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aacke’s conversion to the documenta-
tion of socio-economic conditions are several inci-
dents which happened in connection with various
exhibitions during the years 1970 and 1971. th the
summer of 1970 he was invited to take part in an
experimental exhibition sponsored by the Fonda-
tion Maeght at Si. Paul de Vence in the South of
France. Travel and living éxpenses were paid, but
the food, accommodations, and working conditions
for the participating artifts were spartan at best.

Haacke felt that there was an ironic contradiction
between the dignity and opulent hospitality that the
museum’s founder, Aimé Maeght, accorded his pri-
vate guests and his provisions for the group of young
American artists who were expecied to provide
avant-garde diversion, The artist devised a perfor-
mance picce entitled On Sale at the Fondation
Maeght which ironically connected the tax-free sta-
tus of the museum with the business objectives of the
Galerie Maeght in Paris. One must envision the
elegant sculpture gardens of the Fondation and the
surrounding Mediterranean hillsides to appreciate
Haacke’s “ecological systems.” The first was the
creation of fresh green foliage with the aid of an
overhead irrigation system; another consisted of a
cleared, circular patch of forest, reduced to stubble
by a tethered goat; and a third was the act of freeing
ten turtles. These works were acsthetic irritants only
in as much as their near invisibility created a tension
with the Giacomelti and Arp sculptures in the Fon-
dation’s garden.

In 1970 the Museum of Modern Art’s curator,
Kynaston McShine, asked Haacke to participate in
his “Information,” the first conceptual exhibition
mounted by 3 museum in the United States. Haacke
planned to poll the public with ballot boxes, his
question to be released Lhe night before the opening;
it read: “Would Lhe fact that Governor Rockefeller
has not denounced President Nixon's Indochina
policy be a reason for you not to vote for him in
r November?"” Not only did this question cut through

national and state politics, it concerned one of the
Museum’s most influential board members, Nelson
Rockefeller, then very much a presidential
contender. Haacke not only gauged the anti-war

sentiments of the Museum’s visitors, he tested the
political 1olerance of the Museum itself. To the
Museum’s credit it did not rise to the provocation
and forbid the poll. By the end of the “Information™
exhibition there were 25,566 YEStallies and 11,563
NO tallies, clearly a 2 1o | ratio.

In her review of the “Information™ ex hibition, the
critic Emily Genauer wrote: “One may wonder at the
humor {propriety, obviously is too archaica concept
even Lo consider) of such polltaking in a museum
founded by the governor’s mother, headed by his
brother, and served by himself and other members
of his family in nmponam financial and administra-
tive capacities since its founding 40 years ago.™
While Haacke later conceded that the MOMA-Poll
was essentially harmless, it magnified in his mind
two related issues: one was the degree that powerful
families dominate quasi-public institutions, and the
other was the threat of covert censorship through
the rejection of his work for supposed lack of artistic
merit or quality. Haacke, as with a number of
younger artists, began to undemiand_ that “taste-
making” was also a form of tacit political control,
This was further strengthened when Haacke was
approached in 1970 to write an essay on his work for
an anthology dealing with the aestheticimplications
of systems. His contribution included some observa-
tions concerning the MOMA-Poll and the subse-
quent cancellation of his show at the Guggenheim
Museum. The editor asked that he remove these
remarks as being inappropriate. Haacke withdrew
the essay, and he was even more intrigued by the
obvious political boundaries surrounding artistic
dialogue.

To whal extent are acts such as Haacke's merely
“provocation,” as some of his critics have charged?
This has 10 be answered in the context of under-
standing what is allowed in contemporary art. As
Haacke argues, “. . . there is also a large segment
of society which deeply hopes that art is different,
that art is produced, promoted and consumed in a
totally disintercsted fashion. The liberal myth has it
that beauty is ideologically neutral.” Haacke’s artis-
tic b2te-noire, if he has one, is the hegemony which
Formalism maintained for so long in the United
States over painting and sculpture: “For dccades
now [Greenbergian Formalism] has managed to
have us believe that art floats ten feet above the
ground and has nothing to do with the historical
situation out of which it grew . . . . The only




acknowledged link with history is a stylistic one. The
development of those ‘mainstream’ styles, however,
is again viewed as an isolated phenomenon, self-
generative and unresponsive to the pressures of his-

oy ari. Any outside input contaminates and makes it
% inferior.™ Clearly there was, at least in the early
; 1970’ and perhaps even today, an extreme imbal-
= ance between form and content, with content ulti-
‘ mately being diminished to critical description of
form. In such a context Haacke's art did appear to
Bl be a ‘provocation,” since it appeared to ask the
' wrong questions, at the wrong time, and in the
I wrong sétting.
J« Shortly after the MOMA-Poll the artist agreed to
i ' prepare a one-man exhibition for the Guggenhelm
Museum. A month and a half before the ppening
I this was cancelled by the Museum's director, Tho-
- mas Messer, because Haacke refused to omit three
works, two being documentations with photographs
and captions of all the bulldmgs owned by two major
real estate groups in Manhattan, and the other being
a general socio-economic poll to be taken of the
Guggenheim’s visitors, Haacke made copies of his
l' letters to and from the Museum and- made them
public to the media. Much of the press accused
Thomas Messer of outright censorship. Messer re-
plied that while the real estate investi;&liqn might
have laudable motives, it remained “a'thuckraking
venture” whose authenticity would be impossible to
X prove in court. He stressed that unlimited freedom
b was impossible in a2 museum context.

L

, Haacke noted that all of his information was col-
' lected from public records at the New York County
[ : Clerk’s Office. The real estate pieces were purely
'- factual with no evaluation added. Significantly
enough, an investigating team from the New York
Police Department was interesied in using Haacke’s
L documentation in its prosecution of organized
crime. And in October of 1972 the renowned archi-
: tectural critic of The New York Times, Ada Louise
I . Huxtable, cited Haacke’s “Shapolsky et al Manhat-
tan Real Estate Holdings” as a work of “impeccable
commentary” and “superb social analysis.” Since
IRt ‘the Guggenheim’s refusal, 2 number of other mu-
l %) seums and galleries have willingly shown the real
& estate pieces.
. For the Cologne Wallraf-Richartz Museum’s cen-
tennial celebration exhibition “PROJEKT 74"
‘Haacke proposed to display the provenance of

torical sociely. Supposedly only art breeds ‘good”™

Edouard Manet’s Bunch of Asparagus, (1880) astill- 3 5
life owned by the Museum. After some negotiation '
the project was rejected by the Museum’s Directors 3
Dr. Horst Keller and Prof. Gert von der Osten. The -
piece consisted of 10 panels; seven were biographies
and photographs of former owners of the painting
and the other three were descriptions and photos of
the Wallraf-Richartz-Kuratorium which had
acquired the painting through the efforts of its
Chairman, Hermann J. Abs. The Directors’ reason
for rejecting the project concerned the inclusion of '~
Herr Abs' business background, since he was 8 =
major donor to the Museum and possibly the most |
powerful banker in Europe. The Abs panel was inno
way inflammatory and thoroughly consistent wuh
the biographical information carried on the other -
panels of the painting's owners, What probably pro-:
voked the Directors was the indication of Abs’ posi:
tion in the Nazi Regime as head of the forei
division of the Deutsche Bank from 1937 to 1945
Before the end of the Second World War, Abs w.
on the Board of Directors of more than 50 Germaf;
corporations. The Museum claimed that since A
was not an owner of the painting per se, it W
improper to focus on his identity, although it w
completely through his agency that the painting was
donated to the Museum. The issue, as Haacke sa\wl!
was one of semantics. ‘
In June of 1974, shortly before the opening
“PROJEKT "74," Haacke left for Paris fro
Cologne. Several of the artists connected with ¢
exhibition had decided to withdraw their work.
the conceptualist, Daniel Buren, with Haacke’scons
sent, decided to paste facsimilies of the Manet p
enance over his own work. Without consu
Buren, the Museum promptly pasted typing p
over the Haacke inclusions. This act generated co
siderable controversy in the West German pri -
Haacke’s insistence on showing what he chose onée:
invited reverts to the issue “freedom of art™—jt
what are the boundaries of artistic freedom and
are these decided? He realized that museum cen
ship usually remains undetected because institut
generally make decisions on completed art befo
announcing a public commitment to the artist.
For some critics it seems that Haacke has d
loped the habit of ‘provoking’ art institutions
rejecting his work, subsequently producing a
dal by making the results public. Yet, he has consi
dered the ensuing publicity to be a valid continuation




of his an, a logical extension of his philosophy of
“real-time systems.” The results are obviously didac-
tic; possibly the first artist to bring his case suceess-
fully before the public, Haacke wanted to prove that
normally powerless artists do have rights. Moreover,

Haacke inadvertently devised a form of art revealing

the inner decision-making mechanisms of museum

policy, especially as these relate to powerful interests

both external and internal, as he states,

In principle, the decisions of museum officials,
ideologically highly determined or receptive {0
deviations from the norm, follow the boundaries
set by their employers. These boundaries need
not be expressly stated in order to be operative.
Frequently museum officials have internalized
the thinking of their superiors to a degree that it
becomes natural for them to make the ‘right’
decisions and a congenial atmosphere reigns
between employee and empioyer.?
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The Turn of the Screw:

Daniel Buren, Dan Flavin, and
the Sixth Guggenheim
International Exhibition*

ALEXANDER ALBERRO

[In the case of Buren’s installation] the limiis of what was acceptable were
exceeded. At that point . . . the tacitly existing rules had to be re-invoked.

—Thomas M. Messer, April 19711

It must be a sinister American “petit-bourgeois” “imperialist” plot to please me.
Well, I'll have to check out the latest composite fantasies of French radicalist
party lines on American artists and their seasonal comforts with little Buren, if
ever again he surfaces in New York.

—Dan Flavin, June 19712

Radicalism in the field of art cannot be an exclusively external (formal) thing
but only a fundamental one.
—Daniel Buren, 19693

In early October of 1970, Thomas Messer, the Director of the Guggenheim
Museum in New York City, sent a letter to twenty-four artists from various parts of

the globe. “I am writing to tell you,” he said,

that we would like to extend a cordial invitation to you to participate
in the SIXTH GUGGENHEIM INTERNATIONAL EXHIBITION
which is scheduled to open in this city February, 1971. As you know the

% This article derives from a project begun at the University of British Columbia, Vancouver: I wish
to thank Serge Guilbaut and John O'Brian for the helpful and provocative comments they provided on
the first version of this paper. Later drafis benefited greatly from the suggestions made by Nora M.
Alter, Whitney Davis, Rosalind Krauss, Lora Rempel, and especially Benjamin H. D. Buchloh.

1. Thomas M. Messer, “‘Which is in fact what happened': Thomas M., Messer in an Interview with
Barbara Reise 25 April, 1971.” Studio International 182, no. 935 (July/August 1971), p. 37.

&) Dan Flavin, “Letter to the Editor,” Studio International 182, no. 935 (July/August 1971), p. 6.

3. Daniel Buren, “Mise en garde no. 3," VH 10] (December 1969), reprinted in Daniel Buren: Les
Eerits (1965-1990), Tome 1: 19651976 (Rordeaux: Musée d’art contem porain, 1991), p. 119,

OCTOBER 80, Spring 1997, pp. 57-84. © 1997 October Magazine, Lud. and Massachusetts Institute of Technology.
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Daniel Buren. Untitled, 1971,

Guggenheim Internationals are periodic reviews of the current state
of art. . .. My colleagues, Edward Fry and Diane Waldman, both
Associate Curators of the Solomon R. Guggenheim Museum, have
travelled through many parts of the world to search for artists and
works that would be in harmony with our aims.

Twenty-one artists agreed to participate—among them, the young French artist
Daniel Buren.

4. Thomas M. Messer, letier to artists invited to participate in the 1971 International, October 20,
1970, in the Solomon R. Guggenheim Museum Archives (hereafter cited as SRGM Archives). The
artists who accepted the invitation from Messer were Antonio Dias (Brazil), Hanne Darboven
(Germany), Mario Merz (Italy), Richard Long and Victor Burgin (Britain), On Kawara {Japan), Jiro
Takamatsu (Japan), Jan Dibbets (The Netherlands), Daniel Buren (France), and the Americans Carl
Andre, Walter De Maria, Dan Flavin, Michael Heizer, Donald Judd, Joseph Kosuth, Sol LeWitt, Robert
Morris, Bruce Nauman, Robert Ryman, Richard Serra, and Lawrence Weiner.
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‘Pour Jésus-Christ
'Pour Sainte Marie

155 CHRISTFORA'

1Soutien a Frangois Veyret-Passini

- AJACCIO

|

Samedi 20 septembre 2014 3 16
,LPlace des Palmiers




* HONTE AUX ORGANISATEURS

De I'exposition du Musée Fesch

« NOUS NE POUVONS PAS
 ACCEPTER CETTE IGNOMINIE:
UN CRUCEFX PLONGE DANS UNBOCAL D'URINE

e CEDES CORSE
NANFETHTON DEREITANGE

AJACCIO

Samedi 0 septembre 2014 2 15h
Place des Palmiers devant la mairie




Le «Piss Christs : Oeuyre d’an ou blasphéme 7~ Acw-Chretienfie.Net

[Actu-Chre tienne Net

INFOS, DEBATS & CONVICTIONS - LE 1ER WEBZINE EVANGELIQUE
FRANCOPHONE

ACCUEIL > RELIGIONS > TOUTES CATEGORIES > LE «PISS CHRIST» : OEUVRE D’ART OU
BLASPHEME ?

Le «Piss Christ» : Qeuvre d’art ou blasphéme ?
PAR REDACTION Je 14 AVRIL 2011 - :

- (PARIS MATCH |

ANDRES SERRANO: “JE SUIS UN ARTISTE
 RELIGIEUX” j

- r—
= a Les Tnrocksf Andres Servano - Saint Andres des arts

Andres Serrano - Saint Andres des arts

Du sang, de l'urine et du sperme : |2 galerie Yvon Lambert expose les Fluids d'Andres Serrano, liturgie sacrilege d'un
observateur des hauts et bas de I'ame humaine.



Piss Christ ; I'ceuvre, les contextes et les questions.

Andrés Serrano.
et 3 la destruction d'une ceuvre. Le dossier de V&b u.;"g Jﬂ PIE

fe I'ambiguité aux scandales
ur Jeanne Myriam, le 17 avril a été largement couverte |5
de lévéque et de manifestations d'associations |
dinjonctions moyenageuses » s'est déroulé au |

o I'artiste que Voir & Dire propose par ailleurs & |

La destruction de detix ceuvres de Andres Serrano, Piss Christ et 5¢2
par les médias, Ce grave incident précéde par les pressions
traditionalistes que Yvon Lambert,  l'origine de ['exposition @ qualifié «
monient ol e journal Libératioh lancait un débat sur |a responsabilitée d

| ses lecteurs.

Philippe Dagen; dans Le Monde, 2 donné un compte-rendu précis et convaincant des évenements,

monter 3 la genése de ['ceuvre et d'sclairer s enjeux dinterprétation sous-jacenis. |

VaD, dans un dossier fourni, se propose ici de re

s e e S e

-

"Piss Christ", I'atl et fa provoc - Le Point

npiss Christ", I'art et la provoc |
La photo "Piss Christ" d'Andres Serrano puis sa destruction par des
s relancent le débat sur la liberté dans l'art. B

catholigues indior EQUIPE DE Montnmot——-‘
LE! STE, POUR L'EQUI 10—
Eﬁtﬁiﬁlé 21"}2351 I% 0.3 | - Modifié le 22/04/2011 a19:32 l_,u Pointfr l
el —

L ——

[LOBS |

Des cathos iptégristes détruisent le « Piss
Christ » blasphématoire

Far Pi jo Sk e
r Piere Haski Cofondataur. Publié le 17/04/2011 2 18h23



(2} «Je n’ai aucune sympathie pour le blasphemes - Culre | Nex

INTERVIEW

«JE N'Al AUCUNE
SYMPATHIE POUR LE
BLASPHEME:

Par Vincent Noce (httpjmrwvi hberatlo )auteurfl933 vmcent noce}

—19 avril 2011 2 00:00 (mis & jour 2 11: 55)




Piss Christ saccagé: retour du puriwnismn?-, L'Express li

—

ARTS

Piss Christ saccagé: retour du
puritanisme?
Par Christelle Granja, publié le 19/04/2011 2 10:00

Dimanche 17 avril, deux osuvres de I'artiste Andres Serranc exposées a Avj
d'un retour du puritanisme? Tour d’horizon. dr/ Collection Lambert

gnion ont eté vandalisées. Symptome

La destruction de "Piss Christ”, ceuvre "impie”

Deux photographies d’Andres Serrano ont éte
détruites & Avignon |

| e MONDE' 18.04,2011 3 11hDB = Mis 2 jour le 08.02.2013 a 16h36 | Par Phillppe Dagen

i Une oeuvre d'art controversée déiniite 3 Avignon
Fi6aRo

Faw-il v,

raiment brifler Andres Serrano? - Edition du 14 avell 20010 (n“3424

Le crucifié baignant dans de l'urine... Dolorisme oy provocestion, celte phote fait debat.




‘J Blog de Bruno Gollnisch

Andres Serrano et « ’ambassadeur de Part
de vivre occidental »...

(o AVRIL 2011

e e —r——

wyérésies, fausses religions et fausses philosophies”






blog guotidien d'actualité par des laics catholiques: Andres Serrano, "artiste pipi-caca’

16 avril 2011

Andres Serrano, "artiste pipi-caca”
Daoudal Hebdo revient sur les "oeuvres” d'Andres Serrano :

“Serrano ne fait pas que bafouer 'image du Christ sur la croix. Cette photographie (en
fait 'une des dix photographies de la méme abjection), fait

partie de la série des « immersions », oll |"on
trouve aussi une Vierge a I’enfant, par exemple.. || y a aussi une série de photographies de
ses excréments. Pipi-caca : on voit I'age mental de Uartiste, Sa série « L'histoire du sexe » est
tout simplement pornographique Quant a sa série « La Margue », c’est une atteinte inqualifiable 2
la dignité humaine. kmﬁnsuppenable fjue=Philipe. |snard: soit révoqué de |'Education nationale.
pel=aveir-moniré.ce..qu!est :un avortement;et-au’Andres-Serrano - soit-acclamé -comme Ane.grand
artiste.quand-il-photographie uncorps éventré; ou des.morceaux de.chait sanguinolenis, Serrang,
elest=un- des~hélasshombreux témeins:de la culture de mort dans Vart: Le blasphéme contre le Christ
slest=ici- que-le. sceau -diabolique .de -la.volonté de salir_.et de détruire.-I’homme. dans son
humanité -la.révolte contre la.création devient-forcément révolte contretincarnation.”;

"Humaniser la figure du Christ"

t Les Inmck;- Le saccage du "Piss Christ", réyélateur d'une France hainguse

Le saccage du “Piss Christ”, révélateur
d’une France haineuse

SRR S

L “Pins Thes!® de SErane vartalice Lenrm Pagl PatsmrFosons!

rL&saamgs -dimanche demier, de {'ceuvre *Riss:Christ® par des ultra-catholigues séme la consternation dans le monde de
l'ari; enire des autorités frileuses el un conlextequi.favorise a libre expression de Pexirémisme.










http:/ /www.lesinrocks.com/2015/06 /03 /arts fanish-kapoor-

pourquoi-la-fachosphere-sen-prend ~a-un-vagin-geant-11751788/






Le 17 juin, l'oeuvre avait été partiellement recouverte de peinture jaune, avant d'étre

‘enquéte n'avait rien donné.

- nettoyée. La dégradation n'avait pas été revendiquée et |




http:/ /www.egaliteetreconciliation.fr/Apres-le

-godemichet-place-Vendome-le-vagin-de-la

-reine«dans—les-_|‘ardfns—den\fersallles—33236.htmi






Anis_h.Kapoor veut montrer sa grande sculpture a
Versailles avec les tags antisémites

1ittp:/ /www.lemonde.fr/arts/article/2015/09/06 /la-grande-sculpture-...or-vandalisee-une-nouvelle-fois-a-versailles_4747322_1655012.html
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« Je suis convaincuy qu'il ne faut rien retirer de ces insultes, de ces mots
propres a I'antisémitisme que I'on voudrait aussitét oublier . (...) Désormais,
ces mots infamants font partie de mon ceuvre, Ia dépassent, la stigmatisent au
nom de nos principes universels. (--.) Je défie désormais les musées du
monde de la monirer telle quelle, Porteuse de la haine qu'elle a attirée. C'est Je
défi de 'art. »




La justice ordonne de cacher les inscriptions
antisémites de I'oceuvre d'Anish Kapoor

http:/ /www.franceculture.fr/sculpture fanish-kapoor-veut-conserver-les-degradations-de-son-oeuvre-dirty-corner
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L.O.V.E. ou le doigt de Maurizio Cattelan i la Bourse de Milan
Set 15,2014

Nul doute que la sculpture a fait couler beaucoup d’encre et délier les langues ! Maurizio,
provocateur ? Mauvaise interprétation de la pensée collective ? Déclencheur d’aigreurs de par ses
ceuvres ? Quel réle doit-on donner a I’ceuvre d’art ? Celui de plaire inlassablement 4 son public ?
L'interpeler ? Le mener & une réflexion ? Ot tout simplement sans aucune réelle interprétation lui
laisser juste le sens d’une esthétique du beau, de la sensation ? Telle est peut-étre notre premieére
approche face a une ceuvre d’art avant tout symbolisme,signification ? Autant de questions et autres
... qui peuvent conditionner notre approche de I’art. Bref I’art questionne ... et notamment celui de

Maurizio Cattelan.

Sa sculpture L.O.V.E. une main aux doigts coupés a la base de la premiére phalange ou seul subsiste
le majeur a suscité et suscite encore des propos de tout genre ; ne pouvant plus faire le salut de Ia
main il ne reste finalement que le majeur comme salut, doigt d’honneur ? I artiste s’en défend ou

laisse planer le doute.

Artiste italien installé & New York, Maurizio est un des artistes contemporains de son vivant les plus
collectionnés par les milliardaires. Souvent décrié comme un plaisantin du monde de I'art,
provocateur il aime transgresser les codes de ['art, les frontiéres bien définies dans le systéeme de
I"art. Est-ce la peut-Etre son pouvoir 4 choquer, & interpeler? Sa recherche artistique ne repose- t-¢lle
pas finalement a conduire par des images CHOC le spectateur a une réflexion ? Faire de son art une
lance pergante a Iinstar de la fléche transper¢ante du Bernin pour Sainte Thérése bien que pour elle
nous sommes dans |’extase mais elle en est pas moins percante.

Fort de son poids 6 tonnes et 11 métres de haut la sculpture en marbre de carrare (marbre trés prisé
par les romains et les artistes de la Renaissance) n’est pas sans rappeler la sculpture romaine
impériale et fasciste-néoclassique ; idéologie artistique reprise sous Mussolini dans le but d’exalter
son pouvoir, sa puissance, le culte de sa personne a I'instar de la Rome Impériale et des Césars.
L’histoire de la sculpture nous a fait part de ce « gigantissime » d’éléments symboles de pouvoir et
de puissance ; telle la main de 1’empereur Constantin dans la cour des Musées du Capitole 4 Rome
ou a échelle plus réduite mais dont le théme de la main est tout aussi important dans le David de
Michel-Ange, une main d’un Toscan forte et puissante !

L’ceuvre de Maurizio serait donc dans le style néoclassique répondant en premier lieu a une
continuité esthétique de son espace car placée face au Palazzo Mezzanotte qui abrite la Bourse de
Milan de style néoclassique du début du XXéme siécle. Harmonie esthétique seulement ? Ironie,
cynisme ? Plaire, ne pas plaire I’ceuvre est de mauvais goiit pour Giuseppe Vegas Président de la
Consob-I"autorité boursiére. Somme toute I’ceuvre de Maurizio Cattelan ne s’adresserait-elle pas au
monde de la finance, un résumé du cynisme du milieu financier responsable de la crise mondiale ?
Finalement la place choisie pour exposer cette sculpture Piazza Affari qui entre dans le cadre d’une
large rétrospective des cuvres de I'artiste dans tout Milan, ne semblerait pas si anodine et dénudée

de sens !

Margareth Gabriel













11 'Dito’ di Cattelan rimarra per sempre in piazza Affari

Palazzo Marino ha chiuso la trattativa con I'artista, disposto a regalare l'opera a condizione che
restasse davanti alla Borsa. La donazione passa ora all'esame della giunta di Pisapia

Palazzo Marino € pronto a scrivere i titoli di coda sulla telenovela del Dito di Maurizio Cattelan. La
scultura, inaugurata il 24 settembre 2010 nell’era Moratti tra molte polemiche, doveva rimanere in
piazza Affari per due settimane. E ancora li, con la Consob che continua a dissentire e a storcere il
naso per il disagio di trovarsi, piazzato di fronte alla sede della Borsa, un monumento dal gesto
beffardo e offensivo per il mondo della finanza tutto, nonostante il nome affibbiatogli

provocatoriamente dall’artista, L.O.V.E.

E i restera, presumibilmente per sempre, visto che la settimana prossima, venerdi, andra in giunta
la delibera sulla donazione dell’opera, assicura I’assessore alla Cultura, Stefano Boeri. La proroga
fissata per la scultura, che all’inizio doveva avere quella particolare collocazione solo

temporaneamente, cade a fine maggio.

Cattelan ha sempre detto che avrebbe regalato L.O.V.E a Milano senza nulla pretendere, a patto che
il ditone di marmo bianco di Carrara — che ben si inserisce nell’architettura, tipica del periodo
fascista, di piazza Affari — non fosse spostato da Ii. Altrimenti, aveva ribadito pii volte, «me lo
porto a casay. Alta complessivamente undici metri per diverse tonnellate di peso, la mano con il dito
eretto che svetta bianca — e che ha richiesto diverse giomate di lavoro per essere piazzata sopra il
piedistallo che la sorregge come un vero monumento — ¢ stata pensata e voluta dall’artista per
quella collocazione precisa. E li deve restare «almeno per un po’ di anni» aveva precisato Cattelan.

Di sicuro non ¢ un oggetto facile da spostare. Ma volendo si pud. Di certo ora ¢’ che i tecnici degli
uffici dell’assessorato alla Cultura stanno lavorando per mettere a punto i termini e le procedure
necessarie per la donazione, in modo da essere pronti con la delibera venerdi. E se si & arrivati a
questo vuol dire che si sono accettate le condizioni dell’artista. L’opera stabilmente nella piazza,
forse per un numero di anni prestabiliti. In giunta non dovrebbero esserci sorprese:
I’amministrazione di centrosinistra che ha sostituito la precedente di centrodestra gradisce di pi
Pirriverente scultura e 1'assessore Boeri ¢ uno dei maggiori sostenitori della sua permanenza a
Milano. Tra I’altro sarebbe la prima e unica, per ora, opera di Cattelan esposta in un luogo pubblico

all>aperto.

L.O.V.E ha avuto diversi paletti e fino ad ora li ha superati tutti. Nel 2010 fu I’allora assessore
Finazzer a sostenere il progetto dell’artista, contro la volontd di una parte della giunta che
protestava ma sorretto dal sindaco Moratti, che vedeva nella possibilita di avere Cattelan a Milano
un’opportunita per la citta da non perdere. Le polemiche all’intemo della maggioranza si
sprecarono, ma alla fine il 24 settembre del 2010 il monumento occultato da un telo fu scoperto, con
I'idea di tenerlo in piazza Affari per due settimane. Che diventarono molte di pit, di proroga in
proroga: prima fino alla chiusura della mostra dell*artista a Palazzo Reale, il 24 ottobre, poi fino alla
meta di gennaio, e infine per altri nove mesi, fino a settembre 2011. Ma la palla nel frattempo &
passata nelle mani della giunta Pisapia, insediata nel giugno del 2011. Forse riuscira ad aggiudicarsi

L.O.V.E definitivamente.

ANNA CIRILLO, La Repubblica di Milano, 18 maggio 2012
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THE TIMES WEBNESDAY, MARCH i1, 1914,

—_—

Le Times annonce ainsi I’acte de vandalisme qualifié comme le plus scandaleux du XXe | |

siecle : «Le célebre Vélasquez, communément appelé La Vénus au miroir, a €1¢ mutilé hier matin parla |
| Suffragette Mary Richardson, activiste notoire.

-
=

0 heures-du matin, elle entre dans le Musée ol se trouve «le plus célébre tableay déteny
| par la Grande Bretagne», une toile acquise en 1906, qui représente ce que Le Times décrit comme «la
perfection de la féminité au moment méme on elle passe du bourgeon a la fleur»

She attacked the picture with a =

smali chopper with a long narrow blade, similar to the mstruments used by butchers, and in
a few seconds inflicted upon it severe if not irreparable damage.

L’histoire de ce crime est plus compliquée. Elle commence quatre ans plus tét : le 18

novembre 1910, des militantes anglaises réclament le droit d
répression est brutale. Pour la premiére fois : du sang.
Richardson (1889-1961) — choquée par la violence pol
radicalise. - S

€ vote en prenant d’assaut le Parlement. La
Deux femmes sont tuées. Deux cents arrétées. Mary
iciére a laquelle elle assiste ce Jour-13 — se




mmediately after the outrage the National Gallery was closed {o the public

Downwards nothing remains of the glass except
splintered fragments filling the base of the frame and spreading out in front. Altogether the
canvas has been slashed in six or seven places, the cuts éxtending from the top to the bottom

What is described by ene whe afterwards saw the damaged masterpiece as probably the
most serious blow has caused a cruel wound in the neck. For three or four inches, he says, it

- runs almost vertically, and spreads out an inch wide. Another severe cut has been
aggravated apparently by the chopper’s having been twisted a little as it withdrawn for the
next blow. Further, there is a broad laceration starting near the left shoulder and roughly
forming, with two other cuts, a letter “N.” Two of the limbs of that letter are six or eight
inches long, and the third is a gash extending right beyond the body and some inches
through the drapery below it. The other cuts are cleanly made in the region of the waist.
The weapon with which the damage was done luckily had a keen edge, and so did less
mischief than an old and blunt weapon would have done.




Chagque fois qu’elle est arrétée, Mary cesse de manger et de boire. La gréve de la faim est alors la seule
forme de résistance laissée aux suffragettes. Au début, les autorités judiciaires — prises de court — c2dent et
sont obligées de les relacher. Les femmes qui sortent de prison sont affaiblies, mais d’autant pius
remontées encore. Elles recommencent 3 militer dans les rues, ameutent les foules, prennent la parole lors
de meetings, affirmant — leurs os saillants le prouvent — qu’en les privant de libert€ on les tue... Il faut les
faire taire. Il faut les enfermer. Mary Richardson fait partie des premiéres victimes d’une technique de
gavage qui consiste 4 garder les femmes en vie, de force avec un tube de 90 cm enfoncé par le nez, dans
leur cesophage, jusqu’a 1’estomac. C’est trés douloureux. L'opinion publique s’en émeut. Il faut trouver
une autre solution pour mettre les suffragettes au silence.

La loi «Chat et souris» - est alors votée ..

S

NG 1SN 09 Pllice, -
. So long as they withold the vote
} . My warfare will not-cease.

ils

peuvent arréter les militantes, les emprisonner, les relacher juste avant qu’elles ne meurent de faim et, une
fois qu’elles vont mieux, les remetire en prison
_ ) The encrmous publicity generated by Richardson's
arrest and con_\ncﬁon prompted a rush of similar copy-cat attacks — fourteen more
paintings would be siashed and nine women arrested between March and July 1914




peut remplacer des tableaur, mais pas des humains.

s . i e - Les
Imiiitantes, émaciées, reviennent 2 1’assaut dans 1’aréne publique, multiplient les meetings et les marches
de protestation. Les coups de matraque et les condamnations leur attirent méme le soutien d”hommes qui
' créent a leur tour des associations en faveur du suffrage universel. En dépit de tous ces mouvements de
sympathie, le gouvernement résiste. Les meneuses deviennent les cibles 3 abattre. Les plus dangereuses —
Sylvia Pankhurst et sa mére Emmeline — sont entourées de gardes du corps formées au jujitsu. Le 8 et le 9 :
~mars 1914, on dépéche contre elles des escouades de policie

les verrous. Richardson est indignée.
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Etre musulman en ltalle | Slate.fr

Un entrep

La centralité des mosquées

Bien qu'une petite partie seulement des musulmans fréquente réguliérement les
mosquées, celles-ci jouent cependant un role primordial dans la représentation de
Pislam en Italie’. Selon un rapport publié par le ministére de I'Intérieur, en mai 2007
Jes lieux de culte étaient au nombre de 735°. 11 s’agit pour la plupart de locaux (souvent

ex-magasins ou méme caves) qui ont été transformés en salles de priére afin de
répondre & la demande d'un nombre croissant d’immigrés musulmans, Cest
précisément autour de la précarité de ces lieux de culte et la demande de nouveaux
locaux quémerge le débat sur la place et la visibilité de I'islam dans I'espace public
(Allievi, 2009). La « question des mosquées » se pose dans les villes, mais aussi dans
les villages italiens avec en définitive la méme conclusion : I'impossibilité de mettre en
ceuvre tous les projets de construction, souvent pour des raisons qui tiennent a 'ordre
publiqgue ou & limpossibilité de modifier le statut légal d'utilisation des biens
immobiliers.

F § ‘ ] —

2014 aux Rencontres d'Arles.

Crédit: Nicold Degiorgis

Against a backdrop of rising Islamophobia in Italy and fears, like those at full
throttle in France, of terrorism committed in the name of Islam, Muslim leaders in

Venice said they saw the proposal to create a temporary mosque in the

internaticnal spotlight of the Biennale as a perfect way to communicate their
dt?s_ire_ to more fully participate in the life of their city.

4t utilisé comme lieu de culte improvisé, dans la provinee de Venise | Nicol6 Degiorgis a recu le prix du livre d'auteur

02/03/2016 10:09







une véritable mosquée



_ _ _ _ _ _ _ _ _ O . .




8. The closing of THE MOSQUE, the Icelandic Pavilion of the 56th Biennale di
Venezia, was a decision of Venetian officials that seem to continue to ¢laim that
the Mosque is not an art exhibition but a place of worship and that the IAC
should consequently apply for a permission to open a place of worship.

6. Visitors to THE MOSQUE project are NG required to remove their shoes
nor cover their heads with veils. Inside the exhibition in the Pavilion there is a
sign SUGGESTING that visitors remove shoes as a part of the exhibition and the
installation, and as a way to respect the cleanliness of the site. Veils are provided
for OPTIONAL use by anyone wishing to use them. It is entirely left up to
visitors to choose whether to remove or wear their shoes, and whether to try
wearing a veil.

Classines-ns="tvais THREIAYRetiere-Rreatbaee S l-c 3= irat? LYp o
According to zoning regulations of the Old City of Venice, buildings designated as SU
can be used as “Museums; exhibition venues; libraries; archives; association facilities;
theaters; community places; religious facilities, provided that the entire building unit is
used as one of the aforementioned uses exclusively or overwhelmingly, with one or more
other uses occurring as auxiliary and/or complementary use,”

T R s Vrs 'y -ity-offieials-elos show that the Church is
privately owned and was officially deconsecrated for “profane use” -2 bvthen -




A Church,




a Mosque .







despite the profound stamp that Islamic culture has left on Venice’s art and
architecture over centuries, it remains one of the few prominent European cities
without a mosque near its historic center, leaving Islamic residents who work

s there to pray.in storerooms and shops amid the tourist crush.
What's Been duiey mosquée-installation,
Missed

E Italie, c'est un scandale.

Mosque Installed at Venice Biennale Tests City's Tolerance 111 thie 15000 20,000 Muslims living in the greater Venero

“There are many Muslims who commute in to work, and they don’t have a Heate d Deb
good place for prayer,” said Mr. Ahdab, a Syrian-born architect who has lived in B

 7enice since 1984. “And there are tens of thousands of Muslim tourists coming 02/03/2018 10:10

through Venice every month, who wonder why there is no mosque, in a city where B

~ 'ou can see Islamic history with your eyes.”  Venise par le Suisse L'ceuvre est métaphorique
les traditions italiennes. — s

Don’t Buy {"ve been hesitant to embrace Christoph Biichel’s project for the Icelandic Pavilion at the 2015
® Venice Biennale from the beginning. The notion of opening a mosque as an art pavilion in the ci_ty_of_d_l

Venice is mm-gets attention and headlines, but not one that leads

to building strong bonds between communities. | believe Biichel's project was designed ll.:a b.e exactly
the type of short-term project that gives many art worid liberals an inflated sense of superiority at the
expense of those who don't “get” the project or share their perspective. Real change comes from

el sustained and difficult work, and there is no sign that Bilchel was ever commitied to that.

i What | was taken aback by was the lack of information on who the faithful were. No mention of
ENCORE whether the generic-sounding “mosque” was Sunni or Shia (coincidentally, there are also Islamic
sects that don't use mosgues) or any insight into the people who used the institution — | didn't find
anyone who could answer my questions during my visit. | just don’t think Blichel’s project has done
much to promote understanding, but it is part of a troubling trend in contemporary art — paricularly
those works that often fall into the category of social practice — to create pieces that end up being
eady-made sculpture amateur adventures info the highly specialized field of social work. Foundations and governments like
£a6Yy 1o fund art with a social purpose, particularly when it propagates their values. These types of social
practice projects fit into that mold, and in Bilchel's case, experimenting with foreign tolerance without

* Brice Honefeux MORE

¢ Hocine Mahdjoub testing the waters at home is a perfect fit. See how tolerant Iceland is compared to the

o Clermont-Ferrand : X Karl s \ °

vy moRE bigoted italians, it seems to ask. A Man's Das Kapizral, D@Sir d vivre et de résister
L] MI]S!Q]IES =

" J;tg.d_eimjs MORE Yes, the historic center of Venice needs a mosque if its inhabitants request it, and yes, it should be

} Eﬁmﬁ:_ : embraced by all those in the city, but an artist from the outside — particularly one without any

» Catholicisme MORE connection to Islam or Venice — should not be the one parachuting in to create it.

: - iy S «Pas un leu vraiment librex»
Aans son communiqué. «Ce qui est peut-étre le plus Je crains malheureusement

—écevant, Fadministration de la Biennale de Venise [..] om0 que ce soit le contexte
~’a pas soutenu cette démarche artistique de la fagon hational ou international qui

~ont on aurait pu s'attendre d'une organisation de sa fasse que les gens & pOUVeaU._Smg
~tature et qui se proclame comme la défenseuse de Fart que, je vous le repete, I'expérience

e, alors

wontemporain». \Jé revendigue le mélange _vécut & Graulhet devrait &tre pour moi un modele.

~day, the Venetian authorities closed the pavilion, citing numerous violations (including security

neerns, occupancy issues, and proper permitting) and rejecting claims “by Mr. Biichel that the Ve eitise 8es clets symbaligne
[hosque was simply a work of art functioning as a place of worship.” Eirikur Thorlaksson, chairman of
+board of the lcelandic Art Center, which organized Biichel's project, also released a statement, |t

fs: i i ART
about Islam’s place in Europe. Les musuimans en lialie entre crise identitalre of réponses Islamistss

The puerse of THE MOSQUE is fo draw éttantion 1o the political institutionalization (o]
Segregation and prejudice in society, and to catalyze reflection upon the conflicts that

arise from the sorts of governmental policies on immi i
: . gration that lie at the heart of
global ethnic and religious conflicts today. ARTICLES GRATUITS A LIRE

WHAT TR RPAD NEXT
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