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La poesia @ una sostanza volatile. Difficile afferrarla. Si pud cercare di circoscriverla, semmai, di avvicinarsi al suo centro procedendo
per tentativi. Che & poi quello che cerca di fare questa intervista a Lorna MacIntyre, artista scozzese nata nel 1977 della quale ci
siamo innamorati. Se parliamo di lei in termini di poesia, non & solo perché il titolo della sua ultima personale alla galleria Kamm di
Berlino (2006, un'altra & attesa per U'aprile di quest'annn] era tratto da un poema di Apollinaire, o perché fra le sue letture recenti
figurano Pound e Mallarmé. Ma parcha it fraglla e prezioso equilibrio che crea nelle sue installazioni fra oggetti trovati e fotografie,
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di lawari, il fipo esatto di materiale scelto gioca un ruaka pid
significativo. In 5, la pigtra usata & la serpentina, come punto di
connessione linguistica e visiva con la forma e il titole dell'opera.
In Speculor Compasition 2, si tratta di una pietra che chivdeva
un tumulo funerario dell'E del Ferro, @ introduce un punto di
collegamenta starico in una scultura che trae molta ispiraziane
dalle piis anteche forti stariche.

Con le fotagrafie e le fotocapie, ka selezione tende a essere agnl
valfa piil precisa. Per esempio, in And the World Is What Creales
Arf, Not the Mind, le fotagrafie ded pavone e del fiore sono stafe
usate come strumenti per creare un collegamenta linguistico,
visivo ed espositivo con fa pigna sul suo piccoly basamento @ con
la struttura generale dell'opera,
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indipendente da me, A sua volta, quests impulso sembra creare
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caratterizate da una spiccata instabilits narrativa? Me ne
parleresti in modo pid approfondite?

Pense che sia qualcosa che tarna a collegarsi all'invisibile
confing fra artista & opera di cul parlavo prima, Sento che c'8

una dicotomia fra il pensare Fopera e farla — esserne al di fuori
e al di dentro, e il moda in cui rispecchia cid che succede nella
testa. Quanda uso farme doppie, o sfrutto gli angali, o ke immageni
speculari, si fratta di un aspefto dell'mteresse pi ganerale par
la dualita, ancora una volta una forma di riferimento del processo
a se stesso. Con le mmmagini speculard, o cosa & iniziata con un
errore in camera oscura, Non ne usavo una da anni, e ha inserito
il negativa nello sviluppatere al contrario. Questo genere di error
sembra spesso pid inferessante del rsultato pianificato, e percid
cerco di mantenarli nell’'apera, o di contare sui moment in cui
qualcosa accade per caso.

Che progetti hai per il futurg?
Per quanto riguarda Mimmediato futuro, ho cominciato a lavorara
ala mia seconda mastra alla galleria Kamm, in T titalo,
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a poem by Apollinaire; nor is it only because
among her recent readings we find Pound
and Mallarme. It is especially due to the
fact that the fragile and precious balance
she originates in her installations between
found objects or pictures, the several
references to classical arts, and the
fragments from the natural world, seems
to belong to the art of poets.

Your Fast exhibition at the Galerss Kamm in Berlin gwes its title
(The Sun Puts His Arm Right Throuah The Window) 19 2 poem by
Apailinakre; a work exhibited in 2007 21 the Mary Mary gallery in
Gtasaow is titled Say AV The Poefs, like 2 line of the Partoguese
et Fernanda Pesson (in this case it was even tokd tat you
“digtiled the essence of the peam intg visual form”), It seems that
poetry is 3 sienificant refarence for your wark a0 you el

tratta da un romanio di fantascienza di Ursula K. Le Guin, & The
Word For World Is Fores!.

Circa il lungo termine, spero di passare un po” di lempo a lavarare
da qualche parfe lontano da Glasgow. E un bel posto per wiverc,
ma pensa che sarebbe bene scompighare un po' le cose—
andarsene @ lasciare che nuovi influssi entrino nel lavara.

Poetry is a volatile substance. It's hard to
catch it, rather one can try to circumscribe
it, to draw closer to its core by trial and
error. Which is exactly the purpose of the
following interview with Lorna Macintyre,
a Scottish artist born in 1977 whose work
we really love. If we speak about her in
terms of poetry, it's not only because
the title of her last solo exhibition at the
Kamm gallery in Berlin (2006, and another
one is upcoming in April) was drawn from

me ahout it? And about the relationship between pogiry and the
visyal ars?

Poetry feels like it's of increasing influence in my work, although

[ feel like & bit of a beginner in my knowledge of it, Lately ['ve
been reading a few late 19th, early 20th cantury poets; Mallarme,
Baudelaire, Ezra Pound, figures associated with the emergence

of symbodism. I feels like there are soma parallels here with
what's happening in my work—in the use of visual metaphars and
the potentiality of objects. T'm also aware of a kind of structural
paralial with what I'm doing in some sculphural compositions—the
compasition of alaments which somatimes jar and confradict each
ather, or create a chain of connactions, or 3 itthe of both, In Say
AN the Poels [ tried to make this relationship very literal as an
experiment, using a line from a Pessoa poem as the starting point
for the structure and the elements in the work. With the show

at Galerie Kamm last year, the fitle (The Sun Put His Arm Right
Through the Window), became a kind of thread that connected all
the works in the show in a much looser way.

There is & narrative in the seffing and composition of your
guhibitions {as well a5 in the innar structyre of many of your
warks) that syzeests 3 paraliglism with liferature in gensral-—a)
especially with a kind of fragmented and ngn-ln

narration, What can you tell me on this subject?

This interest in non-linear narrative goes back a long way. As an
undergraduate [ wrate my dissartation on postmaodern fiterature
and the kind of boundary crossing between author and characters
that goes on within it—I was looking at authors like Alasdair

(Gray, Gabriel Garcia Marguez, John Fowles, Kurt Vonnegut, IF's
something that feels relevant for me in the process of making work,
this kind of ivisible boundary between the arfist and the work. For
a while | was fascinated by photographs of arfists lagether with
thair work and was incorporating them in collages. Now when T
leave my fingerprints on & piece of copper, or leave an accidental
mark that has happened in the darkroom in a final print, it feels ke
away of crossing this boundary a liftle.

Something that has been frequently stressed by the critics is the
concern of your wark for the relationship between man and nature,
that you seem to regard a5 empathetic and based on affinity and
fance, a ‘persanification’ of objects 1
noticed, Would you Ik to explain this mor epth?
In persanifying natural objects, painting them, furnang them info
somefhing else, I'm interested in this point of Intersection batween
something confrolled by buman hand and something out with cur
contral. I'm alsa trying fo create a sense of character in something
inanimate in & playlul kind of way. In a broader sensa I don't feel
that nature is separate from us, I'm mare infterested in how it is a
part of us.

You often made use of found objects and images, stuft that you
collected around (nhotographs, Xeroxes, branches, leaves, artitacts)
and included in vour installations, Where do you tind them? How.
o you pick them gut? How does the integration of these “foreien
bradies” in the oreanic-like structure of the exhibition work? And
it can you tell me about the process of choosing the materiats to
s, Wil Limagiog to be exiremely carsful and weighed?

I think this works a liftle differently in individual pleces, and
differently with phatographs than with natural objects. How the
natural materials are incorparated inta the work is a matter of
peecision, but the process of selecting them feels much more
intuitive, There is an element of chance that comes into the
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instinctiva
at, but
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wark with them - which sfone you pick up on @ beach is 3
decision, The precise ptacement of such elements balal
the origin; a very direct, unmeditated one
of works the exact type of material chosen plays a more significant
role, In § the stone is serpenting, as a point of linguistic and visual

he shape and fitle of the work. In Speculor Compasition
2if is a capping stone from an iron age burial cairn, introducing this
historscal pant af connection in a sculphu ich barrows a lot of
Inspiration from earty historc sources.
With the phatocopes a otographs it fends fo be a more precise
salaction every time. For example, in And o id Is Whot Creafes
Art, Not the Mind the peacock and flower photographs are used as a
way of creating a visual and linguistic connection Loy with the
pine cona on its tiny plinth and the structure of the work itself

on is

|ast, What interasts you
the center of laby
Lam not interasted in gettin
obscure. At the sa & I'm nat interested in singular
didactic interpretations. T am happy to leave somerh
ended for 3 &1 fo mave around and find their own meanings. In the
studio I'm trying to follow the work rather than f
It often feals like the work has a kind of momentum, which is quite
detached from mysel. This momentum itself feels lika it 25 its own
shape, folds back on itself, IF's something T w: inking about in the
basic structure of Sitver Lining {Allegorical Figures) and Such Dljects
Do Not Occur In Mature; line of & train of thaught

n your work
1of—likz the Mike of Sov Al The Poets and !
h Olfects Do Not Oecur In Nature (2007). and

i such a classical o
ome part of your.

towiards ke,
practice?

Twent on exchange ta Hunter College in New York last year as part
ourse at Glasgow. T took this class there called 'Myth

it , Hercules
This sense of a p
te to how 1 had been trying r
te o . It aiso led me Towards an inferest
ural forces (Wind, Sea,

an objact seemed fo rel
of character with inani
in allegorical figures, in th
personified in a human farm, So this is more how 1 these reference

formal

points started to enfer info my work, more than an idea of

n many of your photograp 5 and
it of composition is the
poSition

e about 17

his svisible boundary

1 feed like

v Imvalved m thinking about and making work - being
it and inside it 2 £ kir mirrorng 1
happening in your head. n 1 use double for
images it's part of a larger o
reference fo the process again. the mirroring in the photographs,
this started with a mistake in the darkroom, I hadn't used a d
for years and was putfing the negative in the enlarger the wrong way

m trying to keep them in
pan these moments when something happans by

the wark, or build
chance,

1 book by Ursula Le Guin.
ang term, I'm hoping to spend a bif of time 2

somewhare other than Glasgow, It's a great place fo be based, but T
t things a bit - get away and let some




