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Maurizio Mochetti, 

1983, matita, ferro, china 
su cartone, cm 87 x 72,3 

Maurizio Mochetti, 1976, china su carta, cm 70 x 99,5
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Ettore Sottsass Senior, Progetto
1936

Kevin Van Braak, ,
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improvvisazioni ed imprevisti che sfuggono all’intenzione del progetto e 
fraintendono il messaggio originario. Forme di appropriazione e “para-
funzioni” s’iscrivono nella città contemporanea come pratiche di riscrittura 
e reinterpretazione, ed in quanto tali diventano gesti, mobilitazioni e 
quindi movimenti che criticano lo spazio come “istituzione” data. “

Allo stesso modo, 
il movimento del corpo, la sua possibilità di agire e performare, o a volte 
semplicemente il suo posizionarsi nello spazio – consapevolmente o meno 
– è portatore dello stessa capacità di rinnovamento e reinvenzione del 
paesaggio circostante. 

4    Berardi Franco “Bifo”, 
, in , edited by Elena 

Basteri, Emanuele Guidi, Elisa Ricci, Argobooks, Berlin, 2012, p. 35

Kevin Van 
Braak, ,

on paper
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Could you say how you relate to these two ideas and how you combine them in 
your work? 

AC: Similarly to the complexity that the city provides us with, which I was just 
talking about, any space bears such complexity within itself. This is not made of one 
thing but of many, and is always also social (and political). I just acknowledge that 
in the work. In an installation, it is not only that the work is “on view”, but it is a 
constellation that the viewer is also part of. With the work that I do, I remind myself 
of this fact, and try to be open to the inclusion 
of other elements in it. This sometimes leads 
to thinking of the work as a whole space (in 
reference to what you call designing the space); 
sometimes to the inclusion of people and 
their actions, both invited and uninvited (in 
reference to participation); and sometimes also 
the inclusion, or bringing together of work by 
different people and fellow artists (as in projects 
such as Normalization, or PARK: bir ihtimal). The 
“setting a setting” series I’ve been working 
on for five years is similar in nature, they are 
a combination of architecture, programmed 
performance, and open-endedness, a bit like 
empty pedestals that you can act upon. A peak 
point of this was the setting you and I worked 
on together for the Transeuropa festival (The
Ground was Divided, We Jumped), that was a space 
for the festival to take place, and different 
interpretations of the same installation, which 
took place simultaneously in four different 
cities. So I guess networks also come into play, 
and they are a part of our existence now… 

EG: So we can say that the design of space 
and participation implicate each other; you 
try to control this relation, to which also 
the audience (and therefore the citizen) 
contribute, adding a significant dimension to 
the production of meaning...

CA: As I tried to explain, I think that the encounter with the artwork is what matters 
most, but this encounter is never detachable from the frames, structures, systems 
that it takes place within. Just as in our urban experience, (even when we are not 
aware) we are subjects of much wider constructs, which are not only physical but 
also social, economic, and political in nature. I just try to remind myself of that 
and provide a glimpse of this fact whenever I can; and furthermore to invent or 
appropriate ways in which I can intervene (or contribute) to such constructs, and let 
others do so, so that we don’t lose our hope for individual agency. 

EG: The title of the exhibition refers exactly to this idea about how space 
emerges in all its connotations from a constant negotiation and conflict between 
Power – and very often hidden Ideology – and those who inhabit it, use it and 
move in it – consciously or unconsciously “intervening and contributing” to the 
production of its final image, be they city dwellers, architects, performers or 
artists… Somehow this kind of research and the issues you have been talking 
about have been at the centre of artistic research for a really long time. How do 
you feel with regard to this legacy and why do you think it’s important to keep 
on thinking in terms of “space”? 

Can Altay

2012,
Installation

YMCA, as 
part of Frieze 
Projects East, 
Festival of 
London ph. 
Polly Braden
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the strength of its design inside this complex and that all the architectural 
elements served an ideological purpose. But of course my stairs were not 
connected to the building because many parts have been destroyed. And also 
it is made of wood and has a different colour and surface than everything 
around it, so its sculptural aspect came forward much more and it was less 
part of the architecture itself. Nevertheless I did get the experience I had 
hoped for since I first decided to start this project. 

EG: And what about the audience? 

Of course I like the audience to experience it, but it’s actually more than 
that. My first intention was to see it in its original location and for me, you 
and those who were there it was a complete physical and visual experience. 
Clearly it will be different for those who see and walk on the stairs in the 
gallery. Still, the possibility of being confronted with such a beautiful design 
and with the idea that it was deeply related with Fascist ideology is a central 
aspect for me. But I would like the audience to go further, and look at the 
buildings from that period that surround them in their daily lives. How 
much of the ideology is still present and how is it influencing them through 
these buildings? And I don’t think it is the case here to talk about the whole 
issue of how these buildings are renovated and will be re-employed in the 
future...

EG: As you mentioned, this project is part of a larger research on Fascist 
buildings. Where does your interest in this specific kind of architecture 

come from?

KVB: I’ve been interested in architecture in general but mostly in buildings 
that have been built under the power of regimes, countries and individuals 
and that reflect the image or message that these powers wanted to transmit 
to visitors. I keep on being under their spell although I’m very aware of the 
context. What interests me is actually the tension between the beauty of these 
architectures and the intentions of the regimes who produced them. And this 
fascination has led me to keep on researching and it has inspired me to build 
my own ‘sculptures’, which expropriate features of those buildings. As in the 
case of the work I made for the XIV Biennale Internazionale di Scultura di 
Carrara, La Facciata – a large façade inspired by different elements of Fascist 
architecture. In this particular work, the architecture loses its first function 
of hosting people and is reduced to the presence of a pure image that has to 
support and echo the speeches of a dictator. 
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Aldo Giannotti, -

100.

T

Stagno

jet on aluminium, frame, cm 70 x 100 ed. 3 + 1 AP. 

jet on aluminium, frame, cm 70 x 100 ed. 3 + 1 AP. 
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Aldo Giannotti, 2012





54

Aldo Giannotti,
 2012 

collezione privata Bologna
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il processo di riscrittura di questi spazi attraverso la performance. La performance è 
una forma per mettere in discussione i limiti dello spazio e le sue funzioni cosi come 
per esercitare i limiti del corpo.

EG: Dato che per la mostra di Bologna produrrai una nuova serie di fotografie 
dalla serie dei monumenti “invert”… è chiaro come queste rientrino nella tua 
pratica ma mi interesserebbe sapere qualcosa di più su come sei arrivato alla 
scelta di usare sculture pubbliche di figure storiche come Cook o Shakespeare...

SG: La scelta di una scultura e di un luogo è strategica. Il progetto fotografico è 
iniziato scegliendo sculture che funzionavano come monumenti a famosi personaggi 
storici. Era scontato per me, in quanto australiano, cominciare con l’esempio del 
Capitano Cook. In modo simile nella foto di Shakespeare, l’inversione era prima 
illustrata/figurata. Si prestava anche alla lettura di un ordine capovolto della 
scultura - attraverso il semplice gesto di appendersi ad essa a testa in giù. La figura 
storica diventa così il piedistallo o la fondamenta per la sconosciuta “figura appesa”. 
Qui vale la pena citare la frase nani gigantium humeris insidentes (Nani sulle spalle di 
giganti). Se da un parte mi piace l’idea di trattare i monumenti con irriverenza e 
trovare per essi una funzione nuova e transitoria (come quella di piedistallo per 
persone anonime) dall'altra il progetto fotografico, come la citazione qui sopra 
suggerisce, è un omaggio. Il nuovo lavoro per Bologna insegue questa idea di invertire 
uno status storico attraverso il monumento (Il monumento in bronzo di Garibaldi 
ad opera di Arnaldo Zacchi - di cui si vede solo la base). In più c’è un approccio 
nuovo e aperto al capovolgimento, dove la scultura raffigura una scena mitologica 
- come nella scultura di Diego Sarti della moglie di Nettuno. Per descriverlo nel 
modo più semplice il progetto consisteva nel non ammirare più, anche se per un 
breve momento, alle figure storiche o mitologiche.
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much as exercising the limits of the body.

EG: Since you are going to produce a new photograph in the series of the 
monuments "invert" in Bologna for our exhibition… it’s pretty clear how this 
is part of your practice but I’d be interested to know more about how you got 
to this choice of using public sculptures and relate to historical figures such as 
Cook or Shakespeare...

SG: The selection of a sculpture and location is strategic. The photo project began 
by targeting sculptures that functioned as monuments to known historical figures. 
The early example of Captain Cook was clear for me to commence with, as an 
Australian. Similarly with Shakespeare, the inversion was firstly pictorial. It also 
lent itself to the reading of an inverted order of the sculpture – through the simple 
gesture of hanging upside down from it. The historical figure is the pedestal or 
foundation for the unknown "hanging figure". The phrase, "nani gigantium humeris 
insidentes" (Dwarfs standing on the shoulders of giants) is relevant here. While I like the 
idea of regarding the monuments with irreverence and finding a new, transient 
function (as plinths to the anonymous) the photo project, as the above quote suggests, 
is a homage. The new works for Bologna chase this idea of inverting historical status 
through the monument (Arnaldo Zacchi’s bronze monument of Garibaldi – where 
only the plinth is seen). Additionally there is a new, open approach to the inversion, 
where the sculpture depicts a mythological scene – as in Diego Sarti’s sculpture of 
the wife of Neptune. In its simplest description the project was, for a brief moment, 
to no longer look up at historical and mythological figures.

















78

MM: Ad esempio Razzo Potenziale (1969) è un opera in cui un razzo disegna una riga 
di fumo bianco di due km che collega cielo e terra. Ma nel momento in cui il razzo 
è lanciato, non hai più l’opera. In questo senso il termine “potenziale”: è come se il 
lavoro non fosse realizzato, ma ha tutte le possibilità per esserlo. Non vuole essere 
un lavoro concettuale. Esiste a tutti gli effetti, ma quando attuato, lo perdi; perdi il 
suo valore e togli un “oggetto” dal mercato. Ed in questo senso vuole affrontare con 
ironia anche il collezionismo stesso ed il suo feticismo. 

EG: Stesso principio per Cubi (1970) in cui però non parli di distruzione ma di  
“cambiamento di forma”.

MM: Esatto in quel caso hai due oggetti minimali, due cubi, che sono in dialogo tra 
loro tramite un segnale non sono udibile all’uomo. Nel momento in cui la distanza 
tra i due supera un certo limite, questi smettono di comunicare e si distruggono 
non ricevendo più il segnale l’uno dall’altro. C'è un legame, non affettivo, che tu 
non percepisci. Anche qua esiste una potenzialità per queste forme minimali di 
diventare qualcos’altro. Perché la forma minimal non è il mio obiettivo finale. In 
questo senso intendo “cambiamento di forma”. Quando l’opera si attua, per me 
artista si è realizzata, per il collezionista, si è “rotta”. 

EG: Quando parli di spazio ed il rapporto con l’opera, in questa relazione a due 
entra a volte entra anche lo spettatore. Che ruolo ha nella tua pratica? 

MM: Lo spettatore ha un ruolo ma non è un ruolo attivo. Non gioca. Per me è colui 
che casomai provoca a sua insaputa. Al contrario di un’arte più relazionale, nel mio 
caso lo spettatore è ignaro. Non mi interessa la partecipazione. 

EG: È una partecipazione che “succede”, come nel caso di Contapersone (1970) 
che hai presentato al Van Abbemuseum di Eindhoven nel 1975. 

MM: Si ma in questo caso potrebbe anche non essere uno spettatore. Un cane 
avrebbe lo stesso effetto sull’opera, in quanto io segnalo la presenza interna allo 
spazio espositivo. E la segnalo all’esterno, quindi ad insaputa di chi è dentro. È un 
pretesto, come il Natter, per pensare lo spazio. Ed è un pretesto ignaro. 
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in is the one I have to create, because it’s not there. 

EG: Light has always been one of the media you’ve used to explore space. Then 
you discovered the laser. How did this shift come about? 

MM: I don’t need to emphasise how important light has been in the history of art. 
But the problem of light is that, in the past, it was always represented. Even in more 
contemporary artists like Fontana, Nauman and Flavin. Especially in the case of 
Dan Flavin, as I see it, his aren’t works of light, but luminous works. Compositions 
of luminous lines. And I don’t consider that to be light. Light is something that is 
a luminous subject, not a luminous object: it’s autonomous and exists regardless. I 
experience light as matter, and physics has explained this: light is indeed matter, 
in the form of photons. It’s not the mysterious, mystical ray it has always been 
portrayed as in the history of art. 
The laser is an instrument I started using very late, because I didn’t want to find 
myself once again dealing with works that I’d created using light in the past and 
that I could have made far more easily with a laser. In Punto di luce intorno alla Stanza 
(1969), for example, at the 1970 Venice Biennale, it was a tough job managing 
to create a point of light in the exhibition space. This is because a beam of light 
naturally tends to expand. It would have been far simpler with a laser. And it was 
precisely this simplicity that I wanted to avoid. I started using it when I discovered 
that it allowed me not to have a dimension any more. Because the laser knows 
no limits. It freed me from the dimension of space. And the dimension of time 
naturally became equally important. 

EG: With the laser you can tend towards infinity.

MM: Exactly. The laser potentially eliminates the very idea of dimension. 

EG: In Filo Inox, more than in other works in which you test the viewer’s 
perception, could we also talk of deception? 

MM: No, absolutely not. I believe that what we now experience as deception is 
actually more real than what we consider to be true. If I see an object, even if I 
perceive it to be real, in actual fact it’s always less than what I could effectively 
know about that object. The antimatter that I don’t see actually brings me into 
question. I have senses that don’t allow me to see something that is really there. 
So what is real is not what I see, touch and sense. And this completely alters my 
concept of measuring reality. 
Which reality? Knowing that a table has the same number of atoms as a piece of 
steel, just arranged differently. Colour doesn’t exist either – this exists only when 
there is light. Because the paint absorbs only certain rays and expels the others. 
But it’s a characteristic of the material that reflects light. Without it, it doesn’t 
exist. 

EG: So it’s more a reflection on limits...

MM: I’ve often worked on the limits of our perceptions, our sight and smell... in 
a work like Cocaina, I declare that a kilo of cocaine is contained in a hermetically 
sealed box of tempered steel. The fact is that, at least with the instruments at our 
disposal today, there’s no way of checking. The only way would be to break it open. 
And this leads to another question: would you break a work of art?

EG: This stretching of the limits also makes me think of the relationship between 
artist and viewer and the “trust” that the latter has to have in the former. Very 
often in your work the only way of proving the truthfulness of what is stated 
would be to destroy the work itself.
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Maurizio Mochetti,

, 1969-70, 

color china inks, 
cm 50 x 37,5 

Maurizio Mochetti,
,

paper, cm 80 x 60
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Maurizio Mochetti,
1983-2012, acciaio e matita, 

mis. ambientali

Maurizio Mochetti,
1980, pittura su carta, cm h.11 x 
35 x 35
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Maurizio Mochetti, BMW, 1986, collage e 
tecnica mista su carta, cm 31 x 50.

Courtesy collezione privata Bologna
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architettura, design e critica sociale. Il suo lavoro esplora e delinea, spesso in forma di 
progetti di ricerca o di installazioni multimediali, le relazioni tra individui nel contesto 
urbano. Formatosi come architetto, Altay scopre e analizza spazi improvvisati nella città, 
strutture di supporto nascoste, sistemi di organizzazione non autorizzati e modelli di 
co-abitazione. Indaga inoltre la produzione di idee e nozioni legate allo spazio pubblico 

propone costrutti e spazi per incontri. I contrasti e le sovrapposizioni tra funzione e 

alcuni dei suoi temi di maggiore interesse.
, Casco, 

Il suo lavoro è stato ampiamente presentato in importanti biennali internazionali come 

Altay è il fondatore di  e lavora come accademico nel 
campo dell’arte e dell’architettura.
Nel 2009 Can Altay è stato co-curatore di , una sezione della 4th Biennale di 
Architettura di Rotterdam.

urban environments. Trained as an architect, Altay studies improvised spaces in the city, 

co-habitation. He further investigates the production of ideas and notions of public space 

, Casco, 

He is founding editor of 
 section 

of the 4th Architecture Biennale of Rotterdam.
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La ricerca di Kevin van Braak mira a porre la cultura contemporanea in un confronto 
diretto con se stessa. Il suo approccio critico prende spesso un risvolto giocoso e nelle opere 
recenti si concentra su costruzioni architettoniche e sui modi in cui opera la coscienza 
storica. Aspetti oscuri della storia e le sue distorsioni, che l’architettura rivela attraverso 
la sua presenza o scomparsa, sono infatti centrali in opere come 

, , ,  e 
Questi lavori

e attraverso la ricostruzione, la restaurazione o l’adattamento Kevin van Braak mette a 
nudo i loro percorsi storici e rivela le loro precedenti funzioni ideologiche.

,

 Sun, 

, Nantes Biennale 

, ,
,  and 

mimicking, restoring, adapting, and transforming, Kevin van Braak lays bare their 
historical paths and uncovers former ideological functions. 

,

 Sun, 
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suo lavoro come “una sperimentazione per cambiare paradigmi”.

Forum Austriaco di Cultura
 Fluc 

01, Fruchthalle Kaiserslautern, Kunsthallen Nikolaj Copenhagen, Biennale di Giovani 
Artisti, Bucarest, CCC Strozzina a Firenze e Tanzfabrik Berlino. 

different media such as installation, video, photography and performance. The main 

and different interpretations of set patterns and established role models. 
Aldo Giannotti solo projects and exhibitions include at the Austrian Cultural 

at
at Galerie Robert 

 Kör – Public 

Kaiserslautern, Kunsthallen Nikolaj Copenhagen, Biennial of Young Artists in Bucharest, 
CCC Strozzina in Florence and Tanzfabrik Berlin.
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l’ambiente circostante, che sia a Sidney, Tokio o San Paulo.

guardare, intervenire e dare forma al mondo, sia ricorrendo in maniera critica a esperienze 

con la mostra 

, Art Gallery of 

,

video acts as an inherently concentrated mode of looking at, intervening in and shaping 

upon art history and the dynamics of contemporary culture.rd
exhibition

nd

Matrix
,
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Maurizio Mochetti nasce nel 1940 a Roma dove vive e lavora. Sempre a Roma frequenta 
il Liceo Artistico e poi l’Accademia di Belle Arti. A partire dal 1964 l’interesse di Mochetti 

immaginario d’artista. Nel 1968 esordisce sul palcoscenico artistico romano con la sua 

Per l’artista, infatti, “ ”, mentre “

”. Nel 1969 Mochetti vince il I premio Pascali a Polignano a 

1988, 1997. Sin dai primi anni ‘70 si affaccia sul panorama internazionale partecipando 

alla Biennale Internazionale di Nagoya. Nel 1993 partecipa alla mostra collettiva 
 presso il Tel Aviv Museum of Art, esponendo 

di Spoleto e nello stesso anno vince il concorso internazionale MAXXI 2per100 per la 
realizzazione dell’opera  collocata permanente 
nell’atrio del MAXXI di Roma.

high school and then to the Accademia di Belle Arti in Rome. In 1964 his interest moved 

”,

st Pascali 
th

1986, 1988 and 1997. In the 1970s he continued to exhibit internationally, taking part 
in the Biennale of Sydney in 1976, in the 24th Sao Paulo Biennale in 1998 and in the 
International Biennale in Nagoya in 1991. In 1993 he took part in the 

 group exhibition at the Tel Aviv Museum of Art, and 

Arte

entrance of MAXXI in Rome.
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