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Faraway So Close di Tina Gillen rappresenta il Gran Ducato del Lussemburgo 
alla 59. Esposizione Internazionale d’Arte – La Biennale di Venezia. 
L’esposizione ha ispirato all’artista (1972, Lussemburgo) una nuova serie di 
dipinti in grande formato: l’installazione pittorica prende vita nel Padiglione del 
Lussemburgo, all’interno degli ambienti storici delle Sale d’Armi, all’Arsenale, 
che diventano uno spunto per esplorare i legami che intercorrono tra spazio 
interiore e mondo esterno.
_

Il lavoro di Tina Gillen (1972, Lussemburgo), facendo principalmente ricorso 
al medium della pittura, indaga le relazioni che intratteniamo con il mondo 
che ci circonda e lo fa con una particolare attenzione verso tematiche legate 
al paesaggio e all’abitare. I dipinti di Gillen trovano di frequente un’origine 
in immagini fotografiche che l’artista modifica, semplifica, “traduce” 
pittoricamente e associa ad altri elementi per giungere a composizioni che 
mantengono una certa ambiguità tra astrazione e figurazione, costruzione e 
improvvisazione, superficie della tela e traduzione dello spazio. Un’atmosfera 
densa si sprigiona dai suoi dipinti, avvolgendo in un velo di mistero e stranezza 
forme tratte dal quotidiano.

Faraway So Close è il progetto che Tina Gillen ha concepito per il Padiglione del 
Lussemburgo pensato per le Sale d’Armi, la cui storia risale al XV secolo e il cui 
utilizzo come deposito di armamenti le collega al passato militare di Venezia. 
“Anziché optare per una scenografia intesa nel senso più classico del termine, 
ossia come la costruzione di un’architettura, di pareti provvisorie”, Gillen ha 
deciso di lavorare “con lo spazio”.

luxembourgpavilion.lu



23.04–27.11.2022
Luxembourg Pavilion

59th International Art Exhibition – La Biennale di Venezia

Faraway 
Tina Gillen

So Close

La mostra riunisce otto tele di grandi dimensioni accolte in un dispositivo 
scenico ispirato ai fondali cinematografici dipinti, «come se [le opere] fossero 
lì solo temporaneamente, in attesa di essere spostate e ricollocate di nuovo… 
come un set ancora in via di creazione». In questo senso Faraway So Close 
rappresenta un’estensione delle riflessioni che hanno guidato il lavoro di Tina 
Gillen nell’ultimo decennio sul modo in cui la pittura si rapporta allo spazio. 
Come già in molte delle precedenti esposizioni, le modalità con cui i lavori sono 
presentati diventano una parte integrante dell’opera e il punto di partenza per 
un’esperienza estetica che si estende nell’intero spazio.

I soggetti dei dipinti riflettono la recente ricerca di Gillen sui fenomeni naturali 
che sfuggono al controllo umano, come gli eventi meteorologici, l’innalzamento 
del livello dei mari e l’attività vulcanica. Insieme le opere evocano i quattro 
elementi storicamente associati alla formazione dell’universo (terra, acqua, fuoco 
e aria), oltre che le manifestazioni di disgregazione provocate dall’attività umana. 
Riecheggiano così quelli che la scrittrice francese Marielle Macé, nell’ambito 
della letteratura, descrive come “paesaggi incerti”. «Vivere in un mondo 
danneggiato vuol dire in sostanza vivere in paesaggi incerti, grovigli di linee di 
vita e linee di morte; significa convivere con i rifiuti, i fantasmi, esseri ibridi, i 
veleni e i pericoli, ma anche con i sogni, i desideri, le invenzioni, le pratiche di 
vita, poiché “la vita inventa sempre”» scrive Macé.

Questa ambivalenza risuona in molti dei dipinti in mostra. Ad esempio, nel 
monumentale Sunshine III (2022), un insieme di forme schematiche nere e 
gialle si dispiega sullo spazio della tela a partire da un nucleo situato nella parte 
inferiore del dipinto. L’opera evoca il sole e i raggi che emanano da esso, ma 
può anche essere interpretata come un’esplosione che irrompe nello spazio 
espositivo. 
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Power II (2022) combina una rete di linee e strisce sottili che ricordano il profilo 
di un traliccio elettrico e uno sfondo atmosferico che suggerisce l’immagine di 
un orizzonte lontano. Infine, tre dipinti che condividono lo stesso titolo, Sealevel 
(IV, V e VI, 2022), rispecchiano le problematiche contemporanee causate dal 
cambiamento climatico.

Nel cuore dell’installazione si trova Rifugio (2022), un elemento scultoreo la cui 
forma si ispira a una capanna sul mare che l’artista ha scoperto sulla Côte d’Opale 
nel nord della Francia e che ha già raffigurato in un piccolo dipinto su carta, 
intitolato Shelter (2018). In quest’opera la casa è rappresentata mentre fluttua in 
uno spazio astratto, etereo, «come se l’ambiente circostante fosse stato cancellato, 
lavato via dall’acqua». Trasposto nello spazio espositivo e messo in relazione 
con i dipinti, questa forma diventa per l’artista uno spazio polisemico, fungendo 
allo stesso tempo da luogo di ritiro e da porta sul mondo, da rifugio e da spazio 
attraversato da una moltitudine d’informazioni. 
Faraway So Close parla della complessità delle relazioni che intrecciamo tra i nostri 
spazi interni e il mondo esterno, tra la vicinanza e la distanza.
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BIOGRAFIA
Tina Gillen (1972, Lussemburgo) ha presentato il suo lavoro in mostre personali 
al Bozar di Bruxelles (2015), al Mudam Luxenbourg (2012) e all’M Museum di 
Leuven (2010). I suoi lavori sono inoltre stati presentati in numerose collettive 
tenute presso il Mudam Luxenbourg (2018, 2010, 2009), la Künstlerhaus 
Bethanien a Berlino (2012), il Netwerk Aalst (2012), il Mu.ZEE a Ostend (2010), 
il Wiels a Bruxelles (2009), l’M HKA ad Anversa (2007) e il Platform Garanti 
a Istanbul (2004). Due monografie Echo (MER. Paper Kunsthalle, 2016) e 
Necessary Journey (Hatje Cantz, 2009) sono state publicate sul suo lavoro. Vive e 
lavora a Bruxelles.

LA GIURIA
Il progetto Faraway So Close di Tina Gillen è stato selezionato tramite a un con-
corso indetto dal ministero della Cultura e dal Mudam. La giuria era composta 
da Suzanne Cotter (direttrice del Mudam 2018-2021, presidente), Kevin Muhlen 
(direttore del Casino Luxembourg – Forum d’art contemporain), Anke Reitz 
(curatrice delle Collezioni Steichen– CNA a Clervaux), Dirk Snauwaert 
(direttore del Wiels di Bruxelles), Lorenzo Benedetti (curatore presso il 
Kunstmuseum St.Gallen), Michelle Cotton (responsabile del Dipartimento 
Programmazione artistica e Contenuti del Mudam) e Christophe Gallois 
(curatore, responsabile delle esposizioni al Mudam).
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PUBLICAZIONE
La mostra è corredata da un catalogo che include i contributi inediti di 
Jean-Philippe Antoine, Marielle Macé ed Eva Wittocx e una conversazione tra 
Tina Gillen e Christophe Gallois, curatore della mostra. 

Testi: Jean-Philippe Antoine, Christophe Gallois, Marielle Macé, Eva Wittocx
Direttore della pubblicazione: Christophe Gallois
Design grafico: Kim Beirnaert
Editori: Mudam Luxembourg, Hatje Cantz
Lingue: Français / Anglais
256 pagine, 19,6 cm x 27 cm
ISBN 978-3-7757-5330-2
Disponibile presso il Mudam Store e su mudamstore.com, 39 euro
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PROGETTO DI RICERCA
In risonanza con l’esposizione, Tina Gillen, Christophe Gallois e un gruppo 
di studenti e diplomati della Reale Accademia di Belle Arti di Anversa sono 
impegnati in un progetto di ricerca intitolato «Forms of Life». Iniziato nel 2021, 
il progetto prende forma attraverso un workshop mensile presso l’Accademia. 
Nel settembre 2022 a Venezia, durante la Biennale, si terrà un workshop con un 
programma aperto al pubblico. 

Abitare il mondo significa intrecciare costantemente le nostre vite, le une con le altre e 
con la diversità degli elementi che costituiscono il nostro ambiente. 
Tim Ingold, «Intrecciare un cestino»

«Forms of Life» esplora le molteplici risonanze che scaturiscono da una 
riflessione che anima oggi tutti gli ambiti della creazione, del pensiero e 
della società: la relazione con le altre forme di vita e i nostri modi di abitare il 
mondo. Ciò significa interrogarsi sui legami che si intrecciano tra l’opera d’arte 
e il mondo, tra l’immagine e la realtà vivente, tra le forme che ci circondano e 
quelle che creiamo. Questo progetto nasce dalla volontà di esplorare i molteplici 
significati che può assumere, nel campo delle arti visive, il concetto di «forme 
di vita».

«Forms of Life» si sviluppa su due anni, dal 2021 al 2023, attraverso un 
workshop mensile presso la Reale Accademia di Belle Arti di Anversa concepito 
come un momento di scambio, riflessioni, letture, pratica e incontri con artisti 
e pensatori internazionali provenienti da varie discipline. Lo svolgimento 
del progetto è costellato da una serie di momenti forti, come il workshop del 
settembre 2022, a Venezia, che trasformerà la città e la laguna in un territorio di 
riflessione e sperimentazione artistica. 
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«Forms of Life» si concluderà con la realizzazione di un progetto al Mudam, 
nell’estate del 2023, nel quadro dei Summer Projects organizzati dal servizio per 
il Pubblico del museo. 

Nel 2021-2022 sono stati invitati al seminario i seguenti artisti e autori: Tim 
Ingold, Ismaïl Bahri, Katinka Bock, Marion Neumann, François Génot, Irene 
Kopelman e Delphine Wibaux. 

«Forms of Life» è organizzato dalla Reale Accademia di Belle Arti di Anversa e 
dal Mudam.  

Per ulteriori informazioni: https://www.ap-arts.be/en/research/forms-life
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GIORNATE PER LA STAMPA
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STAMPA VISIVA

Sunshine III, 2022
Acrilico su tela
390 x 700 cm
Photo: We Document Art / Mudam Luxembourg – Musée d’Art Moderne Grand-Duc Jean
© Tina Gillen / Courtesy l’artista e Nosbaum Reding, Luxembourg / Brussels
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Arctic Forecast II, 2021
Acrilico su tela
270 x 190 cm
Photo: We Document Art / Mudam Luxembourg – Musée d’Art Moderne Grand-Duc Jean
© Tina Gillen / Courtesy l’artista e Nosbaum Reding, Luxembourg / Brussels



Sealevel IV, 2022
Acrilico su tela
270 x 440 cm
Photo: Florian Kleinefenn / Mudam Luxembourg – Musée d’Art Moderne Grand-Duc Jean
© Tina Gillen / Courtesy l’artista e Nosbaum Reding, Luxembourg / Brussels
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Sealevel V, 2022
Acrilico su tela
350 x 500 cm
Photo: We Document Art / Mudam Luxembourg – Musée d’Art Moderne Grand-Duc Jean
© Tina Gillen / Courtesy l’artista e Nosbaum Reding, Luxembourg / Brussels

59th International Art Exhibition – La Biennale di Venezia luxembourgpavilion.lu



59th International Art Exhibition – La Biennale di Venezia

Sealevel VI, 2022
Acrilico su tela
295 x 480 cm
Photo: We Document Art / Mudam Luxembourg – Musée d’Art Moderne Grand-Duc Jean
© Tina Gillen / Courtesy l’artista e Nosbaum Reding, Luxembourg / Brussels
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Power II, 2022
Acrilico su tela
380 x 270 cm
Photo: We Document Art / Mudam Luxembourg – Musée d’Art Moderne Grand-Duc Jean
© Tina Gillen / Courtesy l’artista e Nosbaum Reding, Luxembourg / Brussels
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Time Travel II, 2022
Acrilico su tela
270 x 380 cm
Photo: Florian Kleinefenn / Mudam Luxembourg – Musée d’Art Moderne Grand-Duc Jean
© Tina Gillen / Courtesy l’artista e Nosbaum Reding, Luxembourg / Brussels
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Volcano, 2022
Acrilico su tela
270 x 440 cm
Photo: Florian Kleinefenn / Mudam Luxembourg – Musée d’Art Moderne Grand-Duc Jean
© Tina Gillen / Courtesy l’artista e Nosbaum Reding, Luxembourg / Brussels
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VEDUTE DELLA MOSTRA (SELEZIONE)

Vedute dalla mostra, Tina Gillen. Faraway So Close, Luxembourg Pavilion, Biennale Arte 2022
© Photos: Florian Kleinefenn
Courtesy l’artista e Mudam Luxembourg – Musée d’Art Moderne Grand-Duc Jean
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AN ONGOING JOURNEY
INTERVIEW WITH TINA GILLEN (excerpt from the exhibiton catalogue 
Faraway So Close)

Christophe Gallois: Two different notions of space have worked in tandem 
throughout your practice: on the one hand, your interest in various everyday 
spaces – landscapes, suburban housing, and spaces associated with leisure, like 
swimming pools, for instance – and on the other hand, the pictorial space itself, 
which is a constant source of reflection and inquiry for you. A good example of 
this would be one of your very first pieces, Häusersequenz (1996), which in many 
ways is a seminal piece.

Tina Gillen: I made Häusersequenz twenty-five years ago, when I was still a 
student at the Hochschule für Angewandte Kunst in Vienna, and this piece 
was indeed foundational in my painting practice, gave direction to my work. It 
emerged from the environment I was in at the time. I started collecting images 
of suburban houses as if they were portraits of people. Dwellings, and more 
broadly any space we transform or shape, are portraits of the people who inhabit 
them. In my work, I am interested in universal spaces that are archetypes of 
sorts. For example, the images of the swimming pool and the tent stem from 
personal memories and experiences, but they are also deeply anchored in our 
collective consciousness, and what I am engaged in is arriving at a form that 
contains both dimensions. My paintings are moments of confrontation with 
these images. They offer an experience of their limitations, their complexity, 
their contradictions.
 
C. G.: Photographic images play an essential role in your work process. How 
would you describe your relationship to them in the context of your painting 
practice? 

T. G.: I record the space and the environment using different methods: I take 
photos, I collect images and objects, but I also gather notes and thoughts on 
various subjects. The amassed images that make up my archive are closely 
connected to my own perspective on the world. In a way, it is through them that 
I see what’s around me. I gather iconographic sources, slowly building a visual 
world around the idea or motif I am focussed on at the time. I do work with 
photographs, but my practice does not consist of reproducing them in painting 
form. I am interested both in the impact these images have – why I find them 
engaging, striking – and in what makes them incomplete, in what they lack. 
Above all, my process consists of fragmenting, deconstructing these source 
images to then reconstruct my own image. This is often the longest phase of my 
production and allows me to preserve vital information only.

C. G.: In your hands, these images go through various processes: you isolate 
certain fragments, you transform them, combine them with other images… 
These operations occur early on during the conception phase, but only really 
take shape through the act of painting. Your paintings often exhibit a certain, 
subtly orchestrated ambiguity between directions that could seem to be in
contradiction with each other, but which find some sort of common ground in 
your work: somewhere between abstraction and figuration, painterly gesture and 
linear precision, a documentary and an imaginary approach, and the
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commingling of various scales. With that in mind, how do you view the pictorial 
space?

T. G.: The pictorial space is where this process occurs in a very intuitive way. It 
is the space where all the information that feeds my work can be synthesised. 
Sometimes, I try to bring together images that contrast heavily or almost oppose 
each other around a single motif. I try to restore the inherent ambivalence of 
all things – between beauty and ugliness, for instance –, the confusion that can 
occur between memory, reality, and projection. I try to translate a feeling in all 
its complexity. The things that dwell in our brains are not neatly organised like 
a filing cabinet…
Painting allows for these connections, this interweaving, and these occasional 
collisions to occur between visual elements that are different from each other, 
all within the same pictorial reality. Paint as a material has its own language, one 
that often eludes me. The challenge is to create a dialogue with this material 
to better direct the image. The outcome is always unexpected, but never 
completely random. 
As for the production process itself, my compositions build up as strata. I 
go back and forth between these layers: I usually paint from background to 
foreground, but once I get there, I usually work my way back to the background. 
A motion sets in. Erasure also plays an important role. Erasing can sometimes 
revive a shape. A form of play develops between figurative elements and 
elements that are more formal or abstract. Throughout this composition process, 
I seek to simplify the image for myself and for the viewer.

C. G.: A piece like Katrina (2008), whose starting point was the eponymous 
hurricane that hit Louisiana in 2005, is a particularly good example of this 
process, from the ‘feeling’ you sought to translate through painting to the 
dialogue between its figurative and abstract elements.

T. G.: When I am conceiving a painting, first I try to establish a site, a mood, 
a feel, a tone. This work is in no way connected to photography. It’s a more 
abstract, more expressive process that comes from within.
For Katrina, I produced the background according to this method, prioritising 
gestures and movement that aligned with the concept of a hurricane. I then 
added figurative elements, bit by bit. The car, the façade and fragments of the 
houses destroyed by water emerge from this abstract background. The gestures 
and the speed that came with the production of the background contrast with 
the piece’s figurative elements, which are calmer, as evidenced by the lines on 
the car that represent the traces the water left as it receded. Two temporalities 
are at play here: movement and rest.
Another factor that contributes strongly to the mood of this piece is how light 
is treated. The influence of light on how we perceive and understand things 
seems crucial to me. Light sources are rarely present in paintings; they are 
usually situated outside the frame. Similarly, vanishing points can be depicted 
within the frame or exist outside of it. This out-of-frame area is very engaging to 
me. I like the idea of working with the fragments of something greater.

C. G.: Over the last decade, your work has been marked by your willingness to 
step outside the limits of the canvas to explore relationships between painting
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and the exhibition space. You have experimented with this aspect in the context 
of some of your exhibitions, in parallel to your studio practice. Namely, I am 
thinking of the exhibition Playground at Mudam Luxembourg in 2012 and Echo 
at Bozar in Brussels in 2015. Looking back at your practice, we can see works 
that appear to foreshadow this direction, starting with the mural paintings you 
made in the early 2000s at Casino Luxembourg – Forum d’art contemporain in 
2002; Platform Garanti in Istanbul in 2004; and at M in Leuven in 2010 
(The Falls). Could you speak to this progression?

T. G.: It was very gradual, and here too we could go all the way back to 
Häusersequenz. This notion of sequencing, of seriality, which is directly 
related to the space, is crucial to this piece. Häusersequenz comprises twenty-
four paintings, but they are not autonomous, isolated works. They function 
as a whole, both as a sequence and as an archive. Typically, when this piece 
is exhibited only some of the paintings are hung up, while the rest remain 
stored in a small crate that is an integral part of the work and is placed on the 
ground near the exhibited paintings. When I was making this piece, I was 
also working with slides stored in little plastic boxes. I replicated this, but 
with small paintings. In the years that followed I continued working around 
the principles of that series. In 1998, I produced a group of paintings around 
the motif of the tent: for two months I painted the same tent, progressively 
deconstructing it with every new painting. When I showed that series shortly 
after at the Hoger Instituut voor Schone Kunsten (HISK) in Antwerp as part 
of an open studio event, I realised the importance of how and where paintings 
were hung in the space, of their rhythm, and the impact of these factors on 
the paintings themselves. They were small, so there was no direct relationship 
to the architecture of the space. Shortly thereafter I produced my first mural, 
Waterchute, as part of In/Out – Bouillon, once again at HISK, in 1999. The 
exhibition space and its architecture were now also supports for my paintings. 
In 2001, I made another mural, Ceiling (2001), at Alimentation Générale gallery 
in Luxembourg, which unfolded not just onto a single plane but over a whole 
corner of the space. There was this occupation of three-dimensional space and a 
specific vantage point from which to view the work. 
I was interested in working with the illusion of space and in incorporating the 
viewer’s position into my work. This offset the fact that my paintings were 
and still are, for the most part, devoid of human figures. Every time, I want 
the viewer to see what I myself am seeing. This concern is present throughout 
my work; the viewer’s gaze is integrated into my paintings. This is one of the 
components that brings life to the painting.

C. G.: Another key moment in this creative journey was your exhibition 
Playground, for which you created a painting installation, Monkey Cage (2012), 
inspired by nineteenth-century panoramas.

T. G.: With Monkey Cage, I was trying to incorporate the viewer’s movement into 
the work itself. The piece was so big that to experience it fully, one had to move 
through it, almost like a tracking shot. This experience extends the gaze, adds 
a temporal component. The way I approached the space came from the subject 
of the painting itself, which was inspired by sceneries I had seen at the Antwerp 
Zoo. My studio was located across the street from it for several years and I
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would often visit – especially the spaces where various species of monkeys 
lived. Each cage had a painted backdrop that evoked the animals’ natural 
habitat. I used the pattern of these sceneries and repeated it to cover the whole 
painted panorama. Even if the panorama wasn’t a full circle, I still wanted to 
give a general sense of being trapped, confined. Sometimes this is how I see the 
world. We also confine ourselves in these sorts of sets that completely cut us off 
from reality.

C. G.: You took it one step further with your 2015 exhibition Echo by using a 
figure from one of your paintings, Structure (2011), and transposing it into the 
space as a fully-fledged sculptural object (Structure, 2015). How did this dialogue 
between painting and space come about?

T. G.: For that exhibition, I was planning on having a wood panel that would 
close off the space and alter the viewer’s movement. I made this connection 
between the materiality of this scenographic element and my 2013 painting, 
Hurricane, which depicts a wooden house that has been turned upside down 
– a very simple image, like a silhouette. During the conception phase, this 
panel quickly turned into a support structure for a mural painting (Echo, 2015) 
depicting the same motif, and making wood a part of its vocabulary, because in 
some places it remained visible.
At the centre of the installation was Structure, the sculpture you were just 
describing. The painting it originated from was itself inspired by a construction 
made to support a billboard. So, there was this transposition from space to 
painting, and then from painting to space. Near this there was Sundown (2015), 
another painting on wood that was propped up against the wall and sat on the 
floor, as if it were a billboard that had been taken down and set aside. There 
were two other paintings in the exhibition, Rain or Shine (2013) and Matterhorn 
(Prisma) (2015), both of which were concerned with the optical deconstruction 
of images: through broken glass for the former, and through a prism for the 
latter. All these pieces related to each other, as the exhibition title suggested: 
there was a proliferation of resonances between them. 
This is the landscape I sought to create. The works could be seen as
autonomous, but I put a lot of care in the experience they would provide as a 
whole, in space, through movement.

C. G.: This brings us to Faraway So Close, the project you have devised for the 
Luxembourg Pavilion at the Venice Biennale. In keeping with Echo, you are 
incorporating the space into your work. Faraway So Close is a painting-based 
installation more than it is a painting exhibition; there is an emphasis on the 
viewer’s visual, spatial and physical experience of this installation that unfolds 
throughout the architecture of the Sale d’Armi. To what extent did you draw 
inspiration from the pavilion itself?

T. G.: The location itself was my starting point. From the outset I was 
interested in the history of the Sale d’Armi, which was built in the fifteenth
century and originally used to store weaponry and ammunition in the naval and
military complex that was the Arsenale. How could I integrate my paintings into 
a place like this, with its loaded history and inherent constraints? 
How could I show paintings in a space where they cannot be hung on the 
existing walls?
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Rather than opting for a scenography in the traditional sense – building an 
architectural structure, temporary walls –, I wanted to work with the space. 
The size of my paintings, how they would respond to the height of the space, 
immediately became self-evident. As I was thinking about the past uses of 
this place, namely its military function, one of my initial instincts was to use 
a motif I painted in several pieces in 2016: a sun, which can also be seen as an 
explosion, and whose size will correspond to the size of the space. Then, the 
idea quickly came to arrange my paintings as if they were being stored in the 
space.

C. G.: Rather than exhibited.

T. G.: In storage, yes. As if they were there only temporarily, waiting to be 
moved and rearranged again. Another source of inspiration for the display was 
the idea of a film set: a place where painted film backdrops were stored, or like a 
set still under production.

C. G.: This echoes the connection your work has with film. Previously, this 
connection has occurred through certain motifs, like in Playground (2008), 
where you reproduced the shape of a play structure that appears in Hitchcock’s 
The Birds (1963), and, more broadly, through the fictional, filmic mood present in 
some of your paintings.

T. G.: A phrase I wrote in one of my notebooks as a student comes to mind: 
‘projection on canvas’. There is a white canvas, the film starts, and suddenly 
an entire world appears on the canvas. I often make this connection with 
my painting practice, even if both mediums are very different temporally. In 
films, images supersede each other – they appear and then disappear almost 
immediately –, whereas with painting this all has to be condensed into a single 
image. This is how I see the paintings that make up my Venice installation: I 
drew various motifs from my work of the last few years and in a way I am now 
projecting and reinterpreting them in the context of this set. I am giving free 
reign to my past work.

C. G.: And, together, what are these motifs saying?

T. G.: The paintings are still in production, but I am working with 
motifs pertaining to natural phenomena that are beyond our control, like 
meteorological events, rising sea levels and volcanic activity. There will also 
be the ‘exploding sun’ image, as I just mentioned. In some ways, these motifs 
are connected to the four elements that were once considered as the building 
blocks of the world, but most of them also evoke the consequences of human 
activity on landscapes and on the environment. The paintings are autonomous, 
but as a group they will form a ‘climate’ around the central component of the 
installation: the Rifugio (2022).

C. G.: With this idea of the set comes the consideration of paintings as material, 
as objects, as you were already doing with Häusersequenz, with the small 
canvases that could be moved around and rearranged, or with Monkey Cage, 
which took on the form of a backdrop inspired by the pre-film apparatus of the
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panorama. It was with Monkey Cage that you first used wooden structures 
to present your paintings on, a device you will also be using in Venice. We 
could also discuss your paintings depicting sets and screens whose backs and 
construction are exposed. Namely, I am thinking of two drive-in paintings from 
2006 (Drive-In I and Drive-In II) and of Caravaning (1998), which depicts the 
titular word spread out across a landscape, similarly to the Hollywood sign.

T. G.: I want to show what’s behind things, the ‘backstage’. All the stretchers 
and canvases painters have to store in their studios are always very present. 
These tools are part of the material and visual universe of painters. In the 
context of a studio, the backside of any given painting is often as visible as 
the front. This brings to mind a scene from a documentary film on Howard 
Hodgkin: as we enter his studio, a whole series of canvases can be seen facing 
the wall. He had in fact built screens to hide his paintings on wood, which often 
took him several years to complete. It’s a fascinating scene. Maybe it takes a 
painter to understand this! He didn’t want his own paintings to constantly be 
looking at him. This ‘architecture’ of painting is now part of my vocabulary. It 
was present in my exhibitions at Mudam and Bozar. Painting is not just about 
what appears on the canvas, it’s an object in space.

C. G.: The other key component to your Venice project, which your exhibition 
is centred around, is an architectural and sculptural construction that dialogues 
with the paintings: the Rifugio you just mentioned. This element is the 
continuation of a lineage of motifs present across your practice: dwellings, tents, 
shelters, birdhouses, etc. As was the case with Structure – your installation at 
Bozar – its shape comes from one of your earlier works, a small painting on 
paper titled Shelter (2018). What are the origins of that painting?

T. G.: Its very refined outline was inspired by a seaside maisonette in Sangatte, 
in the north of France. In Shelter, I removed everything that was around this 
structure, as if its whole environment had been erased, washed away by the
water. It looks as though it’s floating in this ethereal, immaterial space. It 
could be seen as a dwelling detached from any context, unmoored, floating in 
an unreal landscape. For Venice, I wanted to project myself into this space of 
which I only know the exterior and imagine how it might be to see the world 
from within it.

C. G.: What is the role of this refuge in the exhibition? Beyond the central 
position it holds, it also appears to have a metaphorical function.

T. G.: The refuge has a strong connection to the paintings that will surround 
it and which, conversely, are all about the outside world. It is the heart of the 
exhibition, the element around which it all gravitates. It is a polysemic space. 
It is a shelter, a place to recharge, a refuge where one can prepare to face the 
harshness of the world. But it is also an open space, permeated with the images
and the information around us. It is a creative place, driven by desires, ideas,
impressions, hopes. It is both my studio and a space I am offering to the viewer. 
It is a mental and concrete space. This refuge is closely connected to the here 
and the now. It is anchored in the present and in the space, whereas to me 
paintings act more as projections into elsewhere, into the past or the future.
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C. G.: The title of your exhibition, Faraway So Close, based on the English 
title of a Wim Wenders film, highlights this connection between inside space 
– the domestic – and the world outside. Your whole practice has been built on 
questions around the relationship we humans have with the world around us. 
With this project, you are extending this line of questioning into the space and 
are offering a physical experience of it. Could you speak to this relationship 
between proximity and distance? The ‘room of one’s own’ Virginia Woolf 
described, which your Rifugio could be reminiscent of, is now permeated in 
many ways with the outside world.

T. G.: My installation clearly echoes the contemporary experience of domestic 
space: as we sit in our homes the screens our televisions, computers or phones 
light up and we can see crowds in the Kabul airport trying to flee Afghanistan, 
the bodies of those who died at the gates of Europe, fires and floods caused 
by climate change… Like many of us, I am overwhelmed by all this. My 
installation talks about these images that find their way into our domestic 
environments, about these worlds that accumulate, intersect, overlap. Our 
everyday lives are now made up in great part of these pervasive images. It is of 
course important to pay close attention to them, but we must also know how to 
remove ourselves from them. The best quality of this refuge is that it is empty. 
Everyone should have their own refuge…

C. G.: Surprisingly, you developed this project shortly before the Covid-19 
pandemic broke out.

T. G.: I did conceive this project a few months before the pandemic started, 
and of course it took on a whole new meaning with what we have been through 
and continue to go through. The pandemic has upset the relationship between 
domestic space and the outside world through our experience of this invisible 
threat and the concrete reality of lockdowns, and all the information that 
reaches us through digital channels. One of the most important lessons I’ve 
retained from this experience is that the environment is not something separate 
from us. On the contrary, we are inextricably linked to it.

C. G.: By addressing this relationship between interior space and the outside 
world, between proximity and distance, your exhibition project also discusses 
the role of painting today, albeit indirectly.

T. G.: I am simply trying to be part of the world and to translate it. I want to 
talk about my time. If I take a step back, I can see that I have tried to stay 
true to my artistic path. That is, speaking to whatever time and space I found 
myself in. When I was a student in Vienna, I worked with the environment 
I was in. Then, for my artist residencies in the United States and Asia, I also 
tried to work with what was around me. My work definitely contains its share of 
autobiography about my work. It may not be obvious to others, but it is to me. 
Painting is always with me. The title I gave to one of my first solo exhibitions, 
in 2001, and which I reused for my 2009 monograph evokes this path: Necessary 
Journey. I was already aware that painting is an experience that unfolds in time 
and in space. It’s an ongoing journey.

Luxembourg, August 2021
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