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BEYOND PAINTING

Afterthoughts on an exhibilion held last year

ta el Tronto

al San Bene

el LLE DOREFLES

Ihe situation in which contemporary visual
art is being thrashed out may be seen as the prod-

wct of two lundamental conflictineg drives: the
one, lowards the world of technology, new struc-

ral materials, programming and mass pro-
duction: and thie other, a

uil  technology

even when it is used), seeking hopefully a

return to nature, opposed 1o mass production

ramimnamn

placing imporiance mors
an the sifi-

and pro

upon the idea infe & the waor
| tiom takes pli
the product of that idea and that situaton,

Observing the wrends of the last few years,

in which cr

C, |EI-|III LT EL

one cannot bul reconise the truth of this sum-
mary. There is minimal art, promary siructurnes,
kinetic art, op, programmed an, all tendencies
linked to technology and boasting new
materials [Cor-ten steel, alumi

i, plastics,

wroduction of multiples (preciacly 1o
ity with the world of indus-

eie.); the

inaist upon the al

trial design and mass production) ; and on the

other hand, the new trends «

“anti-form™, of

conceptual art, of “a all of which

could be grouped wn » heading of “situa-

" art, as goodd a headir . decisive-
Iv refusing the glitter of technology and, for the

time since Dada, asserting the pre-em-

Tt

inence of the conceptual in visual art, the im-
portance of the metaphorical element, and call-
ing for the abalition of servitude 1o a consumer
poods-orented society.

The show organised in the summer of 19659 an
San Benedetto del Tronte by myvsell, Filliberto
Menna and Luciano Mareeci, was intended o

bar, as the title had o, “bey
Onherwi

d painting’.

e stated, it was an exhibition that ex-

cluded paimting hung on the wall and the

sculpiure on a pedestal in order 1o give ut-

most importance to the two trends mentioned

ahove, The aim was to establish visually (when
placed in direct conlrontation), the behaviour
of some of the most interesting and commited

to the two opposed tendencies,

artists o  thie s two generations in Dialy

belonging
It was, | helieve, the first time that anything

ol kind had been do I'he large exhibi-

tions of concepiual art (Berne, Amsterdam,
Amalliy had excluded all ather developmenis,
shows ol the other 1eend,

arvel, simmlarky, ot
the wechnologiss, kineticists and programmists
dominated without let or hindrance,

It hacl not been easy wo persuade the artists o
this face-to-face encounter, specially as their

WEAPOIS WEre 1 those of the echnolo-
gists, showy and § g those of the

tualists airy and imponderable. Besides purely

L i"ll-

“yisual” waorks (each artist had his own space
in which wo carry through the operation he pre-
ferred), the exhibition presented other types of

action “heyvond painting™, such as the contin-

s execution, in a special room, of electronic,
wic by Boguslay  Schaefler,
Chiari, Viworio G

Grossiy a musical happening by Chiari, Gel-

“concrete””
Ciiuss

metti, Pietro

L ental
films by Barucchello, Leonardi, Patella, Turi,
Munari, Piccardo; and other “actions™ which

tii and Lacy; the showing of experin

were dispersed in the surroundings of the exhi-
bition  and  inserted i the urban il the
natural landscape, such as the raft of Mattiace,
the self-measurement of Nanni, and various par-
wtenotte, La Pietea, Ma-
rotta and others, Besides this, and prre

tici pational works of C

sely in

order 1o give a succinct survey of international

production, a show of multiples was put on,

with items chosen from among the most signifi-

cant in Ialy and abroad

Before coming o s
an exhibition, | would like to underline an in-
teresting fact concerning the attitude of the

ort analvsis of the works

general public (the ordinary public of a sum-
mer resort) towards the show, 11 was & test, nod
to be ignored, offering the possibility of re-
sponse to works completely unfamiliar and hav-
ing no connection with what official and ac-
ademic culture calls art, And 5o it was posible
sidle ik
y retrograde tra-

1o olserve that, leaving 1o o * hostile

'IIIr'Ill‘-“‘||l \I?\\Illl'll

list positions, the reaction of the general

mple, a greal

pavement of

public was good. Thus, |

[

aun, drawn in red sireaks on 1
the square in front of the exhibition palace by
Nespolo, was quickly “invaded” by the chil-

drem of the place and used in their games,
transformed inte a beight  plavground. The
light projections that covered by night the ex
terior of the palace with evansicent amochic
hgures [compasitions by Contenotte created by
enclosing Auids of different degrees of viscosity

betwern sheets of

rlast and enlarging them in
the projection, a commonplace in the dance-

halls of San Francisco four years ago,—Trana. |

attracted the inmterest of pasiers-by  througl
w5, The same could be

their very unexpecte

said for the various rooms of the exhibition

where the public revealed its clear preference,
understandably, for the spectacular as achieved
by the technologico-kinetic artists, especially as
these most closely ressembled certain aspects of
our mechanised urban culture with s night
lights or the new instrumentation for spatial ex-

ploration. But in fact, if a hypothesis is permis-

sible, 1 believe one ca resee a future decline

interest in this type ol work precisely because

it 1o easily ressembles what we find already
life in bars, jukeboxes and
the moving illuminations of advertising

The osmosis which has taken place between

in our dayv-to-di

kinetic, programmed art and luminous adver-
tising siens and, in general, the lay-out of the
cityacape and the nightscape, has certainly
been good for both: but once a certain stage is
the technological-

attained, it tnkes away e
w oworks™ the science-ficlion aspect

type “us
they had originally and which constitutes a
large part of their fascination, What has hap-
pened, in fact, 15 that which has befallen the so-
called “cool science fiction' dealing with astro-
nauts and space fight; as spatial exploration

erest 1n

has become more and

wre o reality

this kind of fction has declined,
Fairly differ
reaction of the public 1o the works of the other

wis the attitude and the

group where comprehension was maore difficult
and the sophistication of the ideas often ren-
dered them clusive, The “code’ necesary 1o
their deciphering was not in the possession of
h shows that

ity of the visitors—w
s of “amti-form™

the ma

i

more often than not the

enter the cat v ol metaphorical construc-

Lve mens

tions nearer o a literary than a fiey

tality. The absence of the spectacular—of mod-
ern materials—and the difficulty of seizing the
idea or the situation upon which the artist bases
his work, both operate in a way that even fully

realized and cohesive creations cannot be com-

pletely grasped except alter a4 mature prepara-
I

We were able to see, on the other hand, that
projects based upon the direct projection of
visual works (slides projected on a plexiglass
dome by Patella, hlm images by irell, ele.
were casily accepted and understood precisely

7l



because of the immediacy of their visual expres-
SVENERs.

I wished to note bricfly these reactions of the
public because it seems to me that often one
gives far wo little importance to “popular™
reactions, neglecting them and contenting one-
self only with the opinions and judgements of
the experts and the cultural élites, without be-
ing aware how often the judgement of these
might be vitiated by fashion or by reason of
intellectual snobbery,

But let us try, now, to examine more closely
some of the works shown. Above all the opera-
tions upon the landscape (like Nespolo's sun
and Maumiacci's rali, already noted) demon-
strated the possibility for artists of invading the
ficld of urban environment. And in the second
place, the use of tape recorded music by numer-
ous artists (Patella, Panseca, Pirelli, La Pietra,
Mannuecei, Nanni} gave actuality to the prob-
lem of the interdependance of different artistic
languages and the wility of “inter-media™
shows, Even musical compositions which are
generally considered hermetie and unpalatable
(like those of the composers here represented),
once mixed with visual works and presented at
the same level of exhibition material, were seen
1 be easily acceptable, The public which, en-
tering the rooms of certain artists and witness-
ing kinctic and luminous projections with
sound in the background, was carmied on to lis-
ten, with equal comprehension, to the same
works executed in the recital room.

A series of metal disks and circles, hanging
from the ceiling and crowding the whole room,
comprised the environment offered by Mario
MNanni. The interest of this work derived not
only from the structure of disks and circles, but
also from the fact that interfering with them
provoked echoing sounds more or les intense
according 1o which group the visitor moved,

In La Pietra's awdio-visual environment
sound had a structural importance, As the visi-
tor progressed along the plexiglass route 0 a
sort of transparent dome, the sound became
lowder or quicter, causing strange interferences
with the intensity of the lights and the transpar-
encies of the wnnel. Into this work, La Pictra
had inserted some of the more constant ele-
ments of his recent work in order 1o realise a
comstruction in which fantasy was married with
a possibility of architectural utilisation.

Another environment based upon light and
sound effects was Panseca’s, where a skein of
transparent  tubes, containing  Auorescent
liguids lit by ultra-violet light, created a

Manni. Audiovisual tactile environment
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dynamic, luminous situation of a markedly “in-
formal™ type far from the usual creations of
kinetic artists,

The sole representative of this trend, De Vee-
chi of the Milan Gruppo T, created in a com-
pletely black environment a play of perspec-
tival oscillations obtained through the move-
ment of a luminous trajectory geometrically or-
dered.

If the environmeniz of Panseca and De Vec-
chi were predominantly kinctic, and that of La
Pietra typically “programmed™, Alfano's great
eylinders upon which the rays of a multiple-
apertured light source fell, dematerialising the
space, entered into the wpe of spatial-kinetic
environment in which Getulio Alviani also
finds inspiration. Alviani opposed two reflect-
ing walls at different angles and curvatures, be-
tween which ran a neon strip, and created for
the visitor a dimensional ambiguity which was
further accentuated by the reflections of the
wvizitors themselves,

MNannueci, however, in his “sccultation”,
made of a neon-tube arabesque suspended from
the ceiling and corresponding to a similar
arabesque traced on the floor, maimained a
formal link with his previous work while
liberating himsell from the three-dimensional
sculpture which had interested him for seme
time.

Even in those environments created for the
projection of slides grouped according to some
narrative scheme, the images deformed by the
plexiglass domes on the surface of which they
played, or for Gilm projections, the l.lrl‘_".'.'l.l.l.'ll.l.'f
of a “situational” element was noticeable and
contrasted, in a certain sense, with the mechan-
ical aspect of the devices used. In the case of the
projections of Marinella Pirelli, the images,
taken from the plexiglass sculptures of Marotta
and sagely distorted and deformed, were shown
on a sort of multiple draught-screen within and
through which the spectator could enter, right
into the middle of the image-Alux produced by
the projector. In this room, too, the sound effect
was produced by the action of the images upon
photoelectric cells linked to oscillators and thus,
though aleatory, had certain tics with the images.

The artist who might be considered the link
in this exhibition between the technological
and the situstional artists was Ginoe Marotta,
In his darkened room he placed some construe-
tions of very thin marble sheets and others of
plastic, lighting both of them from below and
from the side, 30 as to throw on the walls their
finely notched and serrated shadows, The union

Luca Patella

of artificial and natural (the artificialised mar-
ble and the plastic used for a natural effect
creating the ambiguity) is at the base of this
and other recent experiments by Marotta and
demonstrates the possibility, while using new
technological materials, of continuing the dia-
logue with nature,

It is this dialogue with nature that was taken
up in the rooms of the “situationists”, Calzo-
lari, for example, bringing together a palm leal,
transparent plastic and thin sheets of lead, and
thus introeducing into his environment an cle-
ment of naturalness, mrmumrphm;—d and not
without charm.

It is natural that the public reacted with
some dillidence wowards combinations which it
found gratuitous and superfluous. In reality,
Calzolari—like Kounellis with his bricked-up
door on which hung a photograph of a view of
the room one might have had-—pursues in these
actions a precise aim: the reversal of the process
by which art is bought and sold at so much a
point and turned inte commeodity ; the wish 10
cut free from the manipulable assthetic fetish of
the dealer and the museum. Mario Merz does
the same thing when, alier a long meditation,
he traces on the bare walls of his room a series
of tiny scratched marks, like subtle outlines of
birds—almaost as il to indicate the praence of
an imaginary fight that did happen and left
this flecting verstige.

But when these and similar actions (like some
of Richard Serra, Oppenheim, De Maria) are
photographed, recorded, signed, the merchan-
dising element is reintroduced as, unfortunate-
ly, is happening with many conceptual works in
the UL S, and Europe. The sign traced on a
wall, on a frezhly mown ficld, on a frozen river;
the clot of earth carricd from one place to an-
other, the furrow of fallen leaves in a wood . . .
all are conscious acts performed by artists with
the same magical and apotropacic purpose as
that with which ancient pricsts and tribal
witch-doctors traced their magic circles to call
up the Great Spirit or to mark the sacred boun-
daries for the construction of the Temple, But
should this magic gign be captured, signed, and
put into commerce, then its every value, myth-
ic, ritual, artistic, will be lost, and we have one
more fetish in place of a ereative work.

Among those [ have defined as “situational ™,
Mondino was the only one not to be satisfied
with direct elementary expressions and to have
recourse b0 an exhibition based on a self-por-
traying puppet, some writings and a true and
proper picture “alla Tureata™, that seemed to
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Mario Merz. T

relate somewhat to pop-art. It was a disap-
intment that he did not seize the occasion 1o

some of those mventions (which he was
one of the higt o commit himsell ) based
upon the hxation of a specilic situation, olten
playviully simulated, like his *Balloons™ or his
curious “levels™.

Another artist who brousght inte his work
"

certain pop manifestations was Pisani who

crowded his environment with a set of plastic

Ugo Lapictra. Audiovisual environment

manineguins: headless dolls wrapped in their

transparent envelopes in confrontation with
plaster twins; a “unicum’ beneath a glass bell
which slowly crumbled to indicate the transi-

toriness of the

ique work d its translation

into the solid but no les ephemeral copics rea-
liged in the new matenials of consumer civilisa-
Lo,

What evaluation can we
all achievement of the exhibition at San Bene-

accord 1w the over-

AMiaino, Stwdi o

df um fercarse

detto? Even though the number of exhibitors
was small, [ believe it was suffic

in a certain sense, the orientation of certain

Wl 1o extablish,

major currents in present day Talian art and,
indeed, without exageration, of all an today.
I'hus, for example, the use of natural materials
Marottas marble, Ceroli's rough wood, the
palm leaf by Calzolari, Mattiacci’s tree trunks
and Kounellis' stones) demonstrated a siriking
desire on the part of artists very different from
estions (if

each other 1o return ag tow the sug

na longer 1o the representations and the imita-
tions) of Nature,

O thie other haned, the use of new materials
i and
nni, the neon tubes of

the metlacrylic of Marota, the alumi
steel of Alviani and N
Panseca and Nannucci, the light and palm pro-
jections of Patella, Contenotte and  FPirelli

e of the incitement

demonstrated the BT
arti
nological environment in which they are im-

toclay constantly receive rom the teche-

mersed, and the urge to avail themselves ever

more of these media even on an architectural

and urbanistic lev

And the presence of certain figurative ten-
dencies should not be forgotien: Merz's out-
lines of birds in Right, Mondine's sclf-mocking
puppet, Pisani’s headless dolls, the anthropo-
maorphic wooden structures of Ceroli, all indi-
cate the urgency for much recent visual art to
avail isell once again of the emblematic and
iconological aspects of hguration,

We cannot and do not want 1o make fore-
casts on the duralility el technological art, or of
d “situation-
confrontation

the art we have provisionally ca
al"™, I beli r, that the
of opposing trends and the osmosis between the

o howey

arts are alwavs beneficial and enable one o

hope for a fu tion of the means ol

artistic expression, apparently opposed 1o each

legr

other but, after all, all reflecting the pe
ties of the momet in which we live,

by Toms del Renzio)

{ Translate

1957 58, Height 3 meters
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