulaik mate-
rials bija Matérija ar lielo M burtu. Bronza ir céls materials, tu to izkausé
un pieskir tai formu. Ta ir pirmatniga tapat ka marmors. Misdienas
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Fabricio Korneli

Lielais lidojosais VIII

Krasots aluminijs, neriiséjoss térauds /
Fabrizio Corneli

Great Flight VIl

Varnished aluminium, stainless steel
5x4.5 m. 2002

Diamante Faraldo

Uz ziemeliem no nakotnes

Karte — koks, dzelzs. 250x600x4 cm
Daudzskaldnis — dzelzs, metalizéta laka
90x90x90 cm /

Diamante Faraldo

North of the Future

Map — wood, iron. 250x600x4 cm
Polyhedron —iron, metallic varnish
90x90x90cm

2007-2008

Pateiciba / Courtesy of Galleria Oredaria Arti Contemporanee, Roma

Paolo Kanevari
Apkartgriezéjs

Koks, dzelzs, riepa /
Paolo Canevari
Hanging Around
Wood, iron, inflatable
400x200x200 cm. 2008

Pateiciba / Courtesy of Galleria Christian Stein, Milan

by Giuseppe Gabellone) which represent an object that the sculptor
has first constructed and then photographed. He will never allow you
to see that object itself, but only a photo of it. This object however does
exist. Also the video of Alessandro Piangiamore (Untitled), which in an
unknown and unidentified place has covered a rock in gold leaf, could be
considered as another example of this. This rock becomes your rock,
because you have chosen it, and any stone can become a valuable work
of art. Its representation by means of a video can be considered as being
asculpture.

B.E.:: In your text you mention German photographers Bernd
and Hilla Becher, who won the ‘Leone d’oro’ for sculpture at the Ven-
ice Biennale in 1990. Does this cause you to reflect, given that_you
consider the photograph, if it hearkens to three-dimensionality
and in this particular case architecture, as sculpture in a certain
sense, broadly speaking?

M.M.: Of course, stretching a point can be dangerous in that if you
broaden a notion a bit too far, it vanishes and no longer exists. Where
are the limits? This is exactly the problem that contemporary art has:
how far can you push an idea? You could say: that’s not important, let’s
just make it and that’s all. This too is a possible response. Or else they
place everyday items in an artistic context. Like the urinal of Duchamp,
signed, given the title Fountain and put on show; clearly it shocks you.
But it wouldn’t shock you if you were to take it and put it back into a
shop selling sanitary ware. It goes back to being an urinal, soiled, among
other things, and you think that the signature of the artist is the initials
of the one who has inspected it. If you encounter it in the context of art,
however, it takes on another meaning. This is what makes contempo-
rary art fragile, but at the same time extremely interesting, because
everything can become a work of art.

B.F.:Ifthe artist so chooses...

M.M.: Yes, and if he manages to position it in a way that you look

vairs neruna par matériju, par vielu, runa par materialiem. Kapéc man
doties uz raktuvém, lai ar lielam piilém iegiitu izejvielu, ja majas man
visapkart ir piecdesmit tiikstosi priekSmetu no visdazadakajiem ma-
teridliem un visdazadakajas krasas, kuri mani gluzi labi var ieinte-
resét un jebkura gadijuma atbilst prasibai, proti, aiznem telpu?

Fabio Viales (Fabio Viale), jauna Turinas makslinieka, darbs “Sa-
spiesta linija” ilustré vél vienu veidu, ka izspéléjamas attiecibas starp
parastu ikdienas priekSmetu un vértigu materialu. Ta neparprotami ir
dubulta T profila sija, tacu tai piemit kada ipatniba - §1 sija ir darinata
no marmora. Ja vispar ir iesp€jams balstoSas, profilétas sijas pretstats,
tad ta ir marmora sija. Vérigi ieskatoties, var pamanit, ka maksliniekam
izdevies atdarinat pat dzelzs elastibu.

B.F.: Kada ir makslinieka spéle vai doma? Ko vins véléjas mums
pateikt?

M.M.: Tas ir paradokss. Sadas sijas parasti izgatavo no pieticigiem
materialiem, no dzelzs, tacu Seit ta veidota no cildena materiala, no
marmora.

B.F.: Mazlietlidzigi zelta kalnam, vai ne?

M.M.: 3, sava zina. Paradokss, ko vin§ mums noliek acu prieksa,
vienlidz runa gan par marmoru, gan par dzelzi. Un caur $o paradoksu
liek mums domat par mateériju. Ir ar1 blakus aspekti, pieméram, for-
ma. Joprojam pastav proporcijas izjita. Samérojot ar tradicionalas
skulptiiras parametriem, $ie darbi tiem perfekti atbilst, tatad varbit
télnieciba joprojam pastav.

B.F.: Bet vai saturs ir mainijies?

M.M.: Skulptiira miisdienas ir kluvusi loti narativa, ta tev stasta
stastus.

B.F.: Tatad més esam attalinajusies no 50.-60. gadu abstrak-
cijas?

M.M.: Biitiba, ja.

B.F.: Kada veida notiek atgrie$anas pie stastijuma?

Masimo Kaufmans
Melanholijas meteoriti
Bronza

Mainigi izméri /
Massimo Kaufmann
Meteorites of Melancholy
Bronze

Varied dimensions

2005

Mauricio Katelans

Bez nosaukuma

Taksidermija, stiklplasta struktara /
Maurizio Cattelan

Untitled

Taxidermy, fibreglass structure
300x170x80 cm. 2007

Foto / Photo: Axel Schneider

atitdifferently.

B.F.: What then are the new materials used by sculptors in the
21st century?

M.M.: There’s a bit of everything: there’s crochet (Sissi, Sciolto
dalla mano ['Melted by the Hand’]), a stuffed horse (Maurizio Cattelan,
Untitled), there’s more bronze (Gehard Demetz, Hitler Mao; Paolo delle
Monache, Archeologia di un istante ['Archeology of a Moment']), there’s
simulation of a wall as if it were vibrating water (Loris Cecchini, Wall-
wave Vibrations). Once the material was Matter with a capital M. Bronze
was a noble material, you poured it and gave it a shape. [t was the origi-
nal, like marble. These days you no longer speak of matter, but rather
of materials. Why should you go into a mine, to excavate material with
great effort, given that we are surrounded by 50 thousand objects of the
most varied materials and colours which can be of interest and which
always correspond to the requirement of occupying space?

The work of Fabio Viale, a young Torinese artist, Linea schiacciata
[‘Crushed Line’] illustrates in another way this interplay between an
everyday object and precious materials. It is most clearly a girder, with
the peculiarity that it is a girder made of marble. And if there is anything
that is the opposite of a girder, it is precisely a girder of marble. If you
look at it closely, you see that he has managed to simulate the elasticity
ofiron as well.

B.F.: What is the game or the thought of the artist? What did he
want to tell us?

M.M.: The sense of paradox. A girder, usually made of a less valu-
able material such as iron, here is made of marble, a noble material.

B.F.: Abitlike the mountain of gold, isn’t it?

M.M.: Yes, a little bit, yes. This paradox which he presents us with
speaks of both marble and of iron. Through this paradox, he makes us
reflect upon matter. Then there are the additional aspects, for example,
form. There is also a sense of proportion. If measured according to the
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M.M.: Vairs nepietiek ar to, ka matérija runa pati, ka tas ir abstrak-
cija. Pieméram, Adrians Paci (Adrian Paci) dzivo Milana, tac¢u vin$ ir
albanis. Vina skulptiirai Home to go, kas atveido cilvéku, kur$ nes
sev lidzi savu maju, par atspériena punktu kalpojis makslinieka per-
soniskais stasts, bet vienlaikus ta vésta par migraciju un saknu zau-
désanu daudz plasaka nozimé. Kur ir manas majas? Es tas nesu sev
lidzi.

Savukart DZanni KaravadZo (Gianni Caravaggio) darba “lerice
telpas radiSanai” mazliet apmetuma kalku ir nobiris uz lidzenas melna
marmora plaksnes, radot zvaigZnotas debess zvaigznaju. Stastijums ir
paslépts forma, kas var Skist pilnigi abstrakta.

Vel viens piemérs ir Laras Favareto (Lara Favaretto) “Viens pro-
cents” - viens kubikmetrs konfeti. Més izveidojam veidni, Ipasu trauku,
un piepildijam to ar melniem konfeti, kam piejaucam ari krasainos.
Tad nak maksliniece un saspiez visu gluzi ka vinogas spiedég, péc tam
veidni nonem nost, un ir iegiita gandriz perfekta forma.

B.F.: Tur navlimes?

M.M.: Itin nemaz. Tur ir saskatama atsauce uz 60. gadu minimalo
makslu, kad kubs vél bija kubs, bet $aja gadijuma kubs ir trausls, tas
rada priekSstatu par laiku, par sabrukumu.

B.F.: Vél viens darbs, kas turpina to pasu trausluma tému, -
svarigakas ir énas uz sienam.

M.M.: Tas ir “Lielais lidojoSais VIII”, kura autors ir Florences
makslinieks Fabricio Korneli (Fabrizio Corneli), kurs strada jau kops
80. gadiem. Jameklé sakaribas starp lietam. Lik, pieméram, Lauras
Rennas (Laura Renna) darbs Stormo vulgaris, kura ir izbazti putni. Bet
izstade ir ar1 makslinieku para Vedovamazzei darbs “Bez nosaukuma” -
strazds, kura knabis iespridis siena, it ka bitu taja ietriecies lidojuma.
Un 8is savukart sasaucas ar Mauricio Katelana pie sienas piestiprinato
zirgu (“Bez nosaukuma”). Vél vienu asociativu pari veido divas karata-
vas: viena ar Swarovski kristaliem (Nikola Bolla (Nicola Bolla), Vanitas
Suicide) un otra ar pakarto riepu (Paolo Kanevari (Paolo Canevari),
Hanging Around). Masimo Kaufmana (Massimo Kaufmann) darbs “Melan-
holijas meteoriti” atsaucas uz loti slaveno Direra graviru “Melanholija”
un forma sasaucas ar Diamantes Faraldo (Diamante Faraldo) darbu “Uz
ziemeliem no nakotnes”.

9 Churches, 9 Columns ir izstades visjaunaka dalibnieka Lukas Poci
(Luca Pozzi) darbs. Sukli levité gaisa, jo ir raditi spéka lauki. Aprises
atgadina Vasilija Svétlaimiga katedrali, kas atrodas Sarkanaja lauku-
ma un sastav no daudzam kapelam, kuras izvietotas cita citai lidzas.
Un te més labi redzam, ka skulptiira klast viegla.

Savukart Masimo Bartolini (Massimo Bartolini) skulptiira Revolu-
tionary Monk, kas strauji griezas ap savu asi, apspélé varda revolution
dubulto nozimi, jo tas apzimé ari rotéSanu. LiigSana, kas varbit ir
statiskaka un koncentrétaka par visu, Seit atveidota ka nikna rotacija.

B.E.: Vai te ir ari instalacijas? Ka tu definétu instalacijas un
skulptiiras at$kiribas?

M.M.: Instalacija telpu aiznem nevis pati skulptiira, bet gan ska-
titaji, kas ieiet skulptiira. Kjaras Dinisas (Chiara Dynys) instalacija “Vai-
rak gaismas par visu” mis ieskauj gramatas, kas darinatas no stikla.
Caurspidigdm gramatam ir IpaSa nozime, bet tas, ka tas turklat ir ap-
gaismotas, nozimeé ari to, ka tas ir apgaismojosas. Gramata, kas man
patik, mani dzili parveido. Bet fona video ir redzams Valsts arhivs
Roma3, un tur mapés glabajas visi Italijas valsts dokumenti - no kara
pieteikuma lidz papiriem, kas apliecina, ka kads no valsts ir nopircis
gabalu zemes. Skaidrs, ka ta ir atminai svariga vieta, bet vienlaikus ta
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parameters of traditional sculpture, these works function perfectly,
so perhaps sculpture really does exist.

B.F.: And the contents has changed?

M.M.: Sculpture today has become very narrative, it tells stories.

B.F.: Therefore we have moved away from the abstraction of
the 1950s-60s?

M.M.: There is a tendency, yes.

B.F.: In what way has narrative returned?

M.M.: It’s not enough that the material speaks solely of itself, as
in abstraction. For example, Adrian Paci lives in Milan, but he is Alba-
nian. His sculpture Home to go, of someone who takes their home with
them, arises from the artist’s history, but ultimately it speaks to us
about migration and rootlessness generally. Where is my home? I am
carrying it with me. In the work Dispositivo per creare spazio ['Device
for the Creation of Space’] by Gianni Caravaggio, on the other hand, a lit-
tle plaster has fallen onto a smooth slab of black marble and has created
the constellation of a starry sky. It hides a narrative in a form that seems
completely abstract.

Another example is L'uno per cento [‘One Percent’] by Lara Fava-
retto: a metre squared cube of confetti. We have constructed a mould, a
container and we have filled it with black confetti mixed with coloured
confetti. The artist comes and squashes it all like grapes in a vat, and
taking away the mould, an almost perfect form emerges.

B.F.: Without glue?

M.M.: There is no glue whatsoever. You can glimpse a reference to
the minimalist art of the 1960s, when a cube was still a cube, but here
the cube is fragile, and this give it the feeling of time, of decay.

B.F.: Another work that echoes the fragility of the previous:
the things that count are the shadows on the wall.

M.M.: Grande volante VIII [‘Great Flight VIII'] by Fabrizio Corneli, a
Florentine artist, active in the 1980s. One needs to seek relationships
between things. For example, in this work of Laura Renna Stormo vul-
garis [‘Flock vulgaris’] there are birds and also in another part of the
exhibition, in a work by the couple Vedovamazzei (Untitled) there is a
thrush with its beak stuck in a wall. As if, during flight, it had crashed
into the wall. This work for its part recalls the position of the suspended
horse (Untitled) by Maurizio Cattelan. Another couple linked by asso-
ciation is formed by the two gallows: one done in Swarovski crystals
(Vanitas Suicide by Nicola Bolla) and the other with an inflatable hang-
ing (Hanging Around by Paolo Canevari). The ‘solid one’ by Massimo
Kaufmann Meteoriti di malinconia ['Meteorites of Melancholy’] made
up of bronze brushes is reminiscent of the famous engraving by Diirer,
Melencolia, and we meet up again with the same form, as executed by
Diamante Faraldo, in A Nord del futuro ['North of the Future’].

9 Churches, 9 Columns is a work by the youngest artist in the exhi-
bition, Luca Pozzi. The sponges are suspended, in this way they create
fields of force. The outline is reminiscent of the basilica of Saint Basil
which is located on the Red Square, and which consists of numerous
chapels, one next to the other. Here one sees quite clearly how sculpture
is getting lighter.

Sculpture of movement spinning around its own axis, Revolution-
ary Monk by Massimo Bartolini, for its part, plays on the double meaning
of the word ‘revolution’, which also can mean to make a complete turn.
A prayer, maybe the most static and concentrated thing, here has been
conceived as a violent rotation.

B.F.: Are there any installations? How would you define the

Alesandro Pjandzamore. Bez nosaukuma (upuris). Lapinu zelts uz klints /
Alessandro Piangiamore. Untitled (sacrifice). Gold leaf on rock
2010

Pateiciba / Courtesy of the artist and Magazzino, Rome

Luka Poci. 9 baznicas 9 kolonnas. Elektromagnétiskas levitacijas lauki, luminiscéjosi sakli, aluminijs /
Luca Pozzi. 9 churches 9 columns. Electromagnetic fields of levitation, luminescent sponges, aluminium
2010

Pateiciba / Courtesy of Federico Luger; Galleria 42




ir arl aizmirstibas vieta. Un uz trepém maksliniece novietojusi divus
uzrakstus: viena pusé vardu “atmina”, bet otra - “aizmirstiba”.

Lidzas $im narativajam darbam ka pretstats atrodas caurcaurém
abstrakts veidojums. Tas ir Karlo Bernardini (Carlo Bernardini) optis-
kas Skiedras (“Caurlaidigas telpas”), kas $kérso un parvar $o istabu.
Savveida nematerialais, kas patiesiba tomér ir materials.

B.F.: Kadi ir tavi noliki ka kritikim? Vai var teikt, ka Sis ir
vésturisks pétijjums?

M.M.: Protams, pamata ir §ads noliks, tacu ta ir ari ekumeniska,
visaptverosa izstade, es grib&ju paradit plaso piedavajuma gammu.
Te lidzas redzam ne tikai tos maksliniekus, ko esam paradusi redzét
kopa izstadam darbus kolektivajas izstadés, te visi ir sastatiti ar
visiem.

B.F.: Ka tu nonac pie makslinieku izveles? Redzéju, ka jaunakais
ir dzimis 1983. gada, bet vecakajam jau ir pari piecdesmit; te ir ne-
kad nedzirdéti vardi blakus tadiem, kas ir slaveni visa pasaulé.

M.M.: Vienkarsi jaseko 11dzi makslai. Ar §o amatu nodarbojos jau
vairak neka trisdesmit piecus gadus, un, ja es neprotu $o...

B.E.: Labi, zinasanas un pieredze ir svarigi, tacu plasa zinibu
lauka ieksSiené tu izdari savu konkreéto izveli, lidzigi ka makslinieks
izvélas materialus kadam darbam. Kadi ir tavas izvéles Kkriteriji?

M.M.: Vispirms man ir sajiita, emocija, péc tam cen$os to izvertét
un jautaju sev - kas Sobrid ir skulptiira? Méginu izveidot kategorijas
un péc tam parbaudit, vai $adas kategorijas reali pastav. Mani intere-
séja telpas probléma un materialu probléma. Ka viss $ai zina ir mai-
nijies. Taisnibu sakot, nebiit ne visas $1s astondesmit skulptiiras man
patik. Daudzas te atrodas tapéc, ka kaut ko parstav. Teorija un prakse
iet roku roka. Tev ir teorija, un tu to parbaudi tiesi tapat, ka rikojas
zinatnieks. Tacu kritikis un makslinieks nav lidzigi zinatniekiem,
jo viniem nekas nav japierada. Tomeér, izveidojot kategorijas, tiek iz-
teikts spriedums. Kritikis nav vienkarsi tas, kur$ partulko vardos
to, ko cilvéks redz. Ta biitu ista nelaime kritikim, bet vél jo vairak
maksliniekam - ja viss tik viegli biitu parcelams cita valoda. e

No itaJu valodas tulkojusi Dace Meiere
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difference between installation and sculpture?

M.M.: In an installation it is not the sculpture that occupies the
space, but rather the viewers who enter into the sculpture. In the in-
stallation of Chiara Dynys, Piti luce su tutto ['More Light on Everything’]
we are surrounded by books, all made of glass. Transparent books hold
a particular meaning, but the fact that they are also lit up means that
they are also illuminating. A book that I like a lot changes me profoundly.
In the background video, however, you can see the Archive of the State
in Rome, these folders contain all the documents of the state of Italy,
from declarations of war to someone who is buying a piece of land that
is state property. Clearly it is an important place for remembering, but
at the same time it is also a place for forgetting. The artist has in fact
written on the flight of steps, on the one side the word memoria [‘re-
membrance’] and on the other, oblio [‘oblivion’].

Alongside this narrative work we have, in contrast, an abstract
intervention. These are the optic fibres of Carlo Bernardini (Spazi per-
meabili ['Permeable Spaces’]) which cross the room and take it over. A
kind of immateriality, but in reality physical.

B.F.: What are your aims as a critic? Could one say that it is his-
torical research?

M.M.: Certainly, at the bottom of it all there is this intent, but there
is also a wide-ranging, comprehensive exhibition; I wanted to present
arange of propositions. We don’t stay together only with artists whom
we are used to always seeing together in collective shows, but rather
everyone is pitched against everyone else.

B.F.: How do you choose your artists? I have noticed that the
youngest is from 1983, and the oldest more than 50 years old, there
are unheard of names next to artists who are famous throughout
the world.

M.M.: Here the chief thing is the art. | have been doing this job for
more than 35 years, if[ don’t know these things...

B.F.: Agreed, knowledge and experience are important, but
inside this vast field of knowledge you make your precise choice like
an artist who chooses the materials for a piece. What then are the
criteria for your choice?

M.M.: At first | have a feeling, an emotion, then I seek to evaluate it
and ask myself: what is the sculpture now? [ try to create categories and
subsequently assess whether these categories existin reality.

[ am interested in the problem of space and that of materials. How
everything has changed. To tell the truth, not all of these 80 sculptures
are to my liking. Many are here because they represent something.

The theory and the practice go together. You have a theory and you
try to verify it, exactly like a scientist. A critic and an artist are not like
scientists, however, because they don’t have to prove anything. All the
same by creating categories, one nevertheless expresses a judgment.

A criticis not simple a sort of translator into words of what one sees.
It would be a disaster for the critic, but above all for the artist, if every-
thing were to be transferable to another language.

Translated from the Italian by Teréze Svilane
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