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“Vélos lugt jis nakt man lidzi Celojuma” - ta, skiet, aicina Besija Na-
gere savos nenosakamajos un transcendentalajos darbos, kas miis
sagaida Galerie Bob Gysin Cirihé. Sveicie$u makslinieces instalacijas
mis aizved talu citas telpas un laikos, nemitigi atsaucoties uz kaut
ko, kas netiek paradits.

Besija Nagere piedzima 1962. gada Lucerna, un 2009. gada lik-
tenis vinu paragri izrava no drudzaini aktivas darboSanas: mak-
sliniece gija boja tragiska satiksmes negadijuma Sveicé tikai ne-
delu péc tam, kad Zoloturnas Makslas muzeja tika atklata vinas
pirma antologiska izstade Hrénir. Besija bija apguvusi gan makslas
vésturi Cirihes Universitate, gan makslu $is pasas pilsétas Makslas
augstskola, un vinas darbi patieSam ir piesatinati ar dzilam un
trapigam pardomam, ko bagatina neskaitamas atsauces uz lite-
ratlras un makslas vésturi. Maksliniecei jau bija notikusas daudzas
izstades gan Sveicé, gan arzemés, vina stradaja par pasniedzéju, ka
arl ienéma svarigus amatus dazadas komisijas, pieméram, Cirihes
pasvaldiba un $is pilsétas Makslas muzeja.

Besijas Nageres darbi mums liek doties celojuma, jo vinai
piemit spéja “redzét” cauri lietam un laikam - gluzi ka gaiSregei
Kasandrai - un vina spéj likt ietriséties visparastako ikdienas

“I'd like to invite you to come with me on a Journey”, Bessie Nager
seems to be saying to us through her works, ambiguous and tran-
scendental, which greet us at the Bob Gysin gallery in Zurich. The
installations by the Swiss artist take us far away, to other spaces and
times, and never cease to hint at something other than that which
they show.

Bessie Nager was born in 1962 in Lucerne, and in 2009 fate
took her away from her hectic work activities prematurely: the art-
istlost her life in a tragic car accident in Switzerland, only a week
after her first anthological exhibition Hrénir had opened at the
Solothurn Art Museum. Bessie had completed studies in art his-
tory at Zurich University concurrently with art at the same city’s
University of the Arts: indeed, her works are truly saturated with
deep and penetrating reflections, and enriched with countless
references to literature and art history. The artist had numerous
exhibitions in Switzerland as well as in other countries, and in ad-
dition to various educational positions held important posts on a
variety of committees, for example, Zurich’s Kunsthaus and the City
Council.

Bessie Nager’s works make us go on a journey. Nager has the
ability to “see” through things and time - just like the clairvoyant
Cassandra - and has the capacity to make the strings of the most
common everyday items vibrate; in doing this, she invests these
things with a new identity. Just like a fairy, Bessie endows things
with a magical tension, those things that have always seemed fa-
miliar to us because we make pragmatic use of them daily. The
items that are part of our daily activities are exhausted, blind, de-
void of colour. When we get on the tram and hold on to the handle,
we don’t even notice this metal item which has such an important
role in our journeys. The handrail is in its place, it has to be there to
fulfil its specific function: it helps us get into the carriage and reas-
sures us, or prevents us from taking a nasty tumble. But in Bessie
Nager’s sculptures this simple metal rod becomes a significant ele-
ment, which, on the one hand, tells us about the balance and stability
of things, but on the other, about travelling and roaming around.
We are invited to be ceaselessly curious and open to the discovery
of new worlds. The artist perceives the meaning of things beyond
their outward appearance in the physical world and is able to give a
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priekSmetu stigdm; to daridama, vina Siem priekSmetiem dava
jaunu identitati. GluZi ka feja Besija apvelta ar magisku spriegumu
lietas, kas mums allaz Skitusas labi pazistamas, jo més tas prag-
matiski lietojam ikdiena. Priek$meti, kas pavada misu ierastas
darbibas, ir izdzisusi, akli, bezkrasaini. Kad iekapjam tramvaja,
pieturédamies pie roktura, més nemaz nepamanam $o metala vei-
dojumu, kam tomer ir tik biitiska nozime miisu kustibas. Roktu-
ris atrodas sava vieta - tam tur ir jaatrodas, lai tas varétu pildit
konkrétu uzdevumu: tas palidz mums iekapt tramvaja vagona un
pasarga no nelagiem kritieniem. Tacu Besijas Nageres skulptiiras
$is vienkarsais metala stienis kliist par nozimigu elementu, kas, no
vienas puses, mums vésta par lidzsvaru un stabilitati, bet, no otras,
runa par celo$anu un klainosanu. Més tiekam aicinati vienmeér biit
ieintereséti un atvérti jaunu pasaulu atklasanai. Maksliniece uz-
tver lietu nozimi vinpus fiziskas pasaules Skietamibas un spéj
pieskirt balsi, dzivibu un skaistumu priekSmetiem, sekodama sa-
vam personigajam, jau ieprieks rastajam skatijjumam. Lidzigi ka
MikelandZelo, kur$ a priori “saredzéja” savas skulptiiras formu,
kas ieslodzita neapstradata marmora bluki. Tadéjadi, veidojot
skulptiiru, vajadzéja tikai vienkarsi aizvakt liekas dalas, kas “slepa”
télu akmens ieksSiené. Ta rikojoties, SveicieSu maksliniece uzdod
dzilus jautajumus par lietu jégu un dodas talak par kantiska a priori
slieksni: vipa mums atklaj mtsu materialas pasaules dzilako
nozimi, sasniedzot nematerialo pasauli. Ne tikai Skiet, ka “lietas
par sevi” - pretéji Kantam - k]ist izzinamas, kad més tas sasto-
pam bezgaligas perspektivas, bet turklat més varam méginat tas
atklat cita, ieprieks apslépta dimensija. Besijas Nageres skulptiiras
mums atklaj medalas otru pusi un tadéjadi aicina mis piedalities
tala un ilga celojuma uz sveSu zemi, kur priekSmeti uzsak agrak
nedzirdétu dialogu ar mums, skatitajiem.

Kustiba ir celoSanas priekSnoteikums, bet kas notiek, ja trans-
porta lidzekli nekustigi un sastingusi paliek uz vietas, jo tiem nav
ritenu? Vai tad celojums k]ist mentals? Vai més no reala parcela-
mies virtualaja? No nomoda sapni? No sajitu pasaules uz idealajam
debesim? Sérija “Nekustigie celotdji” (Les Voyageurs Immobiles)
maksliniece mums piedava instalaciju no priekSmetiem, galveno-
kart milzigam taisnstiirveida koka kastém, kas nokrasotas siltas
krasas - oranzas un dzeltenas - un nekustigas paliek pie zemes.
Skulptiiru izvietojumu telpa ir iedvesmojusi suprematisma par-
stavja Kazimira Malevica glezna “Astoni taisnstiri” (Eight rect-
angles), tatad viens no vésturé pirmajiem un visradikalakajiem
mekléjumiem abstraktaja maksla, kas pétija elementu lidzsvaru un
dazadas dimensijas telpa. Nageres skulptiiram piemit $1 abstrakta
puse - sava vienkarsiba tas lidzinas minimalam skulptiiram, ta¢u
vienlaikus $is gigantiskas kastes vienmer ir saparotas ar funk-
cionaliem, atpazistamiem priekSmetiem, kas tagad ir izrauti
arpus konteksta un lietojuma ka savulaik Di$ana ready-made. Saja
gadijuma atbilstosi darba nosaukumam runa ir par celojumu
sféras piederumiem, pieméram, par jau minétajiem dazadas for-
mas tramvaju rokturiem un balsta stieniem vai velosipédu, kas
ievietots kasté. Ar So instalaciju maksliniece mums piedava tel-
pisku sistému, kas, no vienas puses, turpina minimalas makslas
diskursu - tiri formalas refleksijas, no otras, padara to par izsmiek-
lu, konfrontéjot ar industrialiem elementiem, kuri dod majienus
par dzives konkréetibu un Joti precizu nozimi, kas tagad noves-
ta lidz absurdam. Rokturi, pievienoti koka kastém, protams,
ir zaudéjusi savu sakotn€jo misiju un parveértusies par linijam
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voice, life and beauty to objects, following her own personal prelimi-
nary vision. Like Michaelangelo, who was able to “see” a priori the
form of his sculpture still trapped within a raw block of marble. Thus
sculpting became simply a matter of taking away the surplus parts
which were “hiding” the figure already present inside the stone. By
working in this way, the Swiss artist deeply explores the meaning
of things and goes beyond Kant’s a priori threshold: she reveals to
us the deepest meaning of our material world, to the point where it
reaches the non-material world. It's not the “things in themselves”
that - in opposition to Kant - are discovered when we encounter
them in infinite perspectives, but more than that, we can try to dis-
cover them in another, previously hidden, dimension. Bessie Nager’s
sculptures reveal to us the other side of the coin, and through this
invite us to participate in a long journey to an unknown land, where
things begin an unheard of dialogue with us, the viewers.

Movement is a precondition of travel, but what happens if the
means of transport are immobile and remain fixed in the same
place because they don’t have any wheels? Does the journey then
become a mental one? Do we move from the real to the virtual?
From being awake, to a dream? From the tangible world to an ideal
heaven? In the Les Voyageurs Immobiles series, the artist presents
to us an installation made up from items, mainly huge rectangu-
lar wooden boxes, painted in warm colours - orange and yellow,
which remain immobile on the ground. The placement of the sculp-
ture in the space was inspired by Suprematist representative Kazi-
mir Malevich’s painting Eight Rectangles, one of history’s first and
most radical pieces of research in abstract art, which investigated
the balance of elements and various dimensions in space. Nager’s
sculptures have this abstract aspect - in their simplicity they re-
semble minimalist sculptures, but at the same time these gigantic
boxes are always paired with functional, recognizable items which
have been plucked out of context and used like Duchamp did with
his ready-mades. In this case, consistent with the title of the work,
they are things belonging to the world of travel. For example, the
previously mentioned metal tram handles or support rails in vari-
ous forms, or a bicycle enclosed in a box. With this installation, the
artist offers us a spatial system which, on the one hand, resumes
the discourse of minimalist art - purely formal reflections - and
on the other, makes it into ridicule, confronting it with industrial
elements which allude to the concreteness of life and a very precise
meaning which now has been taken to absurd lengths. The han-
dles, attached to the wooden boxes, have obviously lost their origi-
nal mission and been transformed into lines on a spatial drawing,
or, if we wish, into mute witnesses of the act of travel itself. The
boxes then protect their contents from external danger, but at the
same time they imprison it. Therefore, if a bicycle is locked inside
the box, it has obviously been robbed of the opportunity to do the
task for which it has been constructed, namely - to move freely in
space and to transport us around. The title of the series itself, Les
Voyageurs Immobiles expresses a paradox: travellers usually move
around and if they have to be immobile, by definition they are no
longer travellers (unless we are talking about mental journeys).

In the unpublished notes which the artist’s legatees have kindly
placed at my disposal, Bessie talks about this work: “The real and
obvious experience of various spatial relationships as an invitation
to perceive reality as virtual. (..) The subject of the work is the loca-
tion of the art, the place where the construction of reality is carried
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telpiska ziméjuma vai ari, ja velamies, par mémiem lieciniekiem
celosanas aktam par sevi. Turklat kastes savu saturu gan sarga no
aréjam briesmam, tacu tai pasa laika to iesloga. Tatad, ja kastes
ieksiené tiek ieslégts divritenis, tam acimredzami ir laupita iespéja
veikt uzdevumu, kuram tas ir konstruéts, proti - brivi parvietoties
telpa un vadat mus. Pats sérijas nosaukums “Nekustigie celotaji”
pauz paradoksu: celotaji parasti atrodas kustiba, bet, ja tiem péc
definicijas jabut nekustigiem, tie vairs nav celinieki (protams, ja
meés nerunajam par mentaliem celojumiem).

Nepublicétajas piezimés, ko makslinieces mantinieki laipni
nodeva mana riciba, Besija runa par So darbu: “Dazadu telpisku
attiecibu reala un acimredzama pieredze ka aicinajums nepastar-
pinato realitati uztvert virtuali. (..) Darba téma ir makslas vieta, ta
vieta realitates konstrukcija, kur maksla notiek. Telpiska sistéma
atrodas uz robezas starp digitalo un analogo, auksto un karsto.
Attiecigi attéla vieta. Gaismas tablo vai monitors, pasSizgaismots
ekrans, kam nepiemit dzilums, bet kas simulé dzilumu un infor-
maciju un rada distanci starp vérotaju, ir neatnemama vienotas
sistémas sastavdala. Ikviena telpiska sistéma pati par sevi ir
sagrozita, un tai trukst saknu.”

Lizuma punkta atkal sastopam divdabibas un paradoksa
tému, kas caurvij gandriz visus Sveices makslinieces darbus:
2006. gada ir dzimis video Roadmovie, kura ainas tika dubultotas,
proti - atspogulotas kadra horizontalas ass pretéjas pusés. Ta-
dejadi més iekliistam visuma starp sapni un “salauzitiem” kalei-
doskopa attéliem visgaram apvarsnpa linijai, un $is visums attali
atgadina “Ror$aha testu”. NejauSos tintes plankumus, kas tika
dubultoti, parlokot lapu uz pusém, psihologi savulaik izmantoja,
lai “analizétu” individa psihologiskas ipasibas. Tacu $kiet, ka Be-
sija nav ieintereséta veikt introspektivu un nekonkrétu pétijumu,
vina drizak ir orientéta uz aréjo telpu un censas nostiprinat aina-
vu noslépumu, $1s ainavas dubultojot. Tadejadi dzimst saskelta
pasaule starp zemi un debesim: “starp “virs” un “zem”, majoklis
makonos”. Besijas pozicijas vienmeér ir nenoteiktas, telpas atstaj
atvértu spécigu daudznozimibu, kadu neapdzivotu planétu vai
varbiit nenosakamu apvidu: starp augsSu un apaksu, starp debesim
un zemi, starp citurieni un Sejieni un tagadni pastav kaut kas tre-
Sais. Nedefinéta telpa jeb, ka jau minéju, “majoklis makonos”.

Gigantiskaja skulptira Hronir, kuras nosaukuma pamata ir
Horhes Luisa Borhesa izmantots vards, ko varétu tulkot ka “aiz-
stajejs” vai “modelis”, Besija Nagere rekonstrué Cirihes tramvaju -
realistisku izméru koka maketu - un ievieto to muzeja: ari Soreiz
transporta lidzeklim ir laupiti riteni, un tatad tam ir liegta jebkada
kustibas forma. Reproducétais tramvajs ir un paliek rupjs veido-
jums, ar viltu iemanits izstazu telpa ka pilnigs svesinieks. Sis viltus
tramvajs lidzinas spoku vilcienam , un tam piemit kada ipatniba:
iekSpuse tam atrodas arpusé un arpuse - iekSpusé. Telpas iek-
Siene - kur visi rokturi un balsti atrodas savas vietas - ir spilgti
baltas neona gaismas apspidéta, un logi parklati ar kadu pienaini
necaurspidigu materialu, kas padara tos necaurredzamus. Savu-
kart no arpuses tramvajs ir nokrasots tumsi peléks, un ta logi
kluvusi par ietvariem fotomontazam, kuras cita par citu klajas
sabiedrisko telpu ainas, kas nemtas no interneta.

Maksliniece to komenté sadi: “Transports ir urbana apseés-
tiba, nepartraukta pareja, kontroléta kustiba, (..) skulptiira sabied-
riskaja telpa, un sabiedriska telpa kltst redzama, jo ir parcelta
iekSpusg, (..) liktena kopiba, kopa biit cela, (..) iekSpuse un arpuse,
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out. The spatial system is found on the boundary between digital
and analogue, cold and hot. Respectively, the image’s location. The
light screen or monitor, the self-lit screens which lack depth but
which simulate, instead, depth and information and create detach-
ment from the viewer which is an inseparable component. Every
spatial system is distorted in itself, and devoid of roots.”

At the breaking point we find again the theme of duality and
paradox which runs through nearly all of the Swiss artist’s works:
in 2006 the video Roadmovie came out, in which scenes are doubled,
that is the opposite sides of the scene’s horizontal axis are mirrored.
In this way we enter the universe between a dream and a kaleido-
scope of images “smashed” all along the horizon line, distantly remi-
niscent of a Rorschach test. Psychologists once used these random
ink-blots, which were duplicated by folding the page in half, to “ana-
lyze” an individual’s presumed psychological traits. But it seems as
if Bessie isn’t interested in conducting introspective and abstract
research, rather she’s more oriented towards the external space and
is seeking to reinforce the mystery of the landscapes by duplicating
them. In this way, a split world between earth and heaven is born:
“between above and below, a dwelling in the clouds”. Bessie’s po-
sitions are always in suspension, the spaces leaving open a power-
ful ambiguity, a “no-man’s land” or better a terrain vague: between
above and below, between heaven and earth, between the some-
where else and the here and now, there exists some third place. An
undefined space or, as just mentioned, “a dwelling in the clouds”.

In the gigantic Hronir sculpture, the title of which is derived from
a term used by Jorge Luis Borges, which could be translated as ‘sub-
stitute’ or ‘model’, Bessie Nager has reconstructed a Zurich tram -
a life sized wooden model - and placed it in a museum: this time, too,
the tram is without wheels, and has therefore been deprived of any
form of movement. The reproduced tram is and remains a crude cre-
ation, supplanted into the exhibition space as if it were an alien. This
fake tram is like a Ghost Train, and it has a peculiar feature: its inside
islocated on the outside and its outside - in the interior. The interior
of the space - where all of the handrails are in place - is illuminated
by the brightest white neon light, and the windows are covered with
some milky opaque material, making it difficult to see through them.
The exterior of the tram is painted a dark grey, and its windows have
become frameworks for photo montages, teeming with scenes from
public spaces which have been taken from the internet.

The artist comments on this as follows: “Transport is an urban
obsession, continual transit, controlled movement, (..) a sculpture in
public space, which becomes visible because it’s been transferred to
the interior (..) It is a common destiny, to be travelling together, in-
side out, the light and dark.” So we find new juxtapositions in Nager’s
tram, but this time the elements have been interchanged: the light
and dark, the inside and outside. From inside the tram I don’t see
anything out of the windows, as they are completely blind, whereas
from the outside I see the things that I should see from the inside: the
external world, even if it's transformed into a dreamlike atmosphere,
lacking in orientation, proportion and three dimensionality.

Images have been mounted in the place of windows, openings
and walkways from the inside to the outside and vice versa, in this
case however these walkways have been made blocked up and there-
fore (this time too) they’'ve been robbed of their function. The Hrénir
tram windows are mute and blind, the public space seems to be
located on the inside, where in actual fact there is nothing, except for
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gaiSais un tumsais.” Tatad Nageres tramvaja més atrodam jau-
nus pretstatijumus, bet Soreiz elementi tikusi samainiti: gaisais
un tumsais, iekSpuse un arpuse. No tramvaja iekSpuses es pa lo-
giem neredzu neko, jo tie ir pilnigi akli, turpreti no arpuses redzu
to, ko man vajadzétu redzét no iekSpuses: arpasauli, lai ari par-
vérstu sapna gaisotné, kur trikst orientacijas, proporciju un
trisdimensionalitates.

Attéli ir uzmontéti logu vieta - tur, kur bitu jaatrodas va-
léjam ailam un parejam no iekSienes uz arieni un atpakal, tacu
$aja gadijuma $1s parejas ir blivi aizdaritas un tatad (ari Soreiz)
tam ir laupitas to funkcijas. Hrénir tramvaja logi ir mémi un akli,
sabiedriska telpa Skiet atrodamies ta iekSiené€, kur patiesiba nav
neka, iznemot apzilbinosu un stindzinoSu gaismu. Besijas foto-
montazas ir ne tik daudz pilsétas skati, cik daudzkrasu un daudz-
perspektivu slani, kas veidoti gan no makslinieces pasas uznem-
tiem, gan tikla atrastiem attéliem, kuri likti kartu kartam visos
virzienos. It ka internets butu liels katls un maksliniece ta satu-
ru - visus $os attélus - biitu izgazusi uz vienas virsmas. Tadéjadi
tiek radita pasaule bez galigas orientacijas, pasaule, kam trukst
telpiskas iltizijas, plakana pasaule - pirmsgalilejiska vai varbut
péceiklidiska pasaule? Virtualas telpas nepartraukta attélu plisma
ir iegazusies realaja telpa un to aizstajusi: realitate ir izveidoju-
sies no nematerialiem attéliem. Realitate vienmér tiek veidota
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a freezing, blinding light. Bessie’s photo montages are not so much
city scenes as multicoloured layers with many perspectives, made
up of images taken by the artist herself as well as ones she has found
on the internet, layered one on top of the other in all directions. As
if the internet were a big saucepan and the artist had tipped out all
these images it contained onto a surface. In this way, a world without
any definite orientation is created, a world which lacks the illusion
of space, a flat world - pre-Galileo or perhaps a post-Euclidic? The
incessant flow of images in virtual space has been trapped in real
space and replaced it: reality made up out of non-material images.
Reality is always created through images and perceptions, our own
and those of others, both preconceived as well as empirical. Many
worlds exist, because there are many different views of the world.
I'd like to let the artist speak again: “Allover. No top no bottom,
many horizons, stratification, rhizomatic structures. Density of com-
munication, pile-ups, collisions. Many exits, no hierarchy...Like in a
film, the observer becomes a traveller.” Bessie Nager’s spaces - no
matter whether they’re two dimensional or three dimensional -
invite us to travel, dream, fantasize about existing worlds and the
worlds which have been born in our imagination - which often aren’t
that different from each other. Our reality is complex and is made up
of many layers, and often it’s hard to determine which way is up and
which way is down. But precisely because of the density of the mate-

caur misu pasu un citu attéliem un uztvérumiem, gan ieprieks-
pienemtiem, gan empiriskiem. Pastav daudzas pasaules, jo pastav
daudzi skatijumi uz pasauli.

Es velétos atkal dot vardu maksliniecei: “Atkartojums, nekadas
augsSas un apaksas, daudz apvarsnu, parklasanas, rizomatiskas
struktiras. (..) Sazinas blivums, (..) sadursmes, (..) daudz izeju,
nekadas hierarhijas, (..) ka filma, vérotajs kltst par celotaju.” Besijas
Nageres telpas - vienalga, divdimensionalas vai trisdimensiona-
las - mis aicina celot, sapnot, fantazet par eksistéjosam pasaulém
un pasaulém, kas dzimu$as musu iztéele, un bieZi $is divu veidu
pasaules nemaz nav tik talu cita no citas. Masu realitate ir sareZgita,
to veido daudzi slani, un nereti ir griti noteikt, kur atrodas augsa
un kur - apaksa. Tacu tiesi materiala blivuma dé] mums vienmeér
jabit modriem un jauzmanas no slazdiem: sadursmju risks nav
skirams no pasaules, kura ir ieslodzita dialektika starp kartibu un
haosu, starp nekustigumu un celojumu, jo “aiz katra attéla stav cits
attéls, sérija, atskirigi skatijumi, attéli, kas sazliméti un salikti cits
citam lidzas, virst un iek$a. Maza pasaule.”

Saja dzivé ir griiti orientéties, un tapéc ir visai svarigi iema-
cities pareizi redzét: fenomenologiska nozimé més varétu uzskatit,
ka miisu uzdevums ir vienmeér apSaubit to, ko més iedomajamies
pazistam, un censties katru bridi labak ieskatities visa, kas atro-
das mums prieksa. Attiecigi makslas uzdevums Besijai Nagerei ir:
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rial we always have to be vigilant and alert to traps: the risk of pile-
ups or collisions cannot be dissociated from a world imprisoned in
a dialectic between order and chaos, between being immovable and
a journey, as “behind every image there’s another image, a series,
many different viewpoints, images which are zoomed in and placed
next to each other, on top and within. A small world.”

In this life it’s hard to orient yourself, and that’s why it's impor-
tant to learn to see properly: in a phenomenological sense, we could
regard that our task is to always doubt the things we think we know,
and to try, each moment, to examine everything that is before us more
closely. Accordingly, the task of art for Bessie Nager is: “to transmit
the feeling of an item as a “seeing”, and not just as a “recognition””.
Every new look will allow us to rediscover some additional aspect of
the world anew, to forget this reality which we’d prematurely clas-
sified as “known”. But, as I said at the start, Bessie doesn’t even stop
at “seeing” in its phenomenological sense. Her vision is like an X-ray
and can cleverly pierce through the surface of things to reveal their
completely unexpected meanings.

The Swiss artist doesn’t restrict herself to offering us juxtaposi-
tions as paradoxical items, bereft of their functions, that have inher-
ited a different meaning reaching beyond material appearance. Bes-
sie Nager brings us closer to spaces which open up between two
opposite extremes of duality: the spaces “in between®, the inter-
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“priekSmeta izjutu nodot talak ka redzésanu, nevis ka atpazisanu”.
Ikviens jauns skatiens mums laus no jauna atklat vél kadu pasau-
les aspektu, lai aizmirstu So realitati, ko paragri bijam atzinusi
par “izzinatu”. Bet, ka jau teicu sakuma, Besija neapstajas pat pie
“redzésanas” fenomenologiska nozime. Vinas skatiens ir rent-
genografisks un gudri prot izurbties cauri lietu virskartai, lai
atklatu pavisam negaiditas to nozimes.

Sveices maksliniece neaprobeZojas ar to, ka piedava mums
pretstatijumus ka paradoksalus priekSmetus, kam laupitas to
funkcijas un kas iemantojusi citadu nozimi, kura sniedzas pari
materialajam $kitumam. Besija Nagere mis tuvina ari telpam, kas
paveras starp diviem dualitates pretpoliem: starptelpas, dazadus
intermeco, kur var dzimt parmainas no viena stavokla cita vai kur
no vienas situacijas var noklat nakamaja. Ka jau minéju, logiem
un durvim darbos ir primara loma: tie paradas ka robeZza starp
arpusi un iekSpusi, starp sabiedrisko un privato telpu. Ar parejam
maksliniece ir nodarbojusies ari1 divos telpiskos darbos un viena
videosérija. Instalacija “Tranzits” (2009) vina sakrauj milzigu sie-
nu no krasainam plastikata somam (tadas biezi izmanto imigranti),
lidz pilniba noslédz telpu. Soma, biidama mobilitates zime, bet vien-
laikus parstavédama to, kurs zaudéjis visu, iznemot somu pasu,
klist par simbolu nosléegtibai un atraidijumam. Miris, protams,
mums izraisa asociacijas ar to, kurs uzbiivéts uz Meksikas robezas,
lai aizkavétu emigraciju uz Savienotajam Valstim, un tapat ariar
Berlines miiri, ne tik daudz ar sienu, kas sadalijusi Palestinu. Ejas
un parejas atveras vai aizveras, ejas un parejas mums lauj nokJat
no vienas telpas cita, pariet no viena stavok]a nakamaja.
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Tranzits

Skats no izstades

Zoloturnas Makslas muzeja /
Bessie Nager

TRANSIT

View from the exhibition
Kunstmuseum Solothurn
2009
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Pateiciba / Courtesy of administrator of
Bessie Nager’s estate
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Roadmovie
Videokadri /
Bessie Nager
Roadmovie
Videostills
2006

Foto no publicitates materialiem /
Publicity photos

mezzos, where shifts from from one state to another can emerge or
where you switch from one situation to another. As we have seen,
doors and windows play a primary role in the works: they appear as
the border between the outside and the inside, between the public
and private space. The artist has worked with passages in two spatial
works and in one video series. In the installation TRANSIT (2009),
she piled up a huge wall from coloured plastic bags - the type often
used by immigrants - until they completely closed off the room. The
bag, as a sign of mobility but simultaneously representing someone
who has lost everything except the bag itself, thus became a sym-
bol for closure and rejection. The wall, obviously, raises associations
of the one built on the Mexican border to hinder emigration to the
United States, and in the same way the Berlin Wall, more so than the
wall which divides Palestine. Passages and walkways open or close,
passages and walkways allow us to get from one space to another, to
get from one state to another.

As opposed to migrants who are forever fleeing, the children in
the Contreparade (2006) video run happily in a circle from one door
to the other in a completely white space, and having disappeared
through one, after a moment appear again through the other. In this
way a continuous running circle is created - exiting and entering in
endless motion. This time the transitions represent life and light-
ness: where everything flows and runs smoothly; obstacles, refus-
als or blockages are not foreseen in this world where innocence and
freedom prevail.

Bessie abandoned us - a “frendzied standstill in the greatest
movement” - in an unexpected and violent collision, as she was trav-

At8kiriba no migrantiem, kas nemitigi bég, bérni videodarba
Contreparade (2006) pilnigi balta telpa liksmi skrien pa apli no
vienam durvim uz otram, lai, tajas nozudusi, péc briza atkal para-
ditos pirmajas. Ta tiek radits nemitiga skréjiena aplis - izieSana un
ienaksana miziga kustiba. Soreiz parejas parstav dzivibu un vieg-
lumu: viss plist un skrien neaizkeroties, un skérsli, atraidijumi vai
bloki nav paredzéti $aja pasaulé, kur valda nevainiba un briviba.

Besija mils pameta - “nepratigs sastingums vislielakaja kus-
tiguma” - negaidita un vardarbiga sadursme, kad ar savu automa-
$inu celoja uz jauniem mérkiem pilnum pilna dzivé un kad vinai vél
bija tik daudz, ko mums pateikt. Tacu maksliniece joprojam liek sevi
manit, vinas veéstis, lai ari Skietami piederigas pagatnei, patiesiba ir
dzirdamas nakotné: Besija redz caurilietdm un runa cauri laikam.
No visiem darbiem visdzilak ar savu pravietiska véstljuma spéku
aizkustina performance “No vienam debesim uz otram“ (D’un ciel a
l'autre. 1994), kura jau skiet sagatavots tas, kam vél tikai janotiek.
Uzbiivéjusi sienu no plastmasas pudelém, tas ripigi un metodiski
saliekot citu uz citas un pilniba nosledzot Lucernas galerijas o.T.
telpu, Besija to $kérsoja apnémiga gaita un tadéjadi sagaza savu
buvi un vienlaikus iegaja citas debesis...

“Cituriene ir acgarns spogulis.”

Horhe Luiss Borhess, ko Besija Nagere cité savas piezimes.

No itaJu valodas tulkojusi Dace Meiere

1 Seit un turpmak citéts péc Besijas Nageres nepublicétajam piezimém:
Nager, Bessie. Rasender Stillstand bei héchster Mobilitat.

elling in her car towards new goals in a very full life, when she still
had so much more to tell us. But the artist continues to make herself
present; her messages, though they seem to belong to the past, can in
truth be heard in the future: Bessie sees through things and speaks
throughout time like Cassandra, the seer. The most moving of all
her works is a performance of D’un ciel a l'autre (‘From one sky to
another’. 1994) with the power of its prophetic message, in which
it seems that what’s yet to happen has already been prepared. Af-
ter building a wall of plastic bottles, precisely and carefully placing
them one on top of the other, and completely closing off the Lucerne
0.T. Gallery space, Bessie crossed it at a decisive pace and in doing so
made her construction collapse, simultaneously passing to a different
heaven...

“Another place is an inverted mirror.”

Jorge Luis Borges, who is cited by Bessie Nager in her notes.

Translator into English Uldis Briins

1 Here and onward the citations are taken from Bessie Nager’s unpublished notes:
Nager, Bessie. Rasender Stillstand bei héchster Mobilitdt. Unpublished notes.
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