














H‘mr E \ru\

E_ _
,r: I8 /

]




MARCO MAGGI

Nascido em 1957 em Montevidéu, Uruguai, Marco Maggi vive entre Nova York e Punta del Este.

O artista conquistou reconhecimento internacional ao criar desenhos abstratos e detalhados,
utilizando materiais comuns, como papel, plexiglass, papel aluminio, lapis e uma lamina afiada.

O resultado de sua arte analdgica e meticulosa é, ao mesmo tempo, critico e fascinante.
Formalmente, ao gravar formas ou recorta-las, o artista adiciona uma terceira dimensdo a
seus desenhos e compde como um escultor, utilizando a luz, a sombra e o espago - negativo
e positivo. Semanticamente, com uma gramatica detalhada, Marco Maggi descreve um mundo
impulsionado por elementos mindsculos. No entanto, embora a visdo ampliada de suas obras
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pareca revelar padrdes sistémicos ou planos abrangentes (que remetem a modelos de circuitos
elétricos, tecnologia da informac&o ou mapas urbanos), a visdo do artista sobre nosso mundo
resiste as nog¢des de ordem e previsibilidade. Seus detalhes sdo vistos como protagonistas
fundamentais, moldando de forma continua e aleatdria nosso entorno (fisico, bioldgico, técnico,
social, etc.).

“Perguntam-me sobre minha paciéncia para desenhar, e eu respondo que, na adolescéncia, um
meio de transporte de Montevidéu despertou minha paixdo pelas pausas e pela demora. Hoje,
porém, preferimos as teses remotas aos parénteses proprios. A Unica coisa que compartilhamos
em um bate-papo no café é a conexdo Wi-Fi. Em vez de consultar o caminho com o préximo,
preferimos ser orientados por um GPS celestial. Apaixonados pela velocidade e pela longa
distancia, autorizamos a tela do celular a dominar todo o tempo ocioso.”

Marco Maggi representou o Uruguai na 567 Bienal de Veneza em 2015.

Suas obras integram as colec¢oes de importantes instituicdes internacionais, como o Museu de
Arte Moderna (MoMA), o Whitney Museum of American Art e o Drawing Center, ambos em Nova
York; o Hirshhorn Museum and Sculpture Garden, em Washington, D.C.; o Walker Art Center, em
Minneapolis; a Daros Foundation, em Zurique, Suica; o Museum of Fine Arts, em Boston; o Fine
Arts Museums of San Francisco, em S3o Francisco; e a Colecao Cisneros, com sede nos Estados
Unidos, entre outras.
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I still have a vivid memory of my visit to the Uruguayan
Pavilion at the Venice Biennale in 2015.

After being struck by the installation of dozens of
pencils on the wall that shielded the pavilion’s interior,
| stepped into the large space and was met with an
immense emptiness.

Just as | was about to turn and leave, | was saved by a
visitor who stood there, absorbed, staring at the wall.

| approached as well and was suddenly overtaken by
a sense of wonder: an entire world was there, drawn
in thousands of tiny shapes, fragments, collages,
and countless other exercises of white on white—
minuscule, almost invisible figures that turned into vast
landscapes the moment my attention was captured by
Marco Maggi’s work.

This was the first of many visits | made to the
Uruguayan Pavilion during my days at the Biennale
in Venice. | had been hypnotized by Maggi’s practice,
rediscovering each time a new geography, revisiting
the complexity and details of his installation—and
recalling the philosopher Frangois Cusset, who, at
that very moment, reminds us: “...carving and cutting
the insignificant into a trace, the vacuum into an
archive, the shadow into an alphabet, the detail into a
cosmos, and the smallest of variations into that famous
revolution we had ceased to expect.”

The Fundagdo Iberé is honored to welcome Marco
Maggi, who gifts us with La economia de la atencién,
bringing together earlier works and new creations
conceived especially for our institution, ranging from
drawings and installations to elements drawn from
everyday life.

| would like to thank Sofia and Renos Xippas for their
close collaboration and tireless efforts in bringing this
exhibition to Porto Alegre, and with great affection,
Patricia Bentancur, our guest curator, recently
announced as the curator of the Uruguayan Pavilion
for the next Venice Biennale.

My special thanks go to Marco Maggi, who—from
our first meeting, first in Uruguay and later during
his visit to Porto Alegre—showed the generosity so
characteristic of our neighboring country.

Thank you all very much.

EMILIO KALIL
Fundacédo Iberé

TO WALK SLOWLY IN ORDER TO COME CLOSER

Marco Maggi’s work emerges at a moment in human
time that, to borrow from Huyssen!, acts as a
synchronized anchor—one that resists excess, whether
of information or discourse. His language is pared
down to its simplest form: black and white, empty and
full, light and shadow. It is built only from paper, a craft
knife, and a few pencils.

At first encounter, when facing the deliberate restraint
of his installations, we may need to step back from the
disorientation that overtakes Solaris’s* protagonist on
returning to Earth, staring at a frozen lake—caught
between recognition and distance.

Maggi invites us into a material apprenticeship in
slowness. The miniaturization of gestures, the reduced
scale, and the demand for physical closeness create
an observational protocol activated only when the
viewer decides to approach and sustain their gaze.
What unfolds is not an optical trick but an ethics of
perception—an ethics of nearness: less speed, more
time; less distance, more closeness. To walk slowly to
come close, to walk slowly to come together. A way
of reordering our relationships with things, and with
others. This ritual of approach recalls Werner Herzog’s
account of his walk to visit Lotte H. Eisner.

Between November 23 and December 14, 1974,
Herzog walked from Munich to Paris to visit his
friend, who he had been told was dying. Walking
on ice* demanded not only resolve but faith in the
journey itself. Four years later, he published the
diary of that walk under the title Vom Gehen im Eis,
later translated into Spanish as Del caminar sobre
el hielo.*

History remembers the act as eccentric and inefficient
if measured in time or distance. Herzog was 32. He
could have flown, but chose to walk—moved by an

1 Huyssen, A. Twilight Memories. Marking Time in a Culture of
Amnesia. New York: Routledge, 1994.

2 As he approaches his father’s house, returning from Solaris,
Kelvin, the protagonist, realizes that something very strange is
happening. His father seems unaware of the fact that it is raining
inside the house. The scene ends with the two hugging each other,
and the viewer understands that the house and the lake are on
Solaris, and that Kelvin has not returned to Earth.

3A reference to the title of Herzog’s book: Of Walking in Ice.

“The book was republished in 2015 by the University of Minnesota
Press, recalling the three-week winter walk and its character as an
act of practical devotion rather than a romantic gesture.

almost mystical conviction that this suspension of
time might help keep his friend alive. It worked: Eisner
lived another nine years.

| like to think of Maggi’s practice through that
Herzogian lens. What matters here is form: walking
embodies a belief in how time, body, and connection
relate. Walking stretches time—just as attention
does in Maggi’s work. We are bound together by fast
technologies; slowing down generates proximity as
an ethical experience, not simply as reduced physical
distance. The journey turns distance into a task and,
in doing so, opens a new regime of meaning—a quiet
disobedience to the acceleration in which we live.

Maggi expands an analog technology that replaces
the shortcut of panoramic vision with a method
of approach, where every detail, shadow, and fold
requires time shared between artwork and viewer.
Looking becomes kinetic: one must lean in, kneel
down, adjust the focus, and look again.

As with walking, proximity isn’t given; it’s built. And
this act of construction turns the viewer into co-author
of the perceptual event—an experience that calls for
sustained attention to describe a form of writing
without adjectives. Michel de Certeau wrote that the
city is read and written with the feet. In Walking in the
City®, walking appears as a form of speech, a tactic that
cuts into and rewrites spatial plots conceived from
above. Walking resists total vision; it generates micro-
decisions that create another grammar of space.

Brought into the exhibition space, this becomes a
decision to walk inside an expanded drawing. The
paths are not mere movements; they are sentences
made of approaches, detours, pauses, and returns.
The viewer, negotiating millimetric distances to
perceive a cut or trace a shadow, performs a rhetoric
of looking comparable to the rhetoric of walking that
Certeau describes. This protocolis not acommand but
a grammar—a slow-reading syntax that, like Eisner’s
gift of time, grants us more of it.

ATTENTION - ECONOMY

In Marco Maggi’s projects, the titles of both his
exhibitions and his works often carry a hidden layer
of meaning. The ambiguity of this installation’s title
is not a lack of clarity but a critical tool. La economia
de la atencion occupies a carefully crafted threshold
of meaning. Two words—economy and attention—
come together in a phrase that, instead of closing
interpretation, opens it to multiple readings. The

5 https://www.mobilistiek.nl/assets/Uploads/Downloads/Michel-
de-Certeau-Walking-in-the-City.pdf. Acessed on Sept. 2, 2025.

tension between them activates a double register: on
oneside,circulation,management,andtheexchange of
a scarce resource (economy); on the other, perception,
sensitivity, and the ability to pause (attention). The
exhibition unfolds in the shifting space between
these poles.

Ambiguity here is an invitation—an open question
about where we place the emphasis. If we privilege
economy, the path leads toward a contemporary
debate on how regimes of visibility—from mass
media to digital platforms—commodify our time and
structure our ways of seeing. The viewer may then
read Maggi’s works as commentaries on the traffic of
images and the transactional nature of vision within a
system saturated by stimuli.

If, however, we shift the emphasis to attention, the title
points backto perception asanintimate, ethicalact. The
exhibition becomes a pedagogy of looking: to stop, to
linger, to give value to the minimal and the overlooked.
Economy,inthissense,isnotaglobalsystemofexchange
but a personal practice—the management of one’s own
attention, an exercise each visitor performs within
the space.

Meaning, then, is produced along each visitor’s path,
oscillating between two poles: the awareness of
participating in a system that organizes visibility, and
the possibility of stepping back from it to reclaim the
autonomy of one’s gaze.

This proposal speaks directly to contemporary
discussions about how our ways of looking are being
contested today. Writers such as Jenny Odell have
called for the urgency of learning to “do nothing,”
to reclaim attention as a shared commons, while
theorists like Yves Citton argue that attention is not
an individual possession but a collective practice—
an ecology that shapes social relations. These ideas
appear here not as citations but as resonances,
helping situate the exhibition as a test: how do we
manage, cultivate, or redirect our attention within an
ecosystem saturated by demands?

The strength of La economia de la atencion lies precisely
in this oscillation. Rather than define, it opens a field
of tension that each visitor must navigate. Ambiguity
becomes a mode of participation. The exhibition may
be experienced either as a reflection on the global logic
of information, or as a quiet manifesto on the need to
pay attention—slowly and up close—to what appears
before us.

Is it, then, a political economy of visibility—data
markets, image circulation, cultural consumption—
or an intimate, personal economy of how we allocate
our time and focus, whether before these works or
within daily life?
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Is attention a resource or a practice? Is it something we
possess and spend like currency in the marketplace
of stimuli, or a perceptual act cultivated and renewed
with each encounter—with a work of art, or with the
present itself?

Does the title describe a social diagnosis, or propose an
aesthetic experience?

Are we looking at a critique of cognitive capitalism and
the commodification of attention, or at an invitation to
experience attention as resistance—as an act of slowing
down and caring?

Many visual practices, | believe, do not simply resist
but allow us to rehearse alternatives—ways of acting
capable of critically engaging the conditions of
the present.

This resistance also takes shape within a specific space.
If we understand the exhibition as a device, then the
space in which it unfolds becomes essential—both the
condition and the enabler of meaning. The viewer’s
paths and pauses emerge within a psychology of place.

Throughout his career, Maggi has exhibited in diverse
rooms and contexts—some especially suited to his
poetics, others transformed by his presence. In this
sense, the invitation from Fundagdo Iberé is exemplary;
it is difficult to imagine a space more attuned to his
proposal. Alvaro Siza’s architecture, with its formal
restraint and meticulous attention to detail, establishes
with Maggi’s work a dialogue that goes beyond affinity
to become structural. Both share an ethic of attention—a
call for proximity, slowness, and careful reading.

Carson Chan has observed that the raw material—and
the true challenge—of contemporary curating is not
only art but space itself. He draws a parallel between
experience and knowledge, claiming that any situation
lacking direct experience becomes an act of faith. “To
know is to experience,” Chan writes, “without which
one can only believe.” This idea is especially relevant
to Maggi’s work, which depends on that experiential
dimension: only through direct encounter and sustained
attention within the architectural context does the work
fully unfold.

Fundagdo Iberé, shaped by Siza’s disciplined
architecture, is not a neutral white cube but a space
where richness is shared between architect and
artist. This shared quality creates a unique spatial
parenthesis—an understanding that can only emerge
through experience.

Maggi’s work should be read as a form of thought—an
ontology rendered through paper, cutting, and folding,
imposing a slower time that turns the exhibition into
a space of relation. The closeness it demands doesn’t

narrow the world; it sharpens it, making its complexity
more vivid.

Long ago, Maggi chose to build a world where detail
transforms space into a network of optical micro-
events that require body, focus, and slowness. In
this method of proximity there is no spectacle, only
relation; no message, only cooperation; no efficiency,
only attention. From this perspective, his work doesn’t
oppose acceleration with nostalgia but with concrete
techniques of slowness—ways of staying close, of
remaking our bond with what we see, and of reframing
the distance between us.

Patricia Bentancur is an independent curator and
researcherspecializingin Ibero-American artin context,
with a focus on completing and promoting readings
that dismantle the notion of a single genealogy. She
has an extensive trajectory in the field of visual arts and
new media, and works as a consultant for museums
and cultural institutions in Uruguay and abroad.
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MARCO MAGGI

Born in 1957 in Montevideo, Uruguay, Marco
Maggi lives between New York and Punta del
Este.

The artist gained international recognition by
creating abstract, highly detailed drawings
using common materials such as paper,
plexiglass, aluminum foil, pencils, and a sharp
blade.

The result of hisanalog and meticulous practice
is both critical and captivating. Formally, by
engraving or cutting shapes, the artist adds a
third dimension to his drawings and composes
like a sculptor, using light, shadow, and space—
both negative and positive. Semantically, with
a finely tuned grammar, Maggi describes a
world propelled by tiny elements. Yet, although
the magnified view of his works seems to
reveal systemic patterns or overarching
plans (evoking electrical circuit models,
information technology, or urban maps), the
artist’s vision of our world resists notions of
order and predictability. His details emerge as
fundamental protagonists, continuously and
randomly shaping our surroundings—physical,
biological, technical, social, and beyond.

“They ask me about my patience for drawing,
and | respond that, in my adolescence, a means
of transportation in Montevideo awakened
my passion for pauses and slowness. Today,
however, we prefer remote theses to our own
parentheses. The only thing we share during a
chat at a café is the Wi-Fi connection. Instead of
asking the person next to us for directions, we
prefer to be guided by a celestial GPS. In love
with speed and long distances, we allow the
cell phone screen to dominate all idle time.”

Marco Maggi represented Uruguay at the 56th
Venice Biennale in 2015.

His artworks are part of the collections of
major international institutions, including the
Museum of Modern Art (MoMA), the Whitney
Museum of American Art, and The Drawing
Center, all in New York; the Hirshhorn Museum
and Sculpture Garden in Washington, D.C.; the
Walker Art Center in Minneapolis; the Daros
Foundation in Zurich, Switzerland; the Museum
of Fine Arts in Boston; the Fine Arts Museums
of San Francisco; and the Cisneros Collection,
based in the United States, among others.

LIST OF WORKS

p. 11

Rolling quotes, 2025
Cutting and pasting an
acid free alphabet on an
inking roller

15x9cm

p.12-13
Diseminacion, 2025
Cutting and pasting an
acid free alphabet on
black Dibond panel
120x90 cm

p. 14-15
Landmark, 2019
Pencil on clay tablet
50 x40 cm

p.17

Construir y demoler
(dibujo a lapiz), 2025
576 chalk pencils on floor
Variable dimensions

p. 18-19

Miopia global, 2025
White acid free alphabet
on wall

Variable dimensions

p.21

Thesis, 2025

Cutting and pasting an
acid free alphabet onto
ping pong ball

4 cm diameter

p.22-23

La sociedad subatémica,
2025

Drypoint on 16 colorless
pool balls on a black
cloth pool table

80 x 253 x 140 cm

p. 24-25
Drawing machine, 2025
24 black pencils facing
the wall / 24 bow strings
keep them

aligned in perpendicular
levitation

160 x 690 x 17 cm

p. 26-27

Pro-File, 2025

Cuts and folds on 500
letter size sheets inside
an acrylic box
29x23x6cm

p. 28-29
Cristalino, 2019

Drypoint on a magnifying
glass

50 cm diameter

p. 30-31

Sliding, 2025

Slide frame grid with
cuts and folds on 35mm
papers

120x90 cm

p.32

El papel del papel, 2025
Two 7 x 7 grids of letter-
sized reams of white
paper with cuts and folds
on all 98 top sheets

5x 226 x 182 cm each

All works reproduced in
this catalogue are courtesy
of the artist and Xippas.
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