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The visual poetics of Nature:
art of Michele Ciacciofera

Wang Chun-chen

Michele Ciacciofera’s creations embody the poetics of
Nature, an eloquent lyricism full of meaning. Many things
may appear to be simple and easily understood because
we believe in the action of seeing. We judge and come
to quick conclusions because we glance over things
hastily. For instance, travel writings and reviews of fine
art are usually based on what the writer or reviewer sees,
making what the eyes see the essence of art. This is the
fundamental definition of visual art. Thus the mind isin a
considerably enfeebled state.

However, it has become increasingly clear in our modern
age that art cannot be justified by seeing alone. The
action of seeing itself cannot define what is artistic. Seeing
alone can become dangerous. Furthermore, seeing isn't
the decisive element of history. We find ourselves in an
awkward situation when confronted by contemporary art.
Even though we are used to seeing unfamiliar art, we still
feel that a passage of seeing is blocked.

This is what we feel when we view the works of Michele
Ciacciofera, which include drawings, paintings, ceramics,
objects and installations. At first glance, the works do
not tell their origin or story when assembled together.
Your past viewing experiences don't prepare you. You
don't understand these works immediately. Their forms
are simple but do not make reference to modernism.
In other words, it's impossible to interpret them with
Duchampian, ready-made concepts. The paintings and
objects do have stories. The question is whether they
remain unknown to us.

In truth, our understanding or interpretation is the
product not only of the various standards and values of
contemporary art, but also of the way we perceive art
and the artist. It takes time to look at Ciacciofera’s art,
and it takes time to overcome barriers that seem familiar
yet strange to us. These pieces seem familiar because
every element is found in the domain of art. The works
never shock, provoke or exagerate, but they seem
strange and incomprehensible because they prevent
you from understanding and making judgments. We can
say that this way of viewing is more than seeing, that the
visual appreciation is not the same as perception and
interpretation.

Ciaccioferarefersto hiswork as “enchanted of the revisited
Nature,” with an emphasis on the “enchanted.” The
enchanted exists in his work, pointing out its signification,
which is also the signification of this world. It is a way of
creating and understanding art, a way of circumventing
the rigid system of modernism and contemporary art.
Rediscovering the significance is not just the sense of art,
but also the sense of the world as well.

With Ciacciofera, his art is a reflection of his life.
Otherwise, he wouldn’t be able to revisit the enchanted
of Nature, or to acquire perceptions of everything. In
an interview, Ciacciofera talked about his place of birth,
Sardinia, Sicily, and his family. His reflections demonstrate
his deep interest in the country of his origin and family
roots and how this impacted his work.

In such context, we reconsider his work, where small
sized painting, pottery clay or collected objects become
testimonies of an archaeology of life, an affirmation not
of art, but of memory. They do not affirm an aesthetic
problematic, but the value of the politics of living. In
larger circumstances, his work is a gift of Nature, coming
with each mystical discovery. Whatever it is, trilobites or
fragments, an instant of a human body or something
else, they indicate absolute allegories and specimens of
the transcendental world. Ciacciofera is an adventurer
who reflects on ultimate problematics with objects, not a
mannerist of imagery.

He invites us to read rather than look. So let's read the
titles of his work: Confession of a Limstone, Everybody
was One or the Other, At Times There was Sun, and
Then Shadow Again, From Confusion to Particularity, A
Knowledge of the Existence of Something We Cannot
Penetrate, No More Delays, A Cloud Turn to Words, A
Critical Difference, The Translucent Skin of the Present,
An lllusion that Would Be Known by All Those Observing
it, Something Seemed Different This Time Around, From
the Eternity of Life, Rock Containing a Language, The
Phylogenetic Investigation, The Dark Side of the Leaf,
It Can Easily Seem Bizarre to Say That This is Just the
Conception of a Mind, Unbroken Silence, Can't you See
I'm the Queen, A Tale from Sicily, The Temporary Sense of
Being No Longer Just Yourself, He Loves Fairy Tales and
Nature Walks, Give Me Truth, Sublimity of a Human Aim,



| am to Speak, Step into a Life of Maybe, A Point of View
in Daily Life, | Want to Sing Like Birds Sing, Something
That Had Landed Up There, The Bee’s Empathy, The
Bee's Book, Ancient Astronaut Theory, Infinite Link, I've
Been Around the World Several Times, Vanishing Voices,
Chance and Magic... A series of titles that express the
broadness and profoundness of the artist’s reflections.

The titles do not differ from the content of the writings,
but reveal the implication behind the visual within the
material form. This is also the responsibility of today’s
artist: title and work compose the same verse, a duo that
is intimately interconnected. Ciacciofera’s titles show us
that our world is filled with enigma and spirit, and that the
artist's mission is to explore the depths under the surface.
All things are given by Nature, that's why the enchanted is
sacred and inviolable. It is true that Michele Ciacciofera
develops a study of the poetics of Nature, to throughly
investigate things with an aspiration for the sublime.

Returning to Nature and its poetics, far beyond the
aesthetic concepts, means that the verifiable aesthetics
reside in the humanist poetics of Nature. We shall testify
with history and earn shelter and grace from the poetics
of Nature.

One of the values of art is the enhancement of the poetics
and the comprehension of the raison-d‘étre. Revisiting of
Nature with Michele Ciacciofera is walking towards the
spiritual out from under the visual.
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Ciacciofera:

multifaceted works of art

Christine Macel

Just like the insects that he observes, collects and
sometimes evokes in his drawings, Ciacciofera seems
to scrutinize the world through multifaceted eyes, which
explore reality in all its vastness. This penetrating, all-
encompassing gaze, prevents him from lingering on any
single aspect of this reality, as if for him every element
of thought or matter were part of a seamless whole. His
way of working cannot be circumscribed within a single
outline or model. It develops organically, just like the flow
of life itself, sometimes producing surprising turnarounds
and new starting points. His work, if we want to continue
with this comparison, could be described as resembling
those mirror balls that cannot be confined within a
given limit, since they are able to reflect, through their
movement, the light that reaches them and to project it
into multiple small squares all around them. This liquid
nature of Ciacciofera’s work is also made up of contrasts
and paradoxes. Delicate and subtle, it sometimes
evokes a violence and a dark profundity. Sophisticated
and fragile, it also possesses all the strength of the
earth and the solidness of antique stones. As the artist
himself declares, this strength could come from the
sum of multiple fragilities’ in a process of transforming
vulnerability into affirmative power.

The work does not proceed in terms of series, but
rather ensembles or, more precisely, multitudes,
eventually linking with one another. Ciacciofera unfurls
such multitudes, he lets them rest, then resumes them,
moves away and re-approaches them, with no notion of
temporality or logical progression. The faces, or rather
the masks, which for years have constituted a seamless
ensemble of otherness, the bodies of prisoners or victims
of torture, the bodies in which male and female are
merged, the fragments of bodies that sometimes seem
to be falling, the circles and oval forms that often appear
two by two, the crows, the marine animals or the insects,
which are often indistinctly combined with each other.:
according to the artist, all these multitudes appear and
reappear in his work as if he were resuming an interrupted

Ageless works bound to live in the future too. Cf. interview by Christine
Macel with the artist ‘Scrutare il mondo, colpire con I'arte’, exhibition catalo-
gue | Hate The Indifferent, Summerhall, Edinburgh, December 2014-March
2015.

book, without worrying about its reading order. Likewise
in his artistic practice, the time of a work comprises both
what goes before and what comes afterwards, within a
continuum in which the outcome is nothing more than
the embodiment of a moment of experience. In a certain
sense his body of works should not be described as
timeless, which would mean confining it to a line of works
that look to the ‘universal’ or what remains of that utopia,
but as an example of non-time, as if time itself did not
exist. As if the foraged mushroom, coated in clay, with
its ancient appearance, flanked the fossilized crustacean
and the quick graphite sketch on paper produced
yesterday. The infinitely old and the present, the living
and the inert come together in a single dimension, in
an anarchist relationship to time. Anarchy is actually a
term then lends itself well to the work of Ciacciofera,
who prefers to refer in his work to emotional states,
refusing to withdraw into his vast and insightful cultural
background or in his past and present environmental
and political commitments. “I am not a fan of barriers
between conceptualization and emotion,”? he states,
using all mediums equally, without limits, reaching out to
cooking as a natural continuation of sculpture or pottery.
Every matter he tackles is therefore transformed through
the filter of his sensibility, which associates, transforms
and renews. Earth therefore receives gold dust, while rice
receives saffron or strawberry juice.3?

This sensibility could be described as epidermal, both
because of its reactive quality, but also as regards the
tactile dimension of his works, particularly his works on
paper, which he treats like a skin. Ciacciofera uses paper
sourced from different countries, from Sicily to Tibet.
This research forms part of his personal anthropological
studies, it is inscribed in his Mediterranean dna, as a man
born in Sardinia and raised in Sicily, among the nuraghi,
the Greek temples and the fragments of antique pots
that sometimes still emerge from the beaches. From the
prehistoric caves of Somalia to the houses in the city of

2
Cf. op.cit.

op.cit: in the above mentioned interview the artist evokes the way he made
a strawberry risotto.



Sana’a in Yemen, described by Pierpaolo Pasolini as the
most beautiful city in the world, Ciacciofera explored
the world, its seas and deserts, with a passion for silent
places. He has always cultivated a natural relationship with
local cultures and with the anthropological dimension of
these cultures, which have induced him to defend some
of their traditional and environmental claims. On the
contrary, in his extensive travels through deserts, from
Algeria to Iran and the United States, he was searching
for an experience in which the absolute and the spiritual
put themselves forward as a need. All these experiences
garnered by the artist now seem to be accumulated and
layered in his work.

Effectively speaking, Ciacciofera involves the viewer
through an intimate relationship with the matter, which
seems to receive all the real and mnemonic impressions
of these temporal strata. His studio is currently presided
over by a 450-million-year-old crustacean, which seems to
have been there forever, anticipation and contemporary
to the paintings, drawings and sculptures all crammed
closely together, rather like in a cabinet of curiosities, as
if the artist could not help but recreate the anarchy he
loves so much.

Ageless works bound to live in the future too.
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A dialogque with
Hans Ulrich Obrist

HANS ULRICH OBRIST:

SO, ARE YOU PREPARING FOR A NEW
EXHIBITION IN ITALY?

MICHELE CIACCIOFERA: Yes, an exhibition that
will be held in the new Primus Capital art space in
Milan. | think of it as being like a preview for a much
bigger show | will be holding at the cara Museum in
Beijing in July. | have been working on the subject of
memory for several years and | recently developed
a new collection of works on the ancestral and
contemporary relationship between humans and a
kind of mysterious past, inscribed in our memory,
which we often fail to recognize but which is part of
us and has always governed the cosmic order.

YOU PAINT, DRAW AND SCULPT, AND YOU ALSO
COLLECT POTTERY AND FOSSILS. HOW DID IT
ALL START? HOW DID YOU COME TO ART? HOW
DID ART COME TO YOU?

| began when | was 4 years old. It was still something
vague in my head, but | drew all the time. My family
origins are twofold. My father’s family is Sicilian and
my mother's family is Sardinian. Art and culture are
part of the family bnA on my mother’s side. One of

my mother’s great aunts was a very well-known writer
from Sardinia, Grazia Deledda.

OF COURSE, I'VE HEARD OF HER! SHE WON
THE NOBEL PRIZE IN 1926. SO YOU GREW UP IN
A LITERARY ENVIRONMENT.

My great uncle was Salvatore Cambosu, another
famous writer. | dedicated a work to him, some
honeycombs turned into imaginary books, which

| see as depositories for an ideal nature. Salvatore
Cambosu inspired the work of another Sardinian
artist whose work | really love, Maria Lai, who died a
few years ago. | consider Miele amaro by Cambosu
to be a real masterpiece: shortly after reading it |
began to reflect and developed a great fascination
with the incessant activity of bees. | think they're
practically perfect creatures, emblematic of a higher
order. Look at the structures created by bees. They're
surprising and they are part of my vision of the order
of the world and the universe. These objects recently
inspired me to bring different organic materials
together to make some books.

YOU ALSO PRODUCE SCULPTURES, POTTERY,
INSTALLATIONS.

Yes, | also produce pottery sculptures. For example, |
recently made some ceramic pieces that in a certain
way recall trilobites, a type of three-lobed fossil. | have
some trilobites in my collection, but they primarily
feature in my imagination. Collecting them is a kind of
mania—they are beings/objects with what | believe to
be a perfect shape, but science is not yet able to tell
us everything about them, making them mysterious
and fascinating. They led me to the philosophy of the
scientist and Nobel prize winner for physics, Wolfgang
Pauli, one of the fathers of quantum physics. Pauli
discussed the question of the past with Carl Gustav
Jung, saying that science develops ideas and theories
that, at a certain point, cannot be explained further.
This led his vision of things to draw closer to that of
the Swiss psychiatrist, especially with regard to the
theory of mankind's ancestral memory. I'm certain they
were right. | have recently produced an abstract piece
of pottery, which resembles a tree trunk with slender,
wire-like branches. When doing some research on the
internet, | came across a practically identical shape in a
450-million-year-old fossil.

IT IS AT THIS POINT THAT YOUR COLLECTIONS
BECOME PART OF YOUR WORK. YOU COLLECT
FOSSILS, AND ALSO INSECTS,

IN PARTICULAR BUTTERFLIES.

Yes, the work From the Eternity of Life features a fossil
with a butterfly and an insect placed on top of it.

SO YOU COMBINE YOUR WORKS AND YOUR
COLLECTIONS.

Exactly. In White Folk of the Earth, you can see
some terracotta beads secured to a wooden panel

| found and then engraved with symbols, which |

use extensively in my work. In The Politics of World-
Building | used wax to join some honeycombs
together. | like the relationship between materials,
and what | really like is to put them back into

play. Wax comes from nature, but then becomes a
commercial product. | wanted to undo this shift from
nature to industry. Rock Containing a Language contains
a fossil with two leaves alongside elements | created by
pulverizing some limestone.



FOSSILS COULD BE DESCRIBED AS
READYMADES. THEY'RE PART OF COLLECTIONS
AND ARCHIVES, BUT THEY ALSO PROVIDE
STARTING POINTS FOR YOUR ARTWORKS.

Yes, they are both of these things. They act as an
archive because they encompass memory, while

on the other hand these fossils inspired me to start
reconstructing forms that are also the result of the
psychological processing of reality. In Dream of a
Sheidan Child, | have pulverized some limestone and
then reconstructed it with a bonding agent, adding
some ink and acrylic paint. In fact, another thing that
really interests me is the possibility to destroy and
recreate something else to achieve a sort of order,
which is naturally a mental order. For Single-Hearted
Endeavour | used cement and sand to create a
number of shapes, which | then engraved.

IT'S MAGNIFICENT.

HOW DOES IT WORK?

| create a form that is normally quite typical, such as
earthenware resembling a plate or a bowl. | recreate
this form with cement mixed with pigments and dusts,
including gold dust, but make some morphological
changes, just as would occur in an alchemical process,
and then | use a nail to engrave it with symbols. In

my personal vision this is linked to language and the
earth, as well as to the universe.

THEY'RE COSMIC OBJECTS
IN A CERTAIN SENSE.
Certainly.

HOW DO YOU DISPLAY THEM? THEY ARE
OFTEN TRACES, COMBINATIONS OF FOSSIL
ELEMENTS AND FRAGILE OBJECTS. DO YOU
USE CABINETS?

The smallest are normally in display cabinets.
Otherwise | create white bases or opt for tables
where | combine some of my works with fossilized
sea urchins or trilobites, or stones found in the natural
environment. Then | put them together. Meanwhile,
my drawings on paper offer a parallel reading of this
process.

Indeed. You never stop painting and drawing.

This is a drawing that went on to inspire a kind of bas-
relief, a piece created in limestone that was ground
down and then reassembled, which | then inscribed
with symbols, Saturn’s interiority It was as if | was
continuing the drawing process. | also created some
movements when casting the material to create a
surface that is never completely even. It's a bit like
life, where irregularity is an ideal. | searched for
natural elements, which | then treated with clay to
turn them into something new. Obviously, these also
feature in my drawings.

YOUR SOURCES OF INSPIRATION INCLUDE
CAMBOSU, LITERATURE, AND MANY OTHERS,
ALL OF WHICH HAVE STRONG LINKS WITH
LOCAL CONTEXTS. EDOUARD GLISSANT WRITES
IN LA COHEE DU LAMENTIN THAT WE CANNOT
HELP BUT THINK ON A GLOBAL OR WORLD
SCALE FROM A VIEWPOINT THAT IS PROBABLY
EXTREMELY LOCAL. GLISSANT SPOKE OF A
ROCK, WHICH WAS THE COHEE DU LAMENTIN
IN MARTINIQUE, AND FOR YOU IS SARDINIA.
CAN YOU TELL ME SOMETHING ABOUT IT?

It's both Sardinia and Sicily.

SO YOU HAVE A DUAL SOURCE OF
INSPIRATION.

Yes. | am often asked whether I'm Italian. Effectively
speaking | was born in Italy, but | am rather son of two
parts of Italy that do not resemble the other regions
of the country at all. These two islands are poles
apart. One of them, Sardinia, has a very important
ancestral history with its nuraghi and the Shardana
people, people of the sea who are still a mystery
today. | spoke about them in Scotland during an
exhibition, with Richard Demarco. Today Sardinia

is deemed to be a very closed region. However, in
ancient times the Sardinians, the Shardana people,
used to travel everywhere: North Africa, France,
England, Scotland, Ireland..., this is also part of my
way of life. | have spent all my life travelling, going
to different places, carrying out research. However,
wherever | go, | continue to see things from a local
point of view. My background in Political Sciences,
specializing in sociology and anthropology, continues
to be fundamental to my research. Since the age

of 18 or 19 | have felt a stronger link with writers

and anthropologists than with those working in my
field, that is to say other young artists. | am very well
acquainted with the circle of writers around Leonardo
Sciascia and the anthropologist Nino Buttitta.

When | lived in Sardinia, | often went out looking for
inscriptions on stones, ancient symbolic writings. |
have always tried to bring these symbols back up to
date. | have memorised this sort of abstract graffiti,
which has only been partially deciphered, in order

to find its meaning. | associate it with everyday
things. One day, walking in the countryside around
one hundred kilometres outside Paris, | found some
stones on the ground. They had a very special shape,
which recalled the Great Mothers in my mind. These
stones enabled me to establish a reconnection with
my context and my origins.
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YESTERDAY | SAW BERNARD LASSUS, THE
GREAT LANDSCAPE ARCHITECT WHO TURNS

86 TODAY. HE SPOKE TO ME ABOUT HIS

IDEA THAT WE ANALYSE IN ORDER TO

INVENT. THEREFORE, TO QUOTE MARCEL
BROODTHAERS, WE TAUTOLOGISE, PRESERVE,
SOCIOLOGIZE, WITH FOUND OBJECTS—TRACES,
INSECTS, COLLECTIONS, ETC. WE USE ALL THIS
AS A BASIS FOR INVENTION. IS THIS THE CASE
FOR YOU TOO?

Exactly. | memorised the engravings on the stones so
as to reinvent them or bring them up to date. | use
the expression ‘bring up to date’, because my vision
is closely linked to the contemporary world. For me,
memory is a mosaic that allows us to manipulate time,
going beyond the limits of mankind. Man's greatest
limit is death and so | seek to go beyond this.
Invention entails reusing materials that have nothing
to do with the past, in order to construct something
that communicates with these objects | collect, or
others that | simply look at. The creation of a dialogue
that does not seek to find answers. | don't look for
answers, but instead prefer questions to be triggered
by my work.

LET'S LOOK AT THE PAINTINGS AND DRAWINGS.
| create the large paintings with lots of layers of
material, which often contain an element that
resembles certain animals or things. A good example
is I've Been Around the World Several Times, that
canvas with the bubbles, in which | feel myself to

be incorporated. These bubbles evoke the human
condition, in which glimpses of drawing can be seen.
My work is always based on drawing.

WHERE DOES THE LINK WITH POTTERY

COME FROM? | KNOW THAT IN ITALY THE
ALBISSOLA POTTERY WAS ASSOCIATED

WITH THE AVANTGARDES OF SITUATIONIST
INTERNATIONAL AND THE COBRA GROUP
WHEN THEY ARRIVED IN LIGURIA. ASGER JORN
WAS THE ONE WHO DID THE MOST WORK
WITH POTTERY. DO YOU LOOK BACK TO THIS
CONTEXT, OR DOES THE INSPIRATION FOR
YOUR POTTERY COME FROM YOUR ISLANDS?

It actually comes from my islands, particularly Sicily.
Just think of Caltagirone, Sciacca, and all the pottery
production during the Greek period... Sicily is
fundamental, a real open book when it comes to the
history of pottery. | have always handled clay in the
countryside, so it was a natural process. | was always
fascinated by potters and this is another reason why |
started collecting antique pottery. The emotions they
trigger in me have enabled me to create something
new. This Mediterranean context also inspired my use
of gold in my works on paper.

DOES THE INSPIRATION TO USE GOLD COME
FROM SICILY OR SARDINIA?

From Sicily. The difference between Sardinia and
Sicily lies predominantly in the fact that Sicily is

an open and rich island, while Sardinia is a very
reserved, closed island, with rules that need to be
deciphered. Sicily places everything on the table. In
my drawings | use different kinds of paper with very
little colour, but there are often traces of gold dust
to be found. On my canvases, which | lay out on the
floor, | instead apply hundreds of layers of water,
which leave limescale behind as they dry.

AS REGARDS THESE GLAZES, LAYERS OR
MULTIPLE STRATA IN YOUR WORK, THE
PREHISTORIC CONTEXT AND THE ALMOST
ARCHAEOLOGICAL FINDS, | THINK THERE IS

A LINK BETWEEN THE GREAT ACCELERATION
OF TODAY'S WORLD AND THE LONG TERM.

| GET THE IMPRESSION YOU'RE STRONGLY
INTERESTED IN THESE LONG DURATIONS.

I'm interested in time in general, and therefore also
in long durations. In fact, the layers in my work are
like fragments of stories, hence the relationship
with time that | have always wanted to be able to
manipulate. It is their conceptual link with time that,
according to my way of thinking, transforms them
into deposits of memory, magical talismans of a
sometimes parallel world on which | seek to mark
out a human message that forms part of the history
of the cosmos and is targeted at the future.

My interest in memory is born out of several
considerations, but first and foremost out of the
awareness that our identity is the history of the
generations that preceded us, written and told in
and by the system of tangible and imaginary symbols
that represent it. To this | want to add, by way of an
example, something that | believe to be strongly
linked to what | said before: ever since the unification
of Italy in 1860, ongoing attempts have been made
to wipe out dialects. There are twenty regions and
therefore twenty or more different languages and
cultures. For example, in Sardinia, the real Sardinia

is deemed to be the central part of the island where
| was born, Barbagia. The rest of the island is a bit
different. So, in both Sardinia and Sicily, several
islands exist alongside one another within the islands
themselves. There are different languages, different
symbols, and all of this is very fragile. By this | don't
mean it is all disappearing, but | think that today the
language of art can seek to recover linguistic values.
Deep down, languages are symbols, pillars of identity,
which are threatened with extinction, but which can
be relaunched as part of a harmonious temporal
vision, in keeping with art.



DEFINITELY. THE SPECTRE OF EXTINCTION IS
VERY PRESENT, NOT ONLY FOR DIFFERENT
LANGUAGES, BUT ALSO FOR HUMAN BEINGS.
LET’'S TAKE BEES AS AN EXAMPLE, AS THEY
FACE THE RISK OF EXTINCTION. AS THE
ARTIST GUSTAV METZGER SAID, WE ARE
EXPERIENCING A SORT OF POTENTIAL MASS
EXTINCTION. AN EXTINCTION NOT ONLY AS
END OF OUR EXISTENCE, OF OUR PERSONAL
LIFE, BUT POTENTIALLY THE EXTINCTION

OF OUR SPECIES. IT IS AN EXTINCTION OF
MICROORGANISMS SUCH AS BEES, BUT ALSO
A CULTURAL EXTINCTION. AS SUSAN HILLER
DEMONSTRATES IN HER MAGNIFICENT FILM ON
LANGUAGES1, LANGUAGES DISAPPEAR EVERY
DAY.

It's true. Going back to bees, their construction
processes are the result of agglomeration. Bees’
nests are the result of these incessant processes. This
continuity is comparable to the history of humanity.
As regards history, | think it necessary to seek to
frame it within a process, a continuity that has to
consider the past in order to be able to bring things
up to date and, as | said before, to be able to look
to the future. Here is a piece of 13th-century Sicilian
pottery from my collection (fig. 6). Drawing helps
me explore it and, although my drawings and this
piece are in relation to one another, the production
of the former is independent from the latter. | see
something in pottery, which subsequently becomes
integrated with and comes back to my memory and
my story. This is how my creative process starts.

THE IDEA IS THAT THE FUTURE CAN BE
INVENTED WITH FRAGMENTS OF THE PAST.
Exactly. | am not looking for perfect objects. | am
looking for things that are testimonies of life, things
that are depositories of the past, depositories of

a story. That which | call memory is, effectively
speaking, the direct line that helps me look to the
future.

WHERE ARE YOUR COLLECTIONS?

The pottery is in my studio in Sicily, although | would
like to bring it to Paris. The trilobites are in France,
because | often need them. It's not a physical need,
but a mental requirement.

THIS IDEA OF LONG DURATION OR OF LONG
TERM IN AN INCREASINGLY FAST-PACED WORLD
ALSO TAKES US BACK TO THE SUBJECT OF
SLOW FOOD. | READ THAT YOU WERE A SLOW
FOOD PARTNER.

I've always been interested in food and | love cooking.
Many years ago, a left-wing movement developed

in Iltaly called Arcigola—originally affiliated with Arci,

a cultural association with close ties to the country’s

biggest progressive party. There were very few of us

to start with, just a few hundred people. | was very
interested in the question of cultural research into food
and wine, the produce of the land, and, above all, small-
scale local production, which was totally opposed to

the large-scale production chains. Sicily and Sardinia
both boast a very important gastronomic culture and
therefore this theme really gripped me. The movement
went on to become global and | have never lost interest
in it. Unfortunately the slow food philosophy is not very
well-established in France. When in Sicily | always seek
out small-scale producers and purchase their products in
order to contribute to what was the original spirit of slow

food.

IT IS YOUR MOVEMENT TOO.

(Laughs) | create a personal movement.

| also wanted to show you this pot from Caltagirone,
dating to around the 16th century, which forms part
of my collection. The Arabs arrived in Sicily before the
10th century and their presence was felt on the island
for long, despite the arrival of the Normans. Then

the Sicilians forgot Arabic writing and its characters.
The decoration on this pot is called Siculo-Arabic; the
potter had tried to create designs that recalled kufic
characters, but without giving the object a complete
meaning typical of writing. We spoke before about the
disappearance of languages and here is an example,
which is linked to visual memory through symbols and
writing. This is why | am very attached to the book as
an object too.

WE ARE HOLDING AN INTERVIEW THAT WILL BE
PUBLISHED IN A BOOK AND | WOULD LIKE TO
KNOW WHETHER THERE ARE ALREADY BOOKS
ON YOUR WORK.

There are several. One of them regards my visual
interpretation of Goethe’s journey to Sicily around
three centuries ago, which was a twofold experience
for me. The first was Goethe's journey and then his
book, the other was the series of personal reflections
that it aroused. | was struck by the meteorological
description of Goethe’s two-month journey around
Sicily. In relation to climate change, about which we
talk so much today, | wanted to assess the possibility
of comparing the weather from the two eras, that of
Goethe and the present day, in the same area and

at the same time of year. | followed in his footsteps
on the same dates to discover that there are not
significant meteorological differences between then
and now. Back then too there were major changes in
weather conditions from one day to the next.

GOETHE KNEW A LOT ABOUT ECONOMICS. |
HAVE STUDIED ECOLOGY AND ECONOMICS
AND | KNOW HE WAS IMPLICATED IN THE SAME
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MATTERS VERY EARLY ON, WHEN HE WAS
MINISTER FOR THE ECONOMY.

It's true.

Two years ago | exhibited in the recently restored
Palazzo Montalto, a 14th-century building in Siracusa.
| placed four old tables with objects and drawings in
a large room. These objects were pieces of pottery
and found objects. For example, | had salvaged
some bricks from a house being demolished and |
put Indian ink and other materials on them. This was
how | created the Sicilian Footsteps (fig. 8) series,
building a story and giving a new life to these objects
that had emerged from destruction. For another
exhibition held in New York last year, at 20th Street
Studio Pro-jects, | combined my own pottery with
16th-century Chinese pottery, grouping it together in
cubic containers open at the front and hanging from
the wall.

WHEN YOU CREATE

INSTALLATIONS BY COMBINING YOUR POTTERY
WITH ANTIQUE POTTERY, DOES THE CHOSEN
POTTERY BECOME PART OF AN ARTWORK

OR DOES IT THEN GO BACK TO YOUR
COLLECTION?

It is part of the artwork.

LIKE Al WEIWEI, WHO USED POTTERY SHARDS
TO CREATE NEW PIECES. YOU PRODUCE NEW
WORKS USING OLD PIECES. AS A RESULT YOUR
COLLECTION DOESN'T GROW, BUT COULD
ACTUALLY GET SMALLER.

In effect the collection grows smaller (laughs). What's
more, they're fragile objects, so there is also a chance
they might break. The collection is never static, but
is continuously in evolution. This is why | never stop
looking for new objects and things in order to revive
it within a dialogue with my works.

WHAT ROLE DOES MEMORY PLAY IN ALL OF
THIS? THESE FOOTSTEPS ARE EVIDENTLY
SYMBOLS OF MEMORY. WE LIVE IN AN

AGE IN WHICH WE HAVE MORE AND MORE
INFORMATION AVAILABLE TO US, BUT THIS
DOES NOT NECESSARILY MEAN MORE
MEMORY. PERHAPS THIS IS WHY ART FOCUSES
ON MEMORY.

| find that the hyper-production of information in
modern society tends to lower our level of perception
and, above all, our grasp upon memory. More
information in no way entails better information
quality. Through memory, we naturally select
everything that continues to have a meaning in our
life. Everything irrelevant can be forgotten. Our head
helps us to make this selection. The bombardment
from the information society poses a risk that this

ability to be selective may decrease and our memory
may become a space in which information is forcibly
inserted; if we exceed the capacity limit we risk to
loose also interesting information.

WHAT AMAZED ME WHEN | WORKED IN
MILAN WAS THAT THE ENTIRE CULTURAL
CONTEXT, EVERYTHING EXTRAORDINARY
THAT HAPPENED IN ART AND DESIGN IN THE
1960S, WAS CLOSELY CONNECTED TO CERTAIN
MILANESE COMMUNIST BOOKSHOPS. THIS LINK
WITH COMMUNISM SEEMS TO PLAY A ROLE IN
YOUR WORK TOO.

| was an activist when | was in high school. ltaly was
going through a very particular period in the 1970s,
marked by great social tension, with all the power
firmly in the grip of the Christian Democracy and

the other central parties. The so-called conventio

ad excludendum—an agreement to exclude the
Communist party from the government—was
something absurd. At the time | was fascinated by
Enrico Berlinguer, who had attempted to break this
circle of exclusion to restore the progressive ideas

of the left to the heart of the country’s decisions,

by seeking political agreement and dialogue with
the other dominant powers. At that time, | was also
studying another person, who was also Sardinian like
Berlinguer: Antonio Gramsci. Naturally | never met
him in person, but his thinking strongly inspired my
work. My admiration for these men has always led me
to react against power.

In Italy, as you have rightly said, there were
organizations that published books in Milan,

and elsewhere too. This was the result of post-
revolutionary dissatisfaction, if that is how to describe
1968, with subversive organizations such as the

Red Brigades, which used violence and terror to try
to change the state of things in their own way. All
this failed to achieve anything, except for very bad
memories of that period. However, | feel there was
something positive in all of this, given that Italian
young people played the biggest part in this political
battle and were very active at the time. It was a very
particular situation, as was also the case in other
European countries, such as France and Germany
which had activists and organizations with similar
aims, although the Italian situation was far more
explosive.

| have kept my ideas, although | have moved away
from political activism.

YOU HAVE LIVED THROUGH A PERSONAL
DRAMA THAT BROUGHT YOU FACE TO FACE
WITH A POLITICAL INTRIGUE. YOUR BROTHER
ANTONIO WAS ASSASSINATED IN CUBA
TWENTY YEARS AGO AND IT IS INCREDIBLE



THAT WHAT HAS JUST HAPPENED TO THE
YOUNG GIULIO REGENI IN EGYPT IS ALMOST
THE SAME SITUATION.

| find the fact that the story is identical to be very
disturbing. Even the fact that when the police told
us about my brother's death they said it was a car
accident. We only learned afterwards that he'd been
tortured.

IT'S ALWAYS THE SAME STORY. DID YOUR
BROTHER GO TO CUBA FOR POLITICAL
REASONS?

No, my brother was a great traveller. He was a year
younger than me and had been following a similar
path. We never used violence, but we were heavily
involved both intellectually and socially. We accepted
the car crash story initially. It was only afterwards that
we learned he had been tortured and his organs had
been illegally explanted.

WAS THIS DURING THE TIME OF FIDEL CASTRO?
Yes. The judiciary opened an inquiry. Given the case,

it was covered by the international press. Numerous
questions for the Prime Minister were raised in the
ltalian parliament, but no conclusive answers were
received and our family friend Leoluca Orlando, mayor
of Palermo, wrote to Fidel Castro. Castro had sent out
his ministers and officials several times to provide proof
of the traffic accident. On each occasion, Interpol and
the competent magistrate discarded as fakes these
elements of proof, which included photomontages

of the accident, video montages of the autopsy, false
medical records, etc. It was a state affair and we were
informed indirectly that it was a crime that had nothing
to do with the accident. At that point Cuba decided
not to provide any more assistance in establishing the
truth and so the magistrate had to dismiss the inquiry.
Cuba and its president imposed a silence that remains
in place today.

DID YOU NEVER FIND OUT WHAT HAPPENED?
No. We know he was tortured and his organs were
illegally removed. We were only able to identify my
brother through an X-ray of his teeth.

THIS SEEMS ABSURD. HE DIDN'T GO TO CUBA
AGAINST THAT GOVERNMENT.

Absolutely not. As | have already said, we never
considered using violence as a form of protest.
|deas and words are sufficient. In this case he was on
holiday.

IT WAS EVIDENTLY A DECISIVE EXPERIENCE IN
YOUR LIFE.

It had a great impact on my artistic production. After
the death of my brother, of whom | was very fond, |

had a problem with myself and the rest of mankind. |
emerged from this by producing a series of figurative
portraits, which | worked on in secret for many years.

YOU CHANNELLED YOUR GRIEF, IF THAT'S THE
RIGHT WAY OF PUTTING IT.

| produced the Silence! series. It was a paradoxical
reflection on torture as an absolutely normal and
acceptable part of human behaviour. | did all this
with heads | produced. | used modern materials such
as plastic and earth to obsessively create heads that
looked around.

VERY INTENSE. IN WHAT YEAR?

Starting from 1998, that is to say four years after

my brother’s death. | needed a few years to process
everything. | was so focused on this issue that one
day | picked up a copy of the International Herald
Tribune, which featured a photo on the front page of
an American prisoner who had been tortured in Iraq. |
looked at the photo, which was really beautiful, albeit
dramatic, and | had the immediate impression that it
was a false. That took me back to the photomontages
produced by the Cubans.

IT TOOK YOU BACK TO THOSE FALSE ONES.

So | painted over the newspaper photo with red
watercolour and exhibited it in New York in an
exhibition at the Italian Cultural Institute. In this series
of watercolours on newspaper pages, | re-established a
connection between human suffering and the drama of
torture. Just four or five years ago, an American soldier
revealed that a planned series of photomontages

was produced, to be shown to the world as a whole

via the media, and they included this photo. I'd felt it
immediately, at first glance.

THE TRAUMA OF YOUR BROTHER'S DEATH LEAD
YOU TO FIGURATION.

Yes, it led me to figuration. | spent a certain number
of years looking back at the pictures of my brother’s
autopsy and everything written in the police reports on
the presumed accident. | created some images in my
head on the basis of these documents. It was through
this figurative process, linked to my work as an artist,
that | managed to get through the most dramatic
aspect of my life. | have to thank art, because it is
thanks to it that | was able to get over Antonio’s death
and do not nurture hatred in my heart.

SO, BY PROCESSING YOUR GRIEF YOU WERE
ABLE TO OVERCOME IT.
However, it was also a work at various levels.

THIS IS WHAT MARLENE DUMAS SAYS TOO. SHE
TALKS A LOT ABOUT HER STATE OF MIND WHEN
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SHE SPEAKS OF TORTURE, VIOLENCE...

These memories continue to live on in my head,
albeit in a slightly romanticized manner. The story of
my brother’s torture and death is linked to a more
general story, to everything that happens in the
world, to war in general, to the ongoing violations of
mankind. All that continues to live inside me today,
but eventually got over it. Art was a means for me,
or even a real requirement, in order to be able to
handle this experience. | didn't realize at the time, but
drawing a given situation, writing, painting, taking
photographs, and so on, had become almost an
obsession. | did a fair bit of photography at the time,
but | moved away from it after my brother’s death
and because of it. | had seen all the photographic
documentation on his death and at that point
photography became unacceptable for me.

PHOTOGRAPHY LIED TO YOU IN A CERTAIN
WAY. PHOTOGRAPHY WAS USED AS A LIE. IS
THERE ANYTHING WE HAVEN'T DISCUSSED?
DO YOU DO PUBLIC COMMISSIONS? DO YOU
HAVE ANY UTOPIAN PROJECTS, OR ANY
PROJECTS THAT ARE TOO BIG TO MAKE? DO
YOU HAVE ANY DREAMS, ANY PROJECTS THAT
HAVE PROVED TOO EXPENSIVE... AS YOU
MAY KNOW, A RECURRING QUESTION IN MY
INTERVIEWS REGARDS PROJECTS THAT HAVE
NEVER BEEN DEVELOPED.

A few years ago | started working on the subject of
migrations, but linking it to a utopia. Have you ever
heard of Atlantropa?

NO, | KNOW OF ATLANTIS, THE PROJECT OF
THE GALLERIST HANS-JURGEN MULLER IN
GERMANY, WHO WANTED TO CREATE A SORT
OF UTOPIA BEFORE HIS DEATH, BUT | HAVEN'T
HEARD OF ATLANTROPA.

It was the project of the German architect Hermann
Sorgel. His wife was a gallery owner and she provided
the financial backing for her husband’s re-search

into developing his utopia, namely Atlantropa. It
was presented to the whole world in 1929 via the
international press, and it featured a dyke to be built
in the Straits of Gibraltar, and weirs in all the large
rivers running into the Mediterranean, in order to
cause the land in the basin to re-emerge through
evaporation. On the one hand, the project wanted
to reclaim land for agriculture, while on the other

it aimed to create links between Europe and Africa

in order to establish a single continent. Sérgel also
foresaw the consequences of the climate changes
that would derive from this large-scale evaporation
and which would, in his opinion, succeed in reversing
the processes of desertification. The massive public
works needed to build the dykes and the connections

with Africa, in accordance with Sérgel’s plan, would
have taken the world economy out of the widespread
crisis, resolving the employment problem which was
particularly dramatic back then too, as well as the
problem of energy production. In fact, the dykes
were intended to be used as enormous hydroelectric
plants. Perhaps, through the development of this
utopia, the world would have been able to aspire to
balances that are very different from those in place
today.

HANS-JURGEN MULLER'S PROJECT, ATLANTIS,
IS FROM THE 1980S AND | THINK IT MUST HAVE
BEEN A REVIVAL OF ATLANTROPA.

| think so too. Atlantropa was in 1929. Consider
that one of Sérgel’s assistants, picked to design the
new cities, was Le Corbusier. The project involved

a very interesting group of thinkers. However, Hitler
had plans for Africa too, albeit plans of military
conquest, and he therefore ordered the production
of a film, which won an award at the Venice Film
Festival, not for its quality | would imagine. Through
his film, Hitler aimed to put a stop to the growing
enthusiasm for Atlantropa. Sérgel continued to
publish his books, so he was arrested by the Nazis.
At the end of the war he carried on looking for
financial backers in order to attempt the creation

of this utopia. Unfortunately, while cycling to a
conference in Berlin, he was hit by a car which drove
off without stopping.

PERHAPS IT WAS MURDER.

I'm sure it was an assassination. | was fascinated by
Atlantropa as a large utopia, designed for the old
Mediterranean, now at the centre of a huge crisis. |
painted a watercolour for the Atlantropa installation,
which would have been created with jute sacks, a
large gilded ceramic olive, flags on the walls, also
made from jute, and some honeycombs placed on
small shelves.

SO, THIS WAS YOUR UTOPIAN PROJECT.

Yes. Jute sacks are still used to transport goods
between Africa and Europe. The flags are those

of a country that does not exist, which does not
need symbols or borders, just like the olive tree,
represented through the gilded ceramic, which has
been a plant of peace throughout the Mediterranean
since antiquity. But, above all, it is the sublimation
of the idea of the journey and this idea of utopia,
embodied by the perfect product of the activity

of bees, which represents my greatest dream: a
peaceful world, without borders, in which the work
of man and nature can live alongside one another

in harmony. This dream was also interpreted in a
major exhibition called ‘Nel Mezzo del Mezzo' ('In the
Middle of the Middle’), organized by three curators



(Christine Macel, Marco Bazzini and Bartomeu Mari),
who developed my idea, inviting eighty artists to the
Museo Riso and other places in Palermo last year.
This is a utopia that has been achieved!

Previous page:

The floating brain, 2016

Acrylic, charcoal and spray paint on canvas,
160x200 cm

Artist's atelier in Beijing's CAFA
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WEFNEEA BERMENRREERRKK-HF)
(Wolfgang Pauli) WEZ1E S, AR THEERER
KIR - HETEE K- (Carl Gustav Jung) iFigid xF

‘TR WA, wiERNFRENBICAEEMERE L
TEZH— SRR E . XAEEFNEMSYNE EFR
R OEFZRREIER, 532X TALSLHEICIZRIE
8. WIAAMIRIERN . BERIALHET— M EH SR
fFmm, — N XUBEFHBLEIRNARAIN T £ RIEH
RE, MR T —RMZSTFHFRINNMAE R SEER
TR AR

R IEE AN MR AU R A T RRAY— RS RIS e
ta. BR, LHEMERIIE?

KeL#: 29, HWEm (RELEHHIXIE) (Fromthe
Eternity of Life) FEiA—REJIRFIE RN A,



NHR: FREMRISRRMERFIRSS MM S E—IE,

KENED: BIFANLL . 7E (HEKAIEEHEEE) (White Folk of
the Earth) &, {RETLABEI7RME A0/ NEERE B ETE RN
HiES, Bzl EEERABNNGS. BERNIERTZIR
{ERXTTEIE, £ (EREGEBLES) (The Politics of
World-Building)F, A —LEELarE—E, XS
RAEZHRZENXR, BREEERNEBEEIIES
E—RNERERETEAT, BHEERTER, REE
REXNMNBRAEITIRIERE, (BRIESHERA) (Rock
Containinga Language) i2EEAKREMBEZ EMHE—
MEE, BSHERAFRASSE—RINER.

XHR: BRI LA EER A R, SRR —30
5, (BEilBaEAEHNERERRERE—ITES.

KEED: 28, W ANBESRXBEMNMISR. ENEHREEH
B, At B EAMEZRNER, 5—HFAXLUATE
BT RE BN AN . IIMENEEHBE AITH
STHFROEBIARNE R, £ (EREZFHE) (Dream
of a Sherden Child) XMEm™, HMIET—LAGKA
FRA—EHMEFERER, HEFRT LB KINHEE
Bkl SLhr b, B—HSERMBHNEB R EHEAER
b 47, NTIABEE—MRFENT M. BE2—FE
AMAROERF. & (RENE ) (Single-Hearted
Endeavour) IXMERH, BERTKEBMDFRENES A
Rz BBl

NHR: ARRT FR! BpXMERE UMD SERRRIE?

KELED: BAKEE—NMREBRIEE, K- RF
BRI, ZEBRREAMNERAIKEBERHT
BE, XIGEIREEREMN, BERSLERNE, &
ERIFELEZ EfFS. £HEKR, KX EFRIE
BRXMEmMSEEMEIE TERR, EMSFHERKRE
—&7,

NHR: NEREE L BRFEPI—E85,

Kel#h: SRZ2R.

R SRR AR ERXEER? SlIBEEHNRAR
MG E, SHanENSZERYRESE—E. ERTH
%, Be{ERRRIEIR?

KEE: RNN—LEFREBEHBBIRMENETIET,
HttH—RSM— I AENEESEERERF. £RT
ERSRBHOERN—LBERE=HRNLA, EHE
REARDHIBALRE—IE. B, BRI LEEE
&L, BRI REM—EFITHRE,

iXHR: SEfRLE, (RAKIELEE SHEREFIKFEHE,

KELED. LEAILAR B A —FXZR . XA RE AR
ALEIE, BAESBREEHTENSE, REEMZ L
S, a0 (E2R9REB) (Saturn's interiority) XMERR.
XFIFGERELENSRRES, AR HE— N FR2KEN
REM, BT Lo, XERGER, FRISES
EREN. RIGEISERANTE, BRAMLILE, B8
MERFHET. RER, XEHERAEERIE =,

iXHR: RAOR SRR EEIRRER . NEMMHEEDR, XLk
FEHS5—MI B RIFHXK, BREE - BEXRE
(Edouard Glissant) 7£ “La Cohéedu Lamentin” b5
3 BOMELtE— T TMRisEEENRNAESHRSE
MR BEFRISTRIER, MRSIRERACohéedu
Lamentin, 3HRRRAT LR 2 T 5, sEFIFKIKEIH?

Kel#: R T BthEARE.

iNHR: FRLMRBEMERIR BEER,

KH#: BN BEEHOARECREEFZEERAA. #
IENR, BHEEEAF, BREZFA—IMERTIHI T
LAREMX XHEIBNZ T KBNS E. #
TEEXTFEATANEXAPMAREENHREE. XF
MAEBEBME, ESNMAFETFSHETA, REHIB=M
—REELBEMIEERE - @552 (Richard Demarco)

RENSMEA]. NS, MT SHWIAMER— NI EEHANX.

RMESER, BT BAREIBTRRIRT, tIINETE
RALIEGEE. ERZ, BIRZHBREZSH, XA
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EFEHR—ES, NS IPEFTEREEIRT, BHA
B S HITHR. B2, FECRETME, RARRER
BEGHIEMHNNAREFEY. BNEEEERBUAR
2, EREHSFNARE, XERNARHRE. BNt
J\NZE, HEEECSSIERMARZRZBERFIAIEL
R, XMBRKRBEEETERXMNMUSNEMBZ AR &
FIERFERMNZ - AL (Leonardo Sciascia) FIERE
FLARAEZRRBE - 185 (Nino Buttitta) FURRKRE
HIRAZ

BRAEMT BEMER, REBIEIHREGL EREX
MAETRKRIAEFSENNF. A —HEESHEXEFS
O ZEE. RELRICEXEMRRT, FEBSA
BFELWBENMRANEFHNER. RBENSAES
FREE—RE. AR, RECEBER—BS QBN
SRS FEME BRI — AL, BNEEIFETENIRK, X
EIRAEET (FBARRIEDHE) (Great Mothers) XMEm.
e EFR IR SIS ERIER R .

X EREBRTANE - KiEHR (Bernard Lassus),
BE86SHHRNSUMRBAZER, thIRH HEMAIMSA:
AR AT . Eit, SIBDER - MikiLR (Marcel
Broodthaers) RUiERi, HAIBAEMAIXLEY R (JRiE,
ERNWENYRE) REER. REHIEHTESWK. B
iR LEAE R BIFRRIE R IRBIXLIABIB?

KYLE: TEIER. HCRTFXEAERL ENFSEE
TEMLEENHERBENFRZML. HERT “HE
F|MA” XHENOFR, BAZRNNBERLSAHR 3
kiR, 22D, RIFHAIIRNETE, REAZER
WPR . ARKHIRHZILT, ATURBAX—<R LI KR
. BT EBHRINASEETE RN REELREE
B EMEKNNIRIBERZREER. BEIEXFERIITIE
FAARBNTIHER. EMNFASHER, RMEEXERK
AIYEmS I RRYERR

X WEBRNE—TXEEE.

Ke#: FRRSERAHFE, XEMHBERLE—M
KRN IRRITTR . REBNEIF 2 (RELEK

FXHFRMREZIR) (I've Been Around the World Several
Times) X/MER. XIEFRFBEERE. KBEKBECSH
TEmBLA—IR T, XL EEIREE T AR, (FERYIZE
wEEKmET . R BELEREM EBHITEmEE.

N SPEENEREMITRIE? BMETESAH,
S5IRE XERIRFELEIVE (Cobra group) iX L5k
SAREEFEHHIERS, teIFMIEL RApER~ET—
BEXEX o PIRRTE/R - 78 (Asger Jorn) BHIFMIZEER
ESHZARK, RREHERIXEERAR, ER2RIR
HRBEBERBAENRS?

XKHLE: ENRERERRINBIS, FI2ARES,
BIB-R/RIBEF W E (Caltagirone) . B~ (Sciacca)
FIERTHAR BB LMD RE1E M, K EIDRSA0 D SR, FAFIE R
Bk, ER—AEEAMNB. BEEESNSHTITR
&, XEATH T MNERNERE. BRREWBERSI, X
BERAMTATFRBE S MEENERER , XL ERR
D5 RRBREA R AR eIF, Xt BN RED
BRRERRIER LERSH.

X EERPERAEHE—AINBERRTERERE
BT 5E?

KEE: KFETARE. AREMNHT BZAREENF
BRETARERANMEEENSIE, MET SHIEE
NRFHEHE, BREBHFEZENME. AREALHA
HoRAERE L. ARNERE, AARBERMRKKIORD
NE¥, BREEKISHIRIT . FiEHE N HEt
£, B ERSEK, XFEKFTZERESETKE.

N EFRERPIXEMEE R B R BRI
MELHZERM, ANPHEI CERLERPHHSHRNISEH
SBZEANBKER. BRERREXLEEANHLEEREN

A\Y4
7N o

KEVED: SRR AT [E LB R B, 3 IERH
BRBRNL. LR E, HERFPHOERAE—D—1E
HWERR. IUESEREERSHENXR. £KE
K, MR XM S E RSB R B A L R ITIZRY



—E#D. MREFTHRN—TEERTHENFSFH.
HIXEEB N FTRERERCAZRNER, XEAERN
SESNAFEHNESHE, WRKBET X,

BZFUMEIZREXBEETREER, EEENR
EEXRERIFNNESMINREERBBHEEENSE
S ALEE, BENHERFRIEBEARMENNFS. 33
FXREEBBI—MIFHAR—T, XM FSHZA
FriRaZ AR : M1860FRARFE—F A, HEBRT
SHEANREL EXFIREHMEK, —+MESE
EZSHARIES X, 20K, T 5, EIERE
TBEREBISFOHERERLIBK, HHHEEBE,
BT SRS BRNERRAR. B, T B8
PR, ERBISMBISZERKRE, DEFRNIES M
S, BEMNWMRIESE. RAFRRXEESMXHIELEH
K, HAASKRBIZANESTUERXEESHN
B, BEH—FR, ESEMFS. EBMIARNE, EN
FIEmEIRKERNER, BT LIBE S ZAREKRE—RNT
MR E,

FJUEENR, MUSHEEXRENRRIFARR, ARIE
SHZSHEMERIRXFENER, AXtEEEEIEXER
BLA . FAILAZE AA, B EAEIRRENREK . ENZE
ARREHE X - Z5KIE (Gustav Metzger) FFift, FAIIE
EZHRBENKKE . MIENOFEMMAEES
K, TATX MM BEB W RERNER . XANZ2
WMEBEX R ERIK S, B ICRYHT . IEMNHE -
JE#) (Susan Hiller) X FIESHESERRIVIRHEE, 1B
SBXAHEK, XEFX. DR EEAFER LK, BERN
FZIESEENEMERNER, BENE M RE EH
TSR . XNFEAMANS 2T LAFI A KR B it 1718
MR . X FHERE, FANBVEE—NIREFNE
EREE, XNMFENEEEEEREELUERBERS
MAEEEE—E, B, MXZARIN, XTEETEE
BERBLE AMNBERR, XEF BRI — M3t LR
PEEE. KEBHETEHBITEANRE. RERNSEER
MXHERZ BBRR, ERNSELR M7 FIXLME
A, REXLERPRMNRATUSHICIZCNHES
NESE—RE. RRLESEMSXEFBRN.

HR: (RN Z R — & R ERAES RIS R R

KelE: RO . BAARAESH=ENYR, F—H
ESHEALUCIEERRIARA, BT LIFMHEE XSS/
. XMBHXIEIZHEN, BERHNR, XEEKRE
ERFKAIES,

iHR: RAGUL R ERTEMRER ?

Kel#: BRERARESNIEZE, EAREIEHH
MEERERK, ZHRUAEHEEE, BAKEETE
REE(]. XAZREANBHABKRTEE, BEI2FKeEF
A O R KR

NHR: EHRBRTENMRE, XEEARHEEEESER
ITHE—PXFIERNER, RMERE—MERENE.

KI#: F—EHHRERERMZIE. RSEH, BXF
FREIE—RIArcigolalEEIEE . ERVIEMArciBL
RE—RR, MArc2— M SRANRERHHARRE RS
BENSUWAR, EaIRFHERBLEANRE, BXXE
.. RIEMEN AR BIRIEERGE, FHIENE/N
MBI E MR AMENEF=, AAEMNHT S0
EEEREENMN, AEENET—EHRSIEHK. B8
IERNIRET BRI, B NRITMEREXE. BRENZ,
BEXHUAEZEHISERFNAREREX, AR
1®, REEERNNENEF=E, FEMNEAIBBEML~
AR 18 B S S 53Rk

X XBRRIERN—151ER,

KeF: (R)EFE T PAED . HIRBS(RETR—F
EXMMRREFRP (Caltagirone) HREIEF . X4 #
FRIBSERATLUEHRN6H L, XM EFth 2T —FB
7. WAMAAEIOHCRIZIAAAE, FEEARESE
ETRA, BEEESAZRBIKZITN. 2 EFAEE
SIC T AR F . XAMEF LR IR RARE P E S
BI${H1E (Siculo-Arabic) . MBI AKE IS S
iR, ERIREEX N BE— N TBHNXFE N,
BNZARTIESHER, XRERZ2NF. XMIFE
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BRSHINFEE TRICIZHERR . X2 TAXS
BHOKBA G — B

XH: MR BIESLREE, BREMERETEEEX
FRERBIBIETIR?

KeE: ERFE—LERT. Hh—ARXTERI=EEL
AR AR R L, XY HERIRE—MNESR
o B—ME2RERRENBE, B— N2 HHR—
RINNMARE  REAEARERHATBHENSRER
MRS EER. WTRREN, RMNSRELITIERS
7o BRSBTS RN MEX WA SIRHITHE,
HREAM XA —FREFRIRE. TEREHEENAEEE
BENETHTER, FIREKAWMEHRESIRSES
RARHIARE, ERRERARSEMERK,

XH: REEBRSEFZNMR. RESESENEFR
2. BHMiEt RESEFEHAIHEMRRB X LEERRE.

KELED. (R EE. RERl, BERIEEENREBRIES

(Palazzo Montalto) (—EEN F 1Bl FEEFEAV141H 2RI
) FEHERERE. RE—NABAREERNAEE
mENKEIHNREFLE . XEERE—LMERFIERMN
e, Ltk ARG EIN— LR RisNENPINER, BF
ENEE S/KFNE MR EEBHTEN, B2 XEEEE
i (FAFEMIE) (Sicilian Footsteps) RIEMA, BT
—MNRERFXEREE TG FNES. EFETAN
20KEZATEEFE DS —MNERES, HEECHMEEE
f6tt CHNPEMESESE—E, BhiloBxHF AR
BeEA, BKER[AIETH, BEEEE L.

X SRS ECHMRINEERNMRBESTE—EM,
EBRMEERMRSRER T ZAERN—ES, ERES
RN ERRIU R Z P ?

Ke#: EREARERI—EBD.
R MR SIR KRB R i R R RIER o (RFIERY

fEmEBMERBIER, SRFIHEEHRFENRTE

7,

KeENgh: RORe, AW EME®D (X) . EEEE, AW
ENHEZHRINR, REDMSBITHR. KEUKIZE R
EFHSH, ER—MFEARER . XMENTATKMN
REARF T HFHI @, LENESEIFRAIXIE
SPIRIGHTE

N BBRICIZEX—IPHETHARBIR? XL E ik
EARICIZHFE S, BINEE— M aeiEMIIBEESER
BIEHE, ERXHFEHRERNSBESHEIZ . ATEEX M
BAFLZRSFEXFCIZZNEENIEE

Kel#h: HARRARLSERHRELRNRASEEIEA]
RRERAMIICIZHOEE, ESNEEETEREES
RNERRE. BEICIZ, FHNREARNSEFRIBLXIHA]
EBEXHNERA, At AAXNNSHIES, FlIR9%
A BN EA MBI . ERHSHIXIRIEEXMIEEN
BENBREEAXEE, BMNNEIIZETEEZMAHEFMHE
SENZE; MREEEBI TR, HNEREXERS
BBHER.

X BER=TIERHLRBRRIRS N BERIFRIL
SE, FIEREE201HZ60FERERMIGITEARLE
mJLVFHAR=HTENBER X X537 E XA
RUFBERIOEREBFRMFR.

KEN#: HESHIRR—MNBUEE D F. 20t L£70FK
MEXFIELH—MFBIRETEE, HEEDRK, FrEN
NAOBFEELRERZMEMNFERIREE. TIEHN
"conventio ad excludendum" MY 7= 75 HEBR 7E L
29, XRAEE ., BRETH B E T - WA (Enrico
Berlinguer) iRIRIKE|, B LI EFTHIXFINZ, EFE
ERNELERADMEERAIRKR, t—EFRKIEAM
PUB SR B N S T3S 1E . SRR R IER R I B4 —
A, R UME—HERHM T BA, TARERLRERRE
B - B=1878 (Antonio Gramsci) . BRI ER
H, B2t BRERXYEAEREZ IR K FXIXL AR
RERZSISHI TN,

FERKXF, WIRATIR, 2B —LERER=EHibithT5
HRFHE, XENEEDAHENER . MRXFTLIFE



BI1968FERIRIR, B—ERIE R (Red Brigades) iXHEHY
BB MELERARNNAHFERIXEN T LR NITS. X
LESERIY, BRTABIMERBTAFNEIIZZ 5, B
2, RN FEN T ERRMNES, BERAMNERAL
BMERS5BUANRARMIEES, HBEIEEFR. BE
— MREBINES, RINEMBERB R0, FaEEN
BE, BEENERNTSEHRMAR, BRAMNIE
REFRE L, RERTEXLEEAED, BRERR
BFECHEL,

N (REEFEBEREERXRRIMENBIEHER, REIR
PEFEREMEC+FAELBHENRN, XSRFAK
H£MFEE - MR (Giulio Regeni) TEIRRERELTF
EREMER.

KEVED: MIREELFNE 8, iIEAFEERD, ERE
IR BRI —HRBEW, FNEFEA SR
WIEREITIS

XHi: SRR REE, (RAIEFEEAKEREARmELRE
B915?

Kel#: F2, HBHE—MEKRAIIRITE . L /N—
%, ETNHRBIURER . BIONRERRES, BRMS
SEAMUSENNEERRS. HEOEZTRES
AR, REERA MEMETHEITE, tAISRER
IRERBIR T

NHR: BB ETHARIERIR - REMS S HIATRANG?

kg B8, HEEASHTTRE, XPMEFHERE
CHREET ERXANESRMNNERIEETRSH,

BREEEANEICHNER. RIINBER, EHENHK
KEAR - B=Z (Leoluca Orlando) R4S IERE/R - R
RS HR, SRS SRR BNSKINERIRHEER
KR, B8 XRERFRAZENitSEEHAEXEITREER
89, BIEEHAE . PRAATMENETIERSE. X
NREFELR LFHNERES, BIIEEZEBNXE— M
BEMG, 5ERLX. BHEERAEFBIREESHEEHE
RRER, LS EEREHERE, HEREFSEA

—BEREFRRES,

iNHR: BRRIGLEIREEIR S EIEIMER?

KEE: 28, RMNAMEMHKIZITY, tAOREERFKIEE
BIRT, FAMRBEBE F ERIXE R RAIHATRRIES .

X INMRRE, HiBEELEBNERBAFAER.

KEN#: BRILE. ENEELKREIHE, HIINRITE
RAEAEARNNFER, BRMESMEE T, FX LM

REEER.

iNHR: RERZNEHIHRAEFEREMERIR

KeE: XNEHHENERIMEERRIOZM. REE
ZRBBEME, RN NOTESFECHEMEARBER T
BNEE. 2EREFXAENE—RINAYMBEKREF
1B MK EBHHIRF FELR,

NHR: RBBRIERMG X, BLAREBIEESTACH
Ei5o

KENED: FOUWET (RBK) (Silence!) RIUER. BBR2—
MITEEETFEMNRIR, BENREFAERTLUESZN
#B. X—1EmEAFHIERIL G AR, FERER . TFW
KRR ERIB RIS BRI B

XH: EliR=ER. BBEW—ER?

Kel#: N1998EFie, MERKRFBRELHENE, KFE
JLEFR ARG BEEMHER. BN X EIXHEBIUET
B—XBEEN (ER%EEKSK) (International Herald
Tribune) kIR FIE T—KEEFEEFR = HEFH
BhH, FTRIRAAIKEBRERN, REBFBENIES
BHLMER, EeitERBE T HERMHEKNNER,
iXHR: BBRER R SIRERTRER R,

Keg: TUARBAeRKBAEXKRE LIFE, FES
AFFHYONXUZEARN BN —REGFRETR T XIEE
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Mo BEXMRIAVKZE, REEZEAXNZHIER
ZBREKR . MENAFR, — P EETRBESEE—
HRAZHZEHBERYN, BEIHEARALSHR,
HohpiBEXKRE R, MEE—RAELERXKRAZEZ
BRER.

R RBBMIFEHFS SN GEMFNEREDER,

Kel#h: B, SHEMFTH T ERNESRN. HETH/L
Fr AR EFMEBHIEFRAFIESTHOFRRS.
EXENG, REMESTR T YR, i2Bgx)
BHERNETRE, ASREAZAKNIEES, KET
EHTHREGPERFENEML. RERFZK, BAEAR
BAEEEERRRRAMNRN, FEEROERS
B ™MNIRAIBER

iXHR: FRLA, BB B EGRT R RIREHAIRD
£,

Keg. ELXtERSHEIE.

IR X IEUNSHE - +£3HF (Marlene Dumas) FRiBIER
B, AREGFNSEHN HESRIBRSXTFEHRSH

a & o

Kelg: XECZ—EEERNNEE, BEU—MRMN
WHIR U S EFE. BB ENNTCHNHESES
BRHNERRE—E, SR ERENMEERRATE—
e, SHFERRE—R, SAXNERZHNRNKRE—
2. EESH, EXENABERNALRLE, BX&
BB XER, ZANEFKIRE—FHFR, ZERE—
MEIENERX, IR ATREBELEFXEEH, BEEKIR
ARRIX—R, ARA—IMEENBERSE. 5IFHHE
B, LFZp T—MRiBTH. RBLABRENRL, B
HEBBILERMGENHBGER T, BT X TItHE
ERER A 34, NIRRT S, el BEBIERRA T,

XHE: NEMEE LR, BRRETER, BRrEERRE
MIREER. EFMARMRITIEND? BaNFE—
EAHUHSTEIID? BEF—LSEMITY, E LR
WEMAEXIBE? GREFEPHE. ARANKEEM

FEZIMAYTHRI? ISFRE, AR BPENEAERE
BHEBNEEEINIRITE?

KEF. LERIEFRXIBRAOESR, B2EEEeS
BIEHEBRAE—IC, (MEEFRT ‘U4 =15ZRME8"
(Atlantropa) ?

XHR: 2E, BB “IIF=FEit%” (Atlantis) , &
BEIATR - #28) (Jirgen Miiller) 12 A998, BEE
ez RitliE— P SIEHBHR . BRRBIFRE 5=
SE L

KEN#: BBREBERRNEZRHRE - R (Hermann
Sorgel) IRHEAIEIE . BAOEFFF T—REIRE, H AR
AR RFEIERM R &8 RRBEEBHIRE Utk
ZRHDIAEE" . XMIBR1929FE S EfrE A m £t
FRRMH, EXEEAREEEMSRigbE—KI, H
IEFrERNATRA S, LR T #bE I KD
RERNMEFELE. —HE I EFRIRI AL, 5
— 7S EAREIT XA T R SZ RO AR BYBR R, ATOTZAk
—NREIKE. RREBERBAMEN KD ZLRSSIKR
SURAZWNTAET TR TTEEISAHT, BIEXINE
ERENAHTERREFENRSIFMAVEKR, IRBRER
IRIBROIRAR, XA LUREBH R HEBROZSEH,
R IEERF RO AL AN GER AL RERE . SEfR L, K
MBS Ak SMERRKE L, B X MNSIEHBIT I
LhE, RIS SUETERE,

iNHR: 20t 2 80F U ENRL “ IS =FFHRit %", R
SERAMRE ‘=5 Tmial” e

KEL#: MEXANA, “ERF=RHSHITE" 219295
HRY, SRRRBBDFZ—M ST HAER, Rt
I, XM RISIRREBIBRIRENE, B
B, ARHEECHIEMTTY, BIESAW, tELH<S
AE—EY, RAERBIMBEI T LIRE, REEFERB
THRESRMAKF. BIXIER, BiHHERME
LE AT “PE=RE B IR A9V . RIS IR KRR
bBYF5E, BRI ANARIRIE . SR ERIFMEDARRIFTH
RITRKZFUEB SNSRI . F=RE, SithiE



HTHARRNSHSINE, #H—W SHASEER T,

XH: BIFRE—1mE R

KeE: RMBSEXZ—HER. ‘WE=%ZHit”
EA—N At BRI R SIEMIEE RS K, 2AMPE
WXIMER—HERBHAF L. FA WH=HDHIT
X7 AR TKFE, AR FREIE AR, SR
1S ERAIE T R EMAERFEARE,

iXH: FREAR 2IRRYSFEFBIT &

KE#: 209, BERRIMAMAREAREIEMFIRUMIZH
B EFARAERAEFENER, EARERSTILR;
BT ESNEERRRE, MBEREATMENRIE
ENERHEN, EREEENEREEXMSITHEENFH
%, BUEEFHEZENBEERGN, BNBEARTERSR
KREE: — P RHBOFE RBOFROER, AIXNMERE
ASBATLEEL . XNSEE—NE ‘O
IL‘,\” (Nel Mezzodel Mezzo) I KBEIZ RE F BT H k.

REBR=(ESIENSINEAR, BiE/\+LZARKR
EUEﬁfJEEﬁ*?\Tﬁ%LE&ET&i&H, XE2—1MEEXWMT
HSIEFB,
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Heart, wind & fire tale, 2016
Acrylic and gold pigment on canvas,
160x170 cm
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A Golden Age, 2012
watercolor, gouache, gold pigment on paper,
41x32 cm
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A Golden Age, 2012 (detail)
watercolor, gouache, gold pigment on paper
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Confession of a Limestone, 2012 (details)
limestone, pigment



Confession of a Limestone, 2012
limestone, pigment,
26x16x2 cm
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Everybody Was One or the Other, 2014
on gilded cardboard,
65%x50 cm
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A Big Embrace, 2015
graphite on paper,
50x65 cm

At Times There Was Sun, and Then Shadow Again, 2015
watercolor on paper,
25%25 cm



From Confusion to Particularity, 2015
pencil, watercolor, gold pigment on paper,
30x24 cm
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A Knowledge of the Existence of Something We Cannot Penetrate, 2015

acrylic, pigment, dust on canvas,
157%x212 cm
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Following page:

No More Delays, 2015

installation view; glazed ceramic, clay, fossilized sea urchins;
variable dimensions
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White Folk of the Earth, 2014 (details)
engraved wood, terracotta, alabaster powder
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White Folk of the Earth, 2014
engraved wood, terracotta, alabaster powder,
35x35%6 cm
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The Translucent Skin of the Present, 2015/2016 (details)
acrylic, gold pigment, dust, charcoal on canvas,

The Translucent Skin of the Present, 2015/2016
acrylic, gold pigment, dust, charcoal on canvas,
215%x292 cm
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An lllusion that Would Be Known by
All Those Observing It, 2016
graphite on paper,

65x50 cm

Round and Round All Is Turning, 2015

installation view;

concrete, gold powder, glazed ceramic, fossilized ammonite;
variable dimensions
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The Gold Fish and Other Blue Stories, 2015
charcoal, acrylic, dust, gold pigment on canvas,
145%x175 cm




Holding the Rod Parallel to the Water, 2015/2016 (details)
acrylic, dust, gold pigment on canvas

66



Holding the Rod Parallel to the Water, 2015/2016
acrylic, dust, gold pigment on canvas,
145x175 cm

Following page:

Something Seemed Different
This Time Around, 2016
graphite on Chinese paper,
46.5%72 cm
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From the Eternity of Life, 2015
wood, fossilized fish, limestone, butterfly, insect,
15%x15%x3.5 cm






Rock Containing a Language,
2012/2014

Installation; limestone, acrylic,
ink, concrete, gold powder,
fossilized leaves, stone,
variable dimensions
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The Phylogenetic Investigation of a Leaf, 2013 (detail)
leaf, Chinese ink, wood
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The Phylogenetic Investigation of a Leaf, 2013
leaf, Chinese ink, wood,
37%34x6 cm
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The Dark Side of the Leaf, 2013
ink, watercolor, pencil, wax on paper,
19.5x14.5 cm
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It Can Easily Seem Bizarre to Say That

This Is Just the Conception of a Mind, 2012
watercolor, ink on paper,

36x48 cm

N

Unbroken Silence, 2014
acrylic, gold spray paint, charcoal on canvas,
153%x200 cm
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Can't You See, I'm the Queen, 2014
charcoal on paper,
65x50 cm
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No General Implications, 2013
watercolor, ink on paper,
41x31 cm
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Single-Hearted Endeavour, 2015 (detail)
concrete, gold powder, gouache
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Single-Hearted Endeavour, 2015
concrete, gold powder, gouache,
7x30 @ cm

85



Enchanted, Nature, Revisited, 2015
acrylic, charcoal, gesso, pigment on canvas,
229%260 cm
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Sherden Child, 2012
gouache on paper,
30%x24 cm

87



88

A Tale from Sicily, 2015 (details)
artichoke, natural resin, clay

A Tale from Sicily, 2015
artichoke, natural resin, clay,
33x13x13 cm
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The Temporary Sense of Being
no Longer Just Yourself, 2012
pencil, watercolor on paper,
29.5x21 cm

He Loves Fairy Tales Are You Forgetful?, 2012

and Nature Walks, 2012 watercolor,
pencil, watercolor on paper, gouache on paper
29.5x21 cm 17.5x12.5cm
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A Grey Late Afternoon, 2012
watercolor on paper,
25%25 cm
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The Woman That Asks to Come In, 2012
pencil, watercolor on paper,
29.5x21 cm
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Whishful Thinking, 2011
watercolor on paper,
25.3x17.7 cm
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Give Me Truth, 2013
ink, gouache on paper,
25x25 cm




Playful Suspence, 2013
ink on paper,
25%25 cm
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Sublimity of a Human Aim, 2013
ink, watercolor on paper,
25.3x17.7 cm

100
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Little Dreamer, 2013 I Am to Speak, 2012
watercolor on paper, watercolor on paper,
30x24 cm 29.5%x21 cm

102



Step Into a Life of Maybe, 2013
watercolor on paper,
25%25 cm

103
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| Want to Sing Like Birds Sing, 2013
Chinese ink, watercolor on paper,
30%x23.5cm

105



A Point of View in Daily Life, 2015
graphite on paper,
65x50 cm
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All alone, 2016
watercolor on paper,
32x24 cm

108



Start the recorder, 2016
watercolor on paper,
32x24 cm




The investigator of visual perception, 2016
ink, watercolor on paper,
32x24 cm

110



Perception and conscousness, 2016
ink, watercolor on paper,
32x24 cm




A different form of intelligence in daily life, 2016
ink, watercolor on paper,
32x24 cm




multiple interpretations of a heart, all of which equally valid, 2016
watercolor on paper,
32x24 cm

113



Seeing the world through different lenses, 2016
ink, watercolor on paper,
32x24 cm




a deeper understanding of reality, 2016
watercolor on paper,
32x24 cm

115



The Bee’s Empathy, 2016
honeycomb, gold powder, glue,
27%x42x3.5 cm



Following page:

The Bee’s Book, 2015

honeycombs, wood, iron, gold powder,
60x44x2.5 cm









Something That Had Landed Up There, 2014
glazed ceramic,
27x20x11 cm

120



Ancient Astronaut Theory, 2015
concrete, gold powder,
9,5x15@ cm

121



Infinite Link, 2015
installation; concrete, gold powder, trylobites;
variable dimensions

Following page:

I've Been Around the World Several Times, 2015
acrylic, gold pigment, charcoal on canvas,
133%212 cm















Nature conservancy, 2016
wood, wool,
45x16x12 cm

127



Doing less is just the late option, 2016
wood, modeling material,
45 x14x14 cm
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Vanishing Voices, 2013
watercolor, ink, gold pigment on Tibetan paper,
48x36 cm
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Single-Hearted Endeavour, 2015
concrete, gold powder,
7x30 cm
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Chance and Magic, 2015
acrylic, charcoal, graphite on canvas,
167%x215 cm
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Enchanted Nature, Revisited, 2016 (Stills from video)
Video/sound installation

Single channel video HD

Sound 432 MHz. 3min. 9sec.

136
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Enchanted Nature, Revisited, 2016
Video/sound installation

Single channel video HD

Sound 432 MHz. 3min. 9sec.
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Lives and works in Paris

Upcoming
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Christine Macel, Hans Ulrich Obrist
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2014
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