The
Sound
of
Screens
Imploding. Beyond the screen
at the Biennale of Moving
Images
It is usually thought that mentioning the presence of works
of art in cinema and filmic images in the visual arts is
enough to define the formless category of “art films” or of
art that refers to cinema.
If this were true, then we should be able to indicate
precisely where to put masterpieces such as Le Mystere
Picasso by HG Clouzot (1956) or Drawing Restraint by Matthew
Barney (2005), or all the new video-installations present at
the last Biennale of Moving Images that mix video art,
cinema, performance, installation, sculpture, music and
dance.
In fact, reality is often more subtle than we imagine, and
when it seems to us that an artist dedicates himself to the
cinema or that a director crosses the screen, we are almost
always dealing with stateless cultural artifacts, which force
us to rethink under another light the whole system of the
arts and the sense of value that runs through them.
The Biennale de l’Image en Mouvement (BIM) is a privileged
occasion for this rethinking. Founded in Geneva in 1985,
today BIM is one of the most successful events in Europe for
the presentation of video installations, artist films and
multimedia works, as well as one of the most important
platforms for research and production of video art in global
level.
The

works

of

all

the

selected

artists

are

in

fact

commissioned and produced by the institution, in a vision
that, projecting itself towards the desire to support the new
generations of artists, distinguishes BIM from the usual
format of the international biennials.
This year’s edition, entitled The Sound of Screens Imploding,
owes its name to the search for an exhibition display capable
of going beyond the screen as a television derived device
and, at the same time, able to overcome a type of use
traditionally associated with cinema and the cinema circuit.
It is no coincidence that the two curators, Andrea Bellini
and Andrea Lissoni, have decided not only to open the
exhibition in the Italian exhibition space that par
excellence, both in its history and in architecture,
preserves the traces of the movement, the former train
factory today OGR Turin, but also to present it in a
scenographic setting that clearly refers to the world of
sculpture and installation.
The work that emerges from this point of view is that of
Korakrit Arunanondchai and Alex Gvojic: the video
installation makes this physical relationship with the
environment palpable both because the viewer must move in an
almost totally dark room – the video is not projected on one
side of a screen but on the two opposite sides of a wall,
around which we can turn as if it were a sculpture – and
because the slow motion of a dancing performer transforms
images into a continuous and mellow flow, in which the The
autobiographical exploration of the two artists’ roots is
mixed with questions about technology, the human body and the
relationships of mutual dependence between them. To complete
the work there is an acrid smell of vegetation, which
generates an experience that is both sensorial and spiritual.
In general,
establish a
follow, the
stories that

thanks also to the curators’ choice not to
predetermined theme that the artists should
exhibition contains many different stories;
run in parallel until they reach their mutual

denial: the possibility that the museum is a place of
resistance, where culture is the only mode of survival; the
risk and danger to which the condition of educated people is
subjected; the end of a natural condition seen as
ontologically positive; the need for narratives to be able to
find a shared value of art and recognize oneself as a group.
Info:
Biennale dell’Immagine In Movimento
curated by Andrea Bellini & Andrea Lissoni
21June – 29 September 2019
Artists: Andreas Angelidakis, Lawrence Abu Hamdan, Korakrit
Arunanondchai & Alex Gvojic, Meriem Bennani, Ian Cheng,
Elysia Crampton,Tamara Henderson, Kahlil Joseph
OGR – Officine Grandi Riparazioni
Corso Castelfidardo, 22, 10138 Torino
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BienNoLo. Being within the
experience
Who would have thought that the neighborhood between Via
Padova and the Central Station would one day become known as
NoLo (North of Loreto), but above all, who would have said
that the Giovanni Cova panettone factory, a stone’s throw
from Viale Monza and forgotten for years, would have hosted
some of the most sought-after events in the city: Fashion
Week, Fuorisalone, and now also BienNoLo, the first edition
of the Milan art biennial curated by Carlo Vanoni, ArtCityLab
(Rossana Ciocca and Gianni Romano) and Matteo Bergamini.
The theme of this biennial, which ended on May 26th, was
ecological sustainability, together with that of transience,
passage, site specificity, environment. In other words, the
attempt to rewrite the urban and natural landscape in a no
longer anthropocentric but biocentric way. And the former
factory has lent itself well to this purpose because the
highly connoted nature of its spaces, the empty and
unoccupied rooms of a disused laboratory, has forced first of
all to look around, to let emerge the material conditions of
a place in which the spontaneous vegetation is the only one
to have maintained its exercise, despite the disaffection of
human activity.
The choice of electing natural light as the protagonist of
the lighting of the works, thus avoiding the use of
electricity, has helped the artists to move in an antimonumental and anti-decorative direction, not necessarily

operating in a defined space but to fit into the interstices
and textures of the old panettonificio, using the space
directly as the physical means of the work.
Adrian Paci, for example, invited the visitor to sit in front
of a plant and stare at it, leaving things to happen: the
noises, the silence, the passage of the sun, the rain. The
installation consisted of a long iron tube that rose from the
floor in an orbital shape, until it surrounded the plant as
if to protect it. Not far away, the intervention of Mario
Airò: three sea shells resting on a hook protruding from the
wall, in dialogue with an old sign that invited to “keep
clean”. The staging, in both cases, of an essential and
intimate gesture, which momentarily kept human expertise and
the vitality of nature in balance.
Francesca Marconi was also ready to communicate immediately
with all forms of life, including plants and animals. The
performer who wore her work, a sort of cloak or camouflage
blanket, has become pure nature, pure instinct, in full
continuity with the surrounding landscape.
Also from a blanket, but now one of the isothermal ones used
by those awaiting rescue, was the installation by Riccardo
Gusmaroli. With a constellation of holes that recalled the
image of a starry sky, the work presented itself as an
invitation to look beyond, in not only spatial but also
metaphorical terms.
In general one would say that the goal of all thirty-seven
artists invited to BienNoLo was to make the condition of
being inside a place and not far away, of making the
presence, giving an account of the essential fact that the
world does not stand before to us but around us.
And each of them did it by making existing space and light
talk each other: that is, showing off not only the art work
but also the material and not abstract presence of what

preceded and framed it: the depth of spaces, wall textures,
light conditions, spontaneous vegetation.
Things that we always see but to which we pay no attention.
All this without seductive details or detailed descriptions.
Leaving, so to speak, the free look to wander and be amazed.
Info:
BienNoLo 2019
Invited artists:
2501, Mario Airò, Stefano Arienti, Elizabeth Aro, Francesco
Bertelé, Stefano Boccalini, Marco Ceroni, T-yong Chung, Laura
Cionci, Vittorio Corsini, Carlo Dell’Acqua, Premiata Ditta,
Serena Fineschi, Giovanni Gaggia, Giuseppina Giordano,
Riccardo Gusmaroli, Massimo Kaufmann, Sergio Limonta,
Loredana Longo, Iva Lulashi, Francesca Marconi, Margherita
Morgantin, Alessandro Nassiri Tabibzadeh, Adrian Paci,
Federica Perazzoli, Matteo Pizzolante, Alfredo Rapetti Mogol,
Sara Rossi, Alessandro Simonini, Ivana Spinelli, The Cool
Couple, Eugenio Tibaldi, Luisa Turuani, Massimo Uberti,
Vedovamazzei, Bea Viinamaki e Italo Zuffi
Via Popoli Uniti, 11, 20125 Milano
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Lygia Pape. Between nature
and geometry
Lygia Pape (Nova Friburgo, 1927 – Rio de Janeiro, 2004), a
protagonist of modern and contemporary Brazilian art, is
often associated with Hélio Oiticica and Lygia Clark as one
of the central figures of the Neoconcretist movement,
developed in Rio de Janeiro between 1959 and 1963 and
promoter of an aesthetic that makes the presence and
participation of the public essential for the completion of
the work.
Pape’s artistic parabola extended far beyond this key moment
in Brazilian art history, expanding for almost five decades
of the twentieth century and including such a variety of
languages - from design to installation, through
performance, ballet and poetry – to make every attempt to
classify her work never definitive, if not superfluous.
Now, fifteen years after the death of the artist, the
Fondazione Carriero retraces the most important works of Pape
realized between 1952 and 2000 in an exhibition, curated by
Francesco Stocchi, that wants to highlight the continuity
between the Brazilian art of the late twentieth century and
international modernist instances.
The reverberation of these continuities is proposed from the
very first rooms: Livro do Tempo (Book of Time, 1965) is a
series of wooden sculptures that play with the variants of
the parallelepiped form and with the juxtaposition of primary
colors, taking over the constructivist lesson their own;
Desenhos (Disegni, 1980) on graph paper reflect the modernist
taste for geometric control, but also a more instinctive

expressiveness that draws inspiration from nature and man.
Even the woodcuts, entitled Tecelar (Tessitura, 1952-1969),
follow the same direction: the fine lines that run through
the images seem to be the result of a rigorous and studied
procedure, but they are nothing but the sign of the grain of
the wood used as a matrix.
In general, despite the obvious preference for abstraction,
what emerges when visiting this exhibition is that the whole
work of Lygia Pape expresses her interest in man and natural
forms. Nature is what allowed her to find a language that on
the one hand gave her an objective anchorage to the material
reality, on the other hand provided her with a series of
processes with which to move away from the world of
immediately recognizable things and head towards an
indistinct space, in which both words and images are
temporarily suspended.
The accomplishment of this speech is Ttéia 1, C (2000), an
installation of golden wires held in tension between the
floor and the ceiling. The title is a play on words that
links the term teia, in Portuguese net, to teteia, grazia.
And in fact there seems to be the grace of nature behind the
construction of this metallic web that, just like a real web,
appears and disappears from view depending on the position
from which it is observed.
As in the sculptures, there is still the reference to the
polarity between full and empty, visible and invisible, but
the difference is that now the attention of Lygia Pape does
not seem to turn more to geometry but to the absolute space
of the mind, to the way through which the eye perceives the
world and the brain categorizes it.
Tééia 1, C has no stable color or shape, because at every
step we take, the light refracts differently on the metal
wires, modifying our perception of them and, simultaneously,

making us participants in a creative process that does not
see the work as separate from man or man as passive spectator
of the work.
It is precisely this condition of “being situated”, so dear
to neoconcretist instances, that is integrated both in Lygia
Pape’s artistic production and in Stocchi’s curatorial
imprint.
As if both were suggesting that we begin to understand
something about our objects and situations only if and when
we understand where we are looking at them.
Info:
Lygia Pape
curator: Francesco Stocchi
March 28 – July 21 2019
Fondazione Carriero
Via Cino Del Duca 4 Milano
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Light and movement. Marinella
Pirelli’s experimental cinema
It is always difficult to reconstruct the intellectual
profile of an artist. Especially when it comes to someone
like Marinella Pirelli (Verona, 1925-2009), one of the most
secluded painters and filmmakers – and for too long
considered outdated – of the Italian post-war period,
recently rediscovered thanks to the retrospective that Museo
del Novecento is dedicating to her in Milan, curated by Lucia
Aspesi and Iolanda Ratti.

One of the reasons why Pirelli has long remained so
peripheral is that she has never tried to adhere to properly
definable schools and currents, nor she has ever been a
victim of the artistic fashions of the moment; on the
contrary, she has sometimes radically distanced herself, as
after the death of her husband in 1973, when she decided to
retire from the art scene and remain in the shadows for about
twenty years, painting and growing peaches in a Veronese
orchard.
Now, almost fifty years after that period of silence, even
the visitor of the exhibition moves wrapped in shadow, going
through a dozen rooms where the main light sources come
directly from the works. The feeling is that of having come
out of the buzz of our time and being immersed in a primitive
space.
It does not seem a coincidence therefore that some works
borrow their title from the world of astronomy: the Pulsars,
for example, are optical devices that project intermittent
and colored images on the wall, but carry the same name as
the celestial bodies that, at the end of their own life
cycle, emit sequences of radio wave impulses.
The same can be said of the series of sculptures called
Meteores, aluminum frames that enclose colored and semitransparent panels. On them a light and mobile source placed
in front of them creates a play of lights with geometric
shapes, causing the illusion of a lit monitor. In this way,
Meteores not only questions the presumed fixity of analog
images, but also expresses the artist’s desire to seek new
ways of relating to the work, to push the visitor to come
into contact with installations outside of the classic
concept of art exhibition.
All of this is specified in Film Environment, a threedimensional device that can be visited by spectators on which
moving pictorial images are projected, with the result that

those who cross it are flooded with beams of lights and
colors.
At the same time time, Lucio Fontana and other Italian
artists were already moving in the same direction and the
idea of environment was certainly not unknown; what turns
out to be farsighted here is the interaction generated by
images coming from an electronic medium, the projector, with
the human body, substantially new in that period and so
widespread today.
Continuing in the exhibition itinerary, we arrive at later
works, those in which a greater adjacency with the
theoretical trends of the time stands out. In fact, the
encounter with the feminist art critic and theorist Carla
Lonzi dates back to the mid-1960s and, at the same time, the
shift from the search for an image based on the visual rhythm
and on the theory of colors to an investigation into one’s
own being, where the presence of the body becomes more and
more concrete.
This is the period of short 16mm films like Narciso, in which
Pirelli takes up details of her body in a sort of intimate
diary that analyzes them, looking for her identity as a
woman, mother and artist, and Garments, a documentary film
that records Luciano Fabro making a cast in tissue paper from
Carla Lonzi’s breast.
The last film dates back to ’74, the year after the death of
her husband Giovanni Pirelli, heir to the well-known tire
industry. The film is called Double Self-Portrait and is
introduced by a text by the artist which says: “In this film
I filmed myself. I act simultaneously as an operator and as
an actress. In the movement sequences I move with the camera
in my hand facing me. No one controlled the image through the
camera during the shoot. The camera was my partner: each of
you is now my partner.”

In other words, none of us is ever really present in the
self-view. For Marinella Pirelli there is always a limit,
which is given by the impossibility of describing
exhaustively the agent of the description. The ego cannot
tell itself because it always remains an insoluble blind
spot, an empty space in which to silently contemplate its
absence.
Anna Elena Paraboschi
Info:
Luce Movimento. Il cinema sperimentale di Marinella Pirelli
a cura di Lucia Aspesi e Iolanda Ratti
22 marzo – 25 agosto 2019
Museo del Novecento
Piazza Duomo 8 Milano
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Stefano Arienti. Flowers
Stefano Arienti (Asola, b. 1961) is an artist who often
stands out for a direct comparison with iconography, for the
ways in which the history of art recovers the past and gives
it back to us in the forms of our time. This is the case of
Fiori, the exhibition curated by Angela Vettese that opened
last March 25 at Chiostri di Sant’Eustorgio in Milan. While
on the one hand the reference to an ancient iconographic
theme like still life and, in a more radical sense, of death
itself, is explicit, on the other the delicacy of the
interventions seems a silent exhortation to life and its
wonder. And the reverberation of this invitation is proposed
throughout the exhibition, starting from the Paleochristian
Cemetery – the beginning of the exhibition -, where Arienti

has almost entirely covered the walls with flowers painted in
tempera on paper. Here the reiteration of the image recalls
the artist’s interest in the processes of copying and
continuous reinterpretation, constants of his poetry, and at
the same time shows that a gesture – that of reproducing the
same flower dozens of times – is a sign that goes beyond the
work itself and which finds its true meaning in its
execution.
The exhibition continues in the Basilica of Sant’Eustorgio
and its annexes, in a path that reminds one of the Stations
of the Cross. Along the right aisle of the Basilica and in
the spaces of the Chapter Room and the Sacristy we can find
most of the interventions, which are kept discreet to avoid
disturbing the religious function: photographs of flowers
printed on puzzles and mounted on panels, woolen and chenille
carpets, scaffolding plastic sheets used as large canvases on
which to draw. What is striking is the repeated use of the
gold color, in particular when used as a background. It is a
gold deprived of any theological value, no longer a symbol of
divinity, but the material presence of an indefinite space,
which pushes the viewer to pause, to temporarily absent
himself from itself and from that dimension of fake
familiarity that deceives the experience of seeing. On closer
inspection, in fact, gold is the background not for icons, as
it would be expected, but for the prints of Van Gogh’s
Sunflowers, in an image that could be considered not only as
a visionary tale, in which eternal and ephemeral cross, but
also like the recapitulation of two different temporal
models: the sacred one, in which the past lives in the
present to become the place of revelation and salvation, and
the profane one, in which the past breaks into the present
until it is modified, and opens it to the sudden and
unpredictable entry of novelty.
The third and last part of the exhibition takes place on the
first floor of the Diocesan Museum Carlo Maria Martini. Here

Arienti has created drawings on the dark colored scaffolding
taken from the Lamentation of the Dead Christ by Altobello
Melone (Cremona, 1490), a painting generally not visible to
the public but now, and until the end of the exhibition,
displayed near the sheets, in clear sign of continuity and
dialogue between the works of the two artists. What derives
from it resembles the preparatory drawing for a fresco, a
series of sketches that however project their full potential
of mystery on a finished work rather than on one to be
accomplished. Gold is back, and the idea that in its use is
not only the concept of icon and the stopping of time at
stake, but also one of the great concerns of classical
painting, namely the possibility of capturing light and make
it shine. That light that coincides with the creation of a
new world: “fiat lux et lux fatto est” (“let light be made,
and light was made”, Genesis I, 3).
This does not mean that Arienti’s works on display at the
Cloisters of Sant’Eustorgio give rise to a transcendence, or
put us in direct communication with the creation of a world,
but simply that they reveal how even behind an artist’s
secular gesture can conceal such a purpose.
Anna Elena Paraboschi
Info:
Stefano Arienti. Fiori
a cura di Angela Vettese
26 marzo – 5 maggio 2019
Chiostri di Sant’Eustorgio
Piazza Sant’Eustorgio 3 Milano
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