The person and the manifold
conﬂictuality
that
it
embodies
In the church of San Giovanni Battista, in the heart of the
historic center of Modena, on Friday 13th September, on the
occasion of Festival della Filosoﬁa 2019, the exhibition “In
the mind of the beholder. Memory, dignity and identity of
everyday life “, curated by Marco Maria Coltellacci, Laura
Solieri and Alessandro Mescoli and
Archdiocese of Modena and Nonantola.
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The exhibition, which can be visited every weekend until
October 13th, brings together contemporary artists and
masters of the past, such as Guido Mazzoni, around concepts
such as corporeality, identity, humanity.
And it is precisely starting from the sculptural complex by
Mazzoni himself, ” Lamentation over the dead Christ”
(1476-79), that it is possible to introduce the person
leading the entire exhibition. The person, the main theme of
the festival, emerges here through the great realism with
which the artist creates the ﬁgures, originally polychrome;
and, in particular, their faces. Indeed, the physiognomic
expression becomes the means by which it is possible to
recognize each member of the Confraternity of St. John the
Baptist.
It is no coincidence that the mask, theatrically used to
focus the viewer’s attention on the actor’s face, is the
primary meaning to which the etymological origin, both Greek
and Latin, of the word person refers. In the theater as well
as in art, it can have a dual function, instrumental and
aesthetic.

On the one hand, the mask is the tool by which, as already
underlined above, it strengthens the individual’s emotions,
which can denote suffering, as happens in Mazzoni; or joy.
This is the case of the sculptural work “Trentatré 1942-75”
(2013) by Serena Zanardi in which the ten lined busts of
women appear with plastic positions and smiles so dazzling as
to question the very status of truth. It is as if for women,
the smile becomes the dress to wear to hide their most
authentic state of mind.
On the other hand, the mask is an instrument through which to
carry out a dissolution of identity. In the sculptural couple
by Andreas Senoner, “Mask (moulting)” and “Nest” (2018), the
lack of a face guarantees a transformation and a regression
of the subject, respectively, into a bird or a tree;
moreover, the use of materials, such as wood or feathers,
makes it possible to recover a purely natural dimension.
In the painting by Federica Poletti, “Luce” (2019), the
decision to cover the woman’s face with a gold leaf
coincides, instead, with the desire to focus the attention of
the user on the body dimension and to prolong a fleeting
moment of contact between mother and daughter.
Communication, at the base of every human relationship, is a
recurring theme that the presented works seek to deepen
through some of the main forms of expression.
The most common of these is language. Thus, the collective
ZOOMWeg decided to collect the life experiences of the
homeless of the Bethlehem hut and to let their words spread
in the environment, without any material bond. Words are thus
free to regain their fading, overcoming a dichotomy, often
existing in the religious (and not only) sphere, between
matter and transcendence. In fact, the body can often become
a cage for the soul and this is what happens in Michelangelo
Galliani‘s work where the title “The siege” (2012) alludes to
this type of oppression.

This sculpture relates, from a constructive point of view,
and is opposed, from a conceptual point of view, to that
created by Marika Ricchi. In the marble work “In nomine
patris” (2016) the matter dissolves; the feet remain, a
portion of the bust and the crucifix of steel, mirror of the
one placed on the altar of the church.
The crucifix, in addition to being one of the most used
symbols in Christianity, also frequently returns to the
artistic field. For example, the dissolution of the body by
Marika Ricchi likewise returns in the sculpture by Luca
Freschi, “Martyrium Sanctae Eulaliea Credo” (2013). In this
way, a continuity is created between the works and the Church
that hosts them; among contemporaries and masters of the
past.
Giulia Rosi
Info:
Nella mente di chi guarda. Memoria, dignità e identità del
quotidiano
curated by

Marco

Maria

Coltellacci,

Alessandro Mescoli
13 September – 13 October 2019
Chiesa di San Giovanni Battista
Piazza Matteotti, Modena
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Guido
Mazzoni, Compianto sul cristo morto, 1476-79.Terracotta con
tracce di policromia

Serena
Zanardi, Trentatré 1942-75, 2013. Sculture in terracotta
dipinta con tempera, cenere e ruggine, 10 ﬁgure di 20 x 13 x
10 cm

Matteo
Lucca, A silent dialogue, 2019. Pane, dimensioni al vero

Andreas
Senoner, Mask (moulting), 2018. Legno policromo, piume, 48 x
15 x 14 cm

Illuminating “Light Project”.
Nanda Vigo at Palazzo Reale,
Milan
Nanda Vigo isn’t only the protagonist of her show. She’s the

protagonist of her life, and, as shown in the videos
displayed at the end of the exhibition presenting talking
heads of friends and critics (including Mino Bertoldo, Luca
Preti, Franco Toselli, Luisa Delle Piane and others), her
existence makes a difference not only for herself, but for
many people and institutions that surround her as well. The
“Light Project” exhibition at Palazzo Reale in Milan is open
until 29 September 2019, and it’s curated by Marco Meneguzzo.
As it was written in the Gospel According to John: “The Light
shines in the darkness, and the darkness has not overcome
it. There came a man who was sent from God. His name was
John. He came as a witness to testify about the Light, so
that through him everyone might believe”.
Without too much exaggerating, we can even start the story of
Vigo’s exhibition from here, in order to understand the
divine and elementary power of light, and the symbolic
importance of the human in the process. Despite the tough
path reserved for a human being, the most important hero of
the “Light Project” – the first retrospective dedicated by an
Italian institution to Nanda Vigo – is, therefore, the light.
Exposing the total of about eighty works, created from the
end of the 1950s up to the most current experiences, Vigo
explains to Corriere: “With light one can have infinite
developments, infinite as the light itself, and therefore
they
will
never
end”
(http://living.corriere.it/tendenze/arte/nanda-vigo-mostra-pa
lazzo-reale/), while the voices of the talking heads affirm:
“She has always worked with the light”.
Nanga Vigo was born in Milan in 1936. She lives and works
between Milan and East Africa. She expresses passion for art
from the early years, fascinated by Filippo de Pisis, a
family friend, and the architect Giuseppe Terragni. In 1959,
after studying abroad, Vigo opened her own studio in Milan.
Putting the relationship between light and space constantly

at the center of her interest, she has been working for years
as an artist, architect and designer. From 1959 she attended
the Lucio Fontana’s studio. At that time, she collaborates
with Gio Ponti designing the house called “The scarab under
the leaf” in Malo (Vi), which, until today, she feels
absolutely the most tied to. She created her own project, the
Remo Brindisi House-Museum in Lido di Spina (Fe). She took
part in more than 400 collective and personal exhibitions
throughout Europe. After meeting the artists and visiting the
places of the ZERO movement in Germany, Holland and France,
in 1959 she began designing the ZERO House in Milan,
completed in 1962. In 1965 she organized in Lucio Fontana’s
atelier the first and only official exhibition in Italy of
ZERO, the European artistic group formed in Düsseldorf in
1957. In 1982 the artist participated in the 40th Venice
Biennale. In 1997 she supervised the preparation of the
exhibition “Piero Manzoni – Milan and Mythology” at the
Palazzo Reale in Milan. Her works are part of the Triennale
Design Museum, and since 2013 her legacy is present in the
collection of the Ministry of Foreign Affairs. From 2014/2015
we can see some works at the Guggenheim in New York and at
the Martin-Gropius-Bau in Berlin. Vigo has been awarded by
many institutions, and nowadays, her activities and
recognition cover the whole world. As he says, her favorite
memory is when she was able to build a construction in front
of the ocean created to admire the African sunsets, showing
the infinite adoration for this continent.
From the aforementioned video talking heads shown at the
Palazzo Reale, it emerges that “Nanda is one that makes the
experiments” and that “She has a precise and witty vision”; a
second later we slip in front of one side of the emotional
dialogue between the two friends: “Ciao Nanda! You are in
every sense a special person! “; just as we learn some
historical fact:” She was the first to bring light from
behind the paintings “; we also hear the not-so-feminist
confession: “Although she is very feminine, she is a woman of

great character”. The smiles and a drop of emotion from the
interviewees, confirms the place that Nanda occupies in their
hearts. This heterogeneous collection of opinions presents an
artist who is aware of the strength of the integrity of her
enlightened thought; and moreover, a versatile, adored and
sensible person.
The technique in which the video recording was developed is a
completely different story though: the bouncing light
reflected in the protagonists’ glasses; a “threatening” torch
willing to create the intimate or the crime-like atmosphere
(in the worst case it simply refers to the light which is the
artist’s favorite theme) which, sooner or later, become
comical; the “scary” music in the background that becomes a
parody of itself; Fortunately, videos from a visual
standpoint don’t make the real part of the show, but its
pleasant content does.
While in the main hall of the exhibition, the view,
unfortunately, is slightly overshadowed where it’s important
to see well (the descriptions at the entrance). Going
forward, we come across inappropriate and not very aesthetic
materials’ encounters s (like dusty pieces of the
neoclassical style chandelier leaning on the digital
projectors), half way along the path there are some too
spontaneous openings of the installation that were planned as
rather regular (paradise for the self-makers “Global
Chronotopic Experience” unfortunately does not open every 15
minutes).
The exhibition gives the impression of not being in its ideal
location. The light doesn’t win with the dark and heavy
interiors of the Royal Palace, the gray carpet pulls us down,
giving us the firm and stable (but also overwhelming)
foundations for the feet, not clarifying whether Vigo’s art
of such open-minded mentality, had really asked for this. The
remarkable space doesn’t reflect energy, doesn’t present the
new scene for the works and doesn’t want to play. Is it

likely that the art of Nanda Vigo simply doesn’t want to get
old, stay gathered in the remarkable space of the palace,
pretending to be over? They are the old, dignified rhinoceros
and the colorful, lively and stimulating parrot, where the
former doesn’t even want to wake up.
Dobrosława Nowak
Info:
Nanda Vigo. Light Project
23 July – 29 September 2019
curated by Marco Meneguzzo
Palazzo Reale
Piazza del Duomo, 12 – Milano

Nanda
Vigo, Neverended light and Galactica sky, Palazzo Reale,
Milano, 2019

Nanda
Vigo, Arch/arcology, Palazzo Reale, Milano, 2019

Nanda
Vigo, Trilogia, Light progressions omaggio a Gio Ponti, Lucio
Fontana, Piero Manzoni, Palazzo Reale, Milano, 2019

Nanda
Vigo, Global Chronotopic Experience, Spazio San Celso,
Milano, 2017
For all the images: Ph. Marco Poma. Courtesy Archivio Nanda
Vigo

Prada Foundation
Jannis Kounellis

presents

Painting the past and the present with the material makes
Jannis Kounellis a unique artist, able to give the world of
contemporary art that extra something that is often
discussed. The artistic history of Jannis Kounellis (Piraeus
1936 – Rome 2017) begins in 1956, in Rome, where under the
guidance of Toti Scialoja he is influenced by the abstract
expressionist language and by that informal art that will
accompany him throughout his career.
He made his debut in Rome in the 60s, at La Tartaruga
gallery. His is a non-formalized public language, made up of
recognizable signs that allude to a new artistic language.
The encounter with Arte Povera, always in the same years,
will be fundamental for a stylistic twist with a mystical and
creative flavor that we will find, however, in the works
realized towards the end of this period and that will bring
Kounellis closer to the other colleagues belonging to that
artistic trend.
The exhibition at the Prada Foundation in Venice helps us to
better understand this wonderful artist who today, many years
after his debut, never ceases to inspire many contemporary
artists. The Ca ’Corner della Regina spaces are literally
invaded by the most interesting retrospective ever realized
after his death. The project was created in collaboration
with the Kounellis Archive and brings together more than 60
works carried out between 1956 and 2015 from important
national and international institutions.
The focus of the exhibition is the dialogue between the works

of Kounellis and the eighteenth-century spaces of the
Foundation which gives rise to a unique encounter that can
make this path contrasting and unique. At first glance, the
idea of exhibiting an artist like Kounellis, so topical and
not so “sumptuous” in such a magnificent context, could be
considered almost out of place, in reality it is this
dissonance that makes the show singular.
The first noble floor of the building presents the artist’s
first works. We find writings and signs often “collected” on
the streets of Rome which then become letters and numbers
drawn on a white canvas. These are visual poems that fragment
the real language to be other and take abstract forms that in
the subsequent pictorial research of Kounellis will be
recomposed to become natural subjects. A further process of
pictorial transformation will see him getting closer and
closer to the language of poor art: concrete elements such as
earth, water and above all fire will become central to his
research. From the physical language typical of Arte Povera,
Kounellis approaches the conceptual, working on vital
elements and their relations with the earth. Organic and
inorganic merge, transforming the artistic language into a
sensory body experience. Touch, smell, sight and hearing
become the expression of a synaesthetic art that is no longer
limited to wanting to be observed but claims to be lived
intensely.
The works of the 1970s are presented through a dialectical
clash between opposing perceptions. Lightness vs heaviness,
fragility vs permanence, through Kounellis’ works, they want
to remind us of how much man feels oppressed to live among
social constraints despite constantly seeking a sense of
freedom that only art is able to give us back.
Fire, a central element in the art of Jannis Kounellis,
guides us towards the other exhibited works and represents
the split between past and present that keeps the hope of
recomposing alive, just as happens in Untitled (Tragedia

Civile) realized in 1975. From the fire to the smoke, central
instead in the works of the 80s that represent a return to
painting and a sad awareness: if fire keeps alive the idea of
a revolutionary art, smoking represents its political and
social death.
Avant-garde and sensitive, Jannis Kounellis through his works
teaches us that art can be reborn from its ashes, through a
process of transformation that must never stop accompanying
us in life.
Flavia Annechini
Info:
Jannis Kounellis
a cura di Germano Celant
11 maggio – 24 novembre 2019
Fondazione Prada
Ca’ Corner della Regina, Venezia

from
left to right: Jannis Kounellis, Untitled, 1959 bottles,

plywood / Untitled, 1960 acrylic and enamel on canvas /
Untitled, 1969 burlap, grains, pulses, coffee

Jannis
Kounellis, Untitled, 2011 coats, hats, shoes; in the
background: Untitled (Giallo), 1965 oil on canvas

Jannis
Kounellis, Untitled (Tragedia civile), 1975 goldleaf-coated
wall, coat rack, coat, hat, lamp
For all the images: ph. Agostino Osio – Alto Piano Courtesy
Fondazione Prada

From Turin to Catania: the
Sandretto Collection meets
the Catania Baroque.
In the historic center of Catania, a few steps from Piazza
del Duomo, where once the shape of the city looked decidedly
different, with the sea much closer and touching the city and
its center, Palazzo Biscari was one of the first sites that
any traveler who had just arrived in Catania noticed and

admired.
The building, whose work was entrusted to the architect
Alonzo di Benedetto, looks like a real jewel of the Catania
baroque. Strongly desired by Prince Ignazio Paternò Castello,
the ‘Great’, a scientist, an inventor and collector at the
same time, descendant of the Biscari family, shortly after
the disastrous earthquake that struck the city of Catania in
January 1693 and which was built in agreement to the
sixteenth-century walls built under Charles V, it was
conceived as an immense residence that honored the city of
Catania with its breadth and beauty.
Large entrance courtyard with a double ramp staircase; party
room with majolica floor and frescoed vault, in rococo style;
“cloud flake” shaped staircase from which one ascends to the
area reserved for musicians; terrace overlooking the city
with portals and cherubs in limestone. All elements that
still today make the Palazzo undisputed jewel of the early
eighteenth century.
And it is precisely in this sumptuous setting that for some
years contemporary art has come to life, giving life to a
perfect union that has no equal between the art of the past
and the art of the present, in which nothing is contaminated
but rather converses with history.
The history of Palazzo Biscari as an exhibition venue dates
back to the Eighteenth Century, when the Palace became a
museum, with objects recovered directly by Prince Ignazio
during his travels and that transformed this almost into a
Wunderkammer.For this new occasion the doors of the Palace
open for a selection of works of art from the Sandretto Re
Rebaudengo Collection, in a project curated by Ludovico
Pratesi and Pietro Scammacca, in collaboration with the Turin
Foundation chaired by Patrizia Sandretto and Unfold.
The Collection branches off into two different exhibitions:

the first, which includes an environmental installation,
WeltenLinie, by the artist Alicja Kwade, in the Salone delle
Feste, on display until August 24; the second, a collective
of 20 artists, The analogous room, in the apartments of the
Levante wing, on display until 7 September.WeltenLinie (from
the German “world line”), produced for the 57th Venice
Biennale, looks like a huge set of mirrors and steel
structures that give life to an environment inhabited by
mirrors in which objects multiply and everything seems to be
moving.
The installation, with a steel structure, presents four
immense mirrors that are reflected on both sides and next to
which we find stones of different shapes and colors; it fits
perfectly with the Salone delle Feste creating a direct link
with the ornamental interiors of the Palazzo, thus also
entering into the illuminist and esoteric vision of its own
client, Ignazio.
The gigantic work dialogues not only with the environment and
its mirrors, but also with the viewer himself, as it leads
him to take a walk inside the work itself which, thanks to
its composition, evokes the idea of a garden-maze and leads
him to be curious about being mirrored to find almost
confirmation of his presence within the path; the real that
meets the dream, the call to the Baroque and the contemporary
expression, the game of mirrors as a search for oneself,
allow the visitor to get lost or find himself within the
monumental work, becoming an active part and performing an
almost performative act.
The Ala di Levante (open to the public for the first time),
as already mentioned, hosts the collective entitled The
analogous room and wants to pay homage to the room itself
called ” of Don Quixote ” because it is decorated with
paintings that depict the character of the Spanish novel by
Cervantes. 20 artists of different generations and
nationalities take part in the exhibition and, like Don

Quixote, work on that very thin line that separates reality
from fiction through different artistic expressions.
The artists: Ludovica Carbotta, James Casebere, Roberto
Cuoghi, Flavio Favelli, Katharina Fritsch, Anna Gaskell,
Dominique Gonzalez-Foerster, Douglas Gordon, Louise Lawler,
Renato Leotta, Sherrie Levine, Katja Novitskova, Tony
Oursler, Philippe Parreno, Nicolas Party, Paul Pfeiffer,
Laure Prouvost, Magali Reus, David Shrigley.
A sumptuous and majestic noble residence in the heart of the
city, that of Palazzo Biscari, which opens its doors to
artistic research, to novelty, to new art languages and
which makes the history of the Palazzo itself become a key to
understanding how much of alchemy can hide behind the message
dictated to us by contemporary works, whose contents,
sometimes not clearly decodable, manage to come to life in
this setting almost as if it were a game in which each card
is discovered.
Info:
www.palazzobiscari.com
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SMACH 2019: a constellation
of art, culture and history
in the Dolomites
The works selected for the fourth edition of SMACH, an
international art competition dedicated to Land Art focused
on the combination of “art and nature”, will be open until
September 6 in an open-air exhibition. The winning artists
have created their installations, specifically designed for
the various sites, in 10 locations of historical and cultural
interest in the municipalities of San Martino in Badia and
Marebbe. The aim of the festival is to promote an in-depth
knowledge of the historical, cultural and traditional aspects

of the Dolomite territory through dialogue with art, compared
with a majestic and timeless nature.
This edition of SMACH focuses on the word “Heimat”, a noun
that is untranslatable in many languages, often linked to
concepts such as “native land” that end up being
trivializing, if not misleading. Heimat possesses in itself a
much stronger identity charge: it does not simply identify a
place, but a set of shared and spontaneous values, which lead
back to the dimension of childhood, evoking the positive
feeling that is unleashed in us when we think of our origins,
of our identity or, on the contrary, the sense of solitude
and powerlessness that manifests itself when we perceive the
loss of this bond.
Among the exhibited works it is certainly worth noting the
interactive installation Junín by Anuar Portugal (Mexico
City, Mexico) exhibited at Ciastel de Tor where nine suitably
truncated chairs are arranged in such a way that the seats
form an arch. The spectator can choose which seat to take and
the reception will vary according to the location of the
work: on the slope of a hill, for example, the most stable
and straight chair will be one of those with the legs cut off
and not the central one preferable in flat land. The chairs
bring together more elements that allude to a delimiting and
exclusive concept of Heimat – they are partially embedded in
the ground and thus evoke the roots that bind us to our
origins; furthermore, the chair recalls a sedentary
lifestyle, which implies a precise and restrictive feeling of
belonging. Sitting down to rest on one of these chairs will
catalyze sensations that will perhaps tend to nostalgic for
atavistic memories – the return to the roots is also
suggested by the title of the work, inspired by a poem by
Borges that speaks of the return to the city of his
grandfather.
Equally striking is the installation Homestead by Arianna
Moroder (Bolzano, Italy) a composition of colored sweaters

placed on the floor in a harmonious synthesis. For ten years
the artist has been collecting jerseys of people she has
known throughout her life and who, in this occasion, has
mended between them. Each piece represents a piece of life, a
meaningful relationship, and the artist, like a painter,
places them on the ground. Exposed to the elements, within a
few months they will fade and pass from an initial state of
chromatic contrast to the establishment of a symbiosis with
the lawn that hosts them, this carpet invites us to realize
the plurality of facets that contribute to the construction
and definition of Heimat, which can materialize in one place,
but it is above all an emotion that is established in
sharing, in the common experience intertwined between
different lives and cultures, is a feeling that creates a
sense of belonging.
Vague, installation of the artistic group VOLNA (St.
Petersburg, Russia) is composed of twenty-seven glass disks
hanging from a steel semicircle. Positioned in a panoramic
point, the viewer looks through the glass that, thanks to a
device powered by a solar panel, constantly change their
opacity / transparency. Artists want to recreate the feeling
of what we feel when we “immerse ourselves” and, guided by an
emotional torch, we always focus on only a few elements,
while others remain in darkness. Certain images of our
memories will be very vertrautical, but not necessarily they
are clear images with clear visual boundaries. In memories of
familiar places or childhood experiences, both eidetic and
photographic images and images with indefinite contours
appear in our memory. The work is therefore an attempt to
give a visual form to the Heimat concept: it is something
fleeting, complex and fuzzy, that is, it is not possible in
its entirety, which necessarily remains undetermined,
“Vague”.
Garden by Qai Jiang Hew (Hamburg, Germany) consists of a
series of poles planted in the lawn, draped in sumptuous red

cloths, designed to stylize the shape of a flower and thus
create a garden, in this case a rose garden – a clear
reference to the massif of Catinaccio, which in German is
called Rosengarten, literally the rose garden. The red color
is relevant for the pale Dolomites, so much so that it is at
the center of the King Laurin saga and its hasty curse by the
formidable outcome of enrosadira (the redness of these
mountains at dawn and dusk); and it is precisely this
chromatic power that links the exhibition context to the
artist’s culture of Chinese origin, which lives red as a
auspicious color; it follows an expansion of the Heimat,
which, even very far from home, can be evoked in the comfort
of essential details.
In addition to the temporary route, an exciting journey into
art and unspoiled nature, from this summer it is possible to
visit the “SMACH.Val dl’Ert” (Valle dell’Arte) a sculpture
park located in the town of San Martino in Badia where the
visitors can admire the permanent exhibition of the
sculptures acquired during the last editions of the SMACH art
competition. Located in an alpine forest, untouched and far
from civilization, it collects works by artists from all over
the world. Art in a natural context establishes a
complementary relationship between the works, which enrich
each other through a continuous dialogue. Visitors can spend
a few hours in total tranquility in the midst of nature which
aims to preserve an authentic alpine dimension.
Claudia Perrone
Info:
www.smach.it
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Moroder, Homestead, 2019
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Vague, 2019

Qai
Jiang Hew, Garden, 2019

Elisabet
h Eite, Dem Ferner Näher, 2019
Photo credits: Gustav Willeit – guworld.com

Hito Steyerl. The
Broken Windows

City

of

One of the most fascinating works of the 58th edition of the
Venice Biennale is This is the future (2019), in which Hito
Steyerl proposes a wonderful garden hidden in the future,
whose digital flowers, which sprout, blossom and wither
without ever really existing, question the role that
artificial intelligence will have in our lives. The German
artist, born in 1966 in Munich, focuses her poetry on
visionary and alienating experiments that take the form of
video installation, documentary-essay and performative

lectures. Careful observer of herself and of the world, with
her work she investigates how the circulation of images in
the era of digital dissemination and new technologies
conditions the construction of our globalized subjectivity,
bringing out serious social and political tensions,
unpublished in the previous human history. The artist works
with new technologies, generally perceived by non-experts as
mysterious and almost magical algorithms, to understand their
meaning and impact in everyday reality through refined
combinations of fictitious elements created on purpose and
more specifically documentary passages. Since the beginning
she has concentrated her research on the identification of
the processes of translation of images between different
areas and territories, imagining the digital circulation as a
flow of liquid that crosses different transition states, in
reference to which she coined the lucky definition poor
images, that alludes to the status of images depleted by
transmission between different file formats until they become
absent detectable abstractions.
Until September 1, at the Castello di Rivoli Museum of
Contemporary Art, the spectacular installation The City of
Broken Windows will be on display, previewed here last
November, which reflects on the future of artificial
intelligence and on the fragmentation of information and
images conveyed by contemporary media. The project stems from
a video documentary (Broken Windows, 2018) created by Hito
Steyerl in one of the most advanced research centers that
teach AI to recognize the sound of breaking windows to use
this algorithm in the production of home security devices and
alarm. In a large hangar for air vehicles built during World
War II in Cambridge, England, a team of engineers and
researchers tirelessly break window glasses to improve the
sensitivity of artificial intelligence through a
sophisticated sound inventory. Taken together, the sounds of
broken glass can be considered as a new language, cryptic and
elusive, in which the boundary between the regulation of

automation and the automation of regulation fades to make the
two aspects indistinguishable.
In the space resounds at irregular intervals a disturbing
melody of fragments and reverberations that the human ear
cannot classify with certainty, while a line of wall text
forms a labyrinthine narrative apparatus composed of the
condensation of different sources, such as statements taken
from interviews to researchers involved in digital
engineering, excerpts from “The story of the broken window”
used by Frédéric Bastiat in a famous essay on economics and
disconnected phrases generated by a misreading of information
by AI. The words, alternatively placed in large letters on
the walls of the exhibition space and on the window glasses
that interrupt their continuity, establish a lapidary
conceptual and symbolic dialogue with the white of the
plaster and with the Piedmontese landscape that can be seen
in transparency.
In a complementary position to Broken Windows, on the
opposite side of the room, the video Unbroken Windows (2018)
tells the work of the activist artist Chris Toepfer,
committed through his association “The Neighborhood
Foundation” to fight urban and architectural degradation in
the most disadvantaged suburbs in Chicago, painting flowerclad windows on the exterior walls of crumbling buildings
where all the openings are walled up to prevent access.
Steyerl’s project, which creates a surprisingly harmonious
setting while focusing on the emphasis on doubt and on the
existential implications of different systems of thought,
offers a crucial contribution to the role of the digital
imaginary in shaping emotions and the experience of reality.
Info:
Hito Steyerl. The City of Broken Windows/ La città delle
finestre rotte
curated by Carolyn Christov-Bakargiev e Marianna Vecellio

1 November 2018 – 1 September 2019
Castello di Rivoli Museo d’Arte Contemporanea, Rivoli –
Torino

Hito Steyerl. The City of Broken Windows
Castello di Rivoli Museo d’Arte Contemporanea, Rivoli –
Torino
installation views, 2018 Ph: Antonio Maniscalco

Rirkrit Tiravanija. Tomorrow
is the question
Just as I am writing this article I am listening to the
entire album of the saxophonist, composer and considered as
the founding father of free jazz – Ornette Coleman called
“Tomorrow is the question” (1959) – title borrowed by the

artist Rirkrit Tiravanija for the homonymous exhibition
curated by Camilla Mozzato at the Centro Luigi Pecci for
contemporary art in Prato.
Rirkrit Tiravanija, born in Buenos Aires in 1961, is one of
the most interesting artists on the international art scene,
he lives between New York, Berlin and Chiang Mai, trained and
exhibited in the most important places in the world and is
one of the most significant representatives of what Nicolas
Bourriaud called relational aesthetics. Tiravanija in fact as
an excellent traveler of places and connoisseur of cultures,
in addition to often using the performance, loves to
implement processes of social sharing in his work that allow
the audience user moments of encounter and interaction that
inevitably imply the concrete use of art. It is no
coincidence that many of his works have focused on everyday
activities such as cooking or eating food together (cooking
situation).
The exhibition at Pecci in Prato is the reactivation of the
“Ping Pong Society“, a project by the Slovak artist Július
Koller (1939-2007) (one of the most interesting figures of
Central European art, to be deepened and rediscovered
absolutely) who he presented for the first time in Bratislava
in 1970 some ping-pong tables in an exhibition space with the
aim of involving and stimulating
opportunities for active thought.

people

towards

new

We should also mention another work by Koller dated 1978, a
photograph depicting a group of people forming a gigantic
question mark in Piazza Santa Maria delle Carceri in Prato in
1978 – an action forming part of the concept of U.F.O.
(Universal Futurogical Operations) – an acronym with which
the artist proposed cultural situations of universal value,
oriented towards the future and aimed at creating more
conscious living conditions.
Tiravanija had the good fortune to meet Koller when he co-

curated “Utopia Station” with Hans Ulrich Obrist and Molly
Nesbit at the 2003 Venice Biennale – as told in the interview
with Camilla Mozzato – Koller’s work immediately fascinated
him for “the sense of social and political play present in
his interventions, a sort of dark, playful and selfreflective humor“.
Finally, “Tomorrow is the question” is completed by the big
fair flag that waves in front of the museum entrance with the
writing in black characters: “Fear Eats the Soul” produced
for Creative Time Pledges of Allegiance, the work also
recalls the title of a film by Rainer W. Fassbinder from
1973, “Fear eats the soul”, which tells of the troubled and
complex love between a German cleaner and a Moroccan
mechanic.
If improvisation and in a certain sense the unpredictability
are the basis of the nature of jazz, these can also be
applied to the forms that derive from interaction and from
the relationship between individuals and between individuals
and works of art.
Playing ping-pong in the halls of Pecci, an active, present,
participated choral performance is realized, a set of clicks
and dribbles echo on those written in large letters:
“Tomorrow is the question” – a slogan that now devours us a
little at a time, every day, among the horrors disseminated
by the media – from indifference towards others, to
environmental catastrophes – to a growing de-culturalization.
But with how much seriousness and responsibility do we really
take care of developing possible hypotheses for this brief
terrible assumption? Tomorrow is the question.
We need hypotheses, possibilities, openings and not dogmas or
absolute values.
And then between a racket beat and a jazz note, Tiravanija
with sublime mastery leads us to play with seriousness – to

think about how important differences are, indispensable,
about how alterity is slyly exploited by the great powers to
instill fear of the other and the stranger, because it is
easier to isolate oneself with so many packaged certainties
than to stretch a hand towards the unknown and doubt.
The meaning of our actions acquires value only through
experience, even better if it is shared, and human thought to
return to shine and to be human must no longer be afraid.
Never again.
Info:
Rirkrit Tiravanija. Tomorrow is the question
curated by Camilla Mozzato
19 April — 25 August 2019
Centro per l’arte contemporanea Luigi Pecci
Viale della Repubblica 277 Prato

Rirkrit
Tiravanija, Untitled (Fear Eats the Soul), 2019. Embroidered
Italian flag , pole height: 800 cm. (314.96 in.), flag size:
200 x 300 cm. (78.74 x 118.11 in.) Courtesy of the artist
and kurimanzutto, Mexico City. Exhibition view at Centro per

l’arte contemporanea Luigi Pecci, Prato, 2019.
Bialkowska / OKNO Studio.

Photo© Ela

Rirkrit
Tiravanja, Untitled (Tomorrow Is the Question), 2019. Vinyl
on set of 8 ping pong table and paddles, each Size: 76 x 274
x 152.5 cm. (29.92 x 107.87 x 60.04 in.) Courtesy of the
artist and kurimanzutto, Mexico City. Exhibition view at
Centro per l’arte contemporanea Luigi Pecci, Prato, 2019.
Photo© Ela Bialkowska / OKNO Studio.

Rirkrit
Tiravanja, Untitled (Tomorrow Is the Question), 2019. Vinyl
on set of 8 ping pong table and paddles, each Size: 76 x 274
x 152.5 cm. (29.92 x 107.87 x 60.04 in.) Courtesy of the
artist and kurimanzutto, Mexico City. Exhibition view at
Centro per l’arte contemporanea Luigi Pecci, Prato, 2019.
Photo© Ela Bialkowska / OKNO Studio.

Crisis Cast. Yuri Pattison at
Labor Gallery in Mexico City
Yuri Pattison (Dublin, 1986) explores the multifaceted and
variable connections that exist between distinct visual
cultures. In the exhibition Crisis Cast at LABOR Gallery in
Mexico City, the Irish artist shows a broad and interesting
artistic project focusing on the dynamics of the circulation
of information in the contemporary time. By using different

mediums, data and metadata, as well as archive fragments that
combines to new technologies, the artist establishes a
picture of the current contemporary scenario in where the
topic of communication meets the one of security in the
internet age.
The artist investigates for the first time in Mexico the
political and social ramifications connected to the
exponential development of technology, using the physical and
real environment as a concrete space of investigation. In
public solitude (Crisis Cast), complex scenarios are
articulated with almost fictitious narrations given by the
intermittent presence of new models of communication and
transmission – but also manipulation – of information.
This is a broad spectrum of interpretation and reflection
that also incorporates the topics of personal and national
security in public areas. The increasing presence of safety
procedures, as video cameras and other technological systems,
has undoubtedly redesigned the physiognomy of public spaces
by breaking the previous environmental paradigms.
Thus, it has been created an epidermal space made of
different images and elements which draw an illusory climate
of security and harmony contaminated by repeated incursions
of political or advertising dynamics.
In this recreated environment, in where the messages of
communication and the dynamics of their transmission are also
redefined, the model of the vision also changes since the
perspective is strongly and inevitably conditioned by the
absence of an anthropomorphic “point of view” on these
scenarios.
Yuri Pattison’s work materializes and activates a risk model
and also makes it both a tangible and aesthetic process. The
scenarios of modern crises, as airports and places of
detention, work as contemporary environmental systems, in

where the public solitude is both an aesthetic act and a real
space activating and amplifying osmotic reflections.
In this way, it is established a dialogue with the multitude
of individuals who are part of this all-contemporary network
of relationships and interconnections in where the anthropic
presence is accompanied by the fictitious presence of
technological elements. The result is a complex socially
built space with defined rules and behaviors.
In order to achieve these perceptive and formal results, the
artist collaborated with the film production company
CrisisCast, setting up a perfectly functional hypothetical
space. A sort of system that reflects all those topics in a
brilliant and efficacious way.
The exhibition will run until August 20th at the LABOR
Gallery in Mexico City.
Info:
labor.org.mx

For all the images: Yuri Pattison, Crisis Cast, photo Credits
Daniela Uribe.

Kamruzzaman Shadhin in Venice
For the first edition of Majhi International Art Residency
Programme, presented by Durjoy Bangladesh Foundation (DBF) in
Venice, we interviewed the artist Kamruzzaman Shadhin (b. in
Thakurgaon, Bangladesh) to find out about his practice and
creative journey.
The residency has taken place at Combo, the former Convento
dei Crociferi, where Kamruzzaman, one of the participating
artists, worked from July 20th – August 3th culminating in a
final collective exhibition at Combo from August 4-11, 2019.
These are the others invited artists: Dilara Begum Jolly,
Dhali Al-Mamoon, Rajaul Islam (Lovelu), Noor Ahmed Gelal,
Uttam Kumar Karmaker, Umut Yasat, Chiara Tubia, Cosima
Montavoci, Andrea Morucchio e David Dalla Venezia
Your practice revolves around performance and installation:
where does your work originate? What triggers you creation
process?
I like to make things spontaneously, starting from what I see
and what is in my mind. I want to connect all these elements,
I think that everything has a potential connection. Every
community has its rituals, throughout my childhood I have
witnessed and experienced these various rituals in the
communities in and surrounding the village where I grew up. I
think as an artist, these rituals and practices have greatly
influenced my performances and installations. And now, I’m
just building on connections with these actions.
You have often worked with communities of refugees,
investigating their intrinsic and fragile feelings as
newcomers. Could you tell me how have you done this here in
Venice?
I decided to work with migrants from both my country or from
other countries to investigate their feelings and to

understand why they moved here, how much they suffer being
far from their families… Unfortunately when they move to a
new country often they never return to their place of origin.
If they do return they then find it difficult to recognise
their place of origin, their families and the whole society.
I’m trying to work with them. I have found it hard to find a
sense of community in Venice, it’s not a social as it is in
our country and mind set. Venice seems to be a masterpiece
and when you walk around you feel like you are part of a
museum. So why is Venice considered to be the best? Is it
Venice… or is it dying? Life here is really expensive and
it’s hard to earn enough money to live here. It’s like heaven
but you can’t afford it.
Take the Venice Biennale as an example: is it the most famous
exhibition in the world or is it just a showcase of artworks?
And who are the viewers? Are they just amateurs enjoying the
show or are they collectors who buy art? At the Arsenale you
can see Barca nostra by Christoph Büchel and at the same,
outside artworks that you can’t afford. The critics say that
this ship wasn’t an artwork but to me thats is the artwork,
it’s your dream. So I wonder where is the Biennale? It is
inside the Biennale or outside? So then, what is Venice,
between the end of Art Biennale and Architecture? Are we
seeing just a part of it? If you know the two sides then I
want to see it with your eyes and your mind. This is my
ambition, to see what you see and what you do not say through
others’. I also wonder where are the Venetian artists at the
Venice Biennale? The biennale always features established
artists but doesn’t involve emerging Venetian artists.
Everything seems being managed by politics. We are part of a
system and everyone is playing out his part of a system,
however terrible it is.
In relation to that, what do you think of Majhi’s initiative
to create an international network between South Asian
artists with those from the rest of the world?
You know most of the time, artists can’t afford to travel so

they often need a special invitation. Without this initiative
I couldn’t come here and expand my experience, I believe all
artists – wherever they come from –
belong to a single
community. We are lucky because when we are together we think
in the same way and we all create good works. I don’t know if
the output is good, but for sure we have created a deep
connection among us. This experience could lead us to
developing new projects and ideas together.
What are your plans for the future?
I am interested in the various layers and dimensions of
migration and how it is related to history and current ways
of the world. At present, I am developing a piece that
explores the relationship of jute cultivation and migration
in the colonial times of Bengal. Through my organisation
Gidree Bawlee I am working in my village to trigger an
artistic movement
projects.
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Info:
Majhi International Art Residency Program
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Kamruzza
man Shadhin, photographed by Noor Ahmed Gelal

Kamruzza
man Shadhin, Elephant in the Room, Kutupalong-Balaukhali
Rohingya Camp, Teknaf, Bangladesh, 2018, courtesy of the
artist

Kamruzza
man Shadhin, The Player Behind, 2011, performance, courtesy
of the artist

Kamruzza
man Shadhin, Installation shot of Greed, 17th Asian Art
Biennale, 2016, courtesy of the artist

A
conversation
with
the
artist
Giulio
De
Mitri,
president of the CRAC Puglia
When, how and why was the CRAC Puglia of Taranto born?
The CRAC Puglia is a museum of the project that was born from
an experience gained in over thirty years by the Rocco Spani
Foundation onlus of Taranto with the collaboration of social
workers, intellectuals, writers, musicians, artists. Art in
all its languages opens up to a broader perspective, brings
beauty to places of marginalization and suffering, and
provides tools for personal and collective redemption. It
helps us imagine a better future, without conflicts and wars.

A different future to offer to the new generations. In this
way, culture becomes a value to be promoted and strengthened,
as a trait d’union between different identities.
Why just in Taranto? And how did this beautiful structure of
the ex Convent of the Olivetan Fathers become available?
Taranto has a long history. It gave birth to the philosopher
Archita and hosted Pythagoras. The territory was appreciated
by Horace and Virgil and by the many dominations that
followed over the centuries: Swabians, Angevins, Arabs and
Aragonese. Taranto speaks of Mediterranean culture, linked by
many layers, up to reaching events of the past century, such
as the Taranto Prize editions, the contribution of the world
of art and culture – from Quasimodo to Ungaretti – to
reaching established artists and intellectuals like Raffaele
Carrieri, Guido Le Noci, Giacinto Spagnoletti, Franco Sossi,
Nicola Carrino, Giuseppe Spagnulo, Iole De Sanna, Luigi Paolo
Finizio, Michele Pierri. The spaces of the CRAC Puglia are
located in the centre of the old city a few steps from
Palazzo Pantaleo (seat of the Ethnographic Museum), from the
MUDI and from the Aragonese Castle. The structure of the
former convent, privately owned, is available to the CRAC,
thanks to the social and cultural commitment that the
Foundation has been carrying out for years, in the historic
center of Taranto, dealing with education and culture in
favor of minors at risk of deviance.
You are one of the founders of the CRAC, what role do you
play?
Yes, I am one of the founders and I hold the position of
chairman of the scientific committee.
Are there any private or public funds supporting the CRAC
activity?
The activity of the CRAC Puglia is supported by a group of
intellectuals and private sponsors. The public responds
positively and with moral support. In the future we hope to
be supported also by public bodies.

Is there an operational line pursued by the CRAC?
A goal pursued by the CRAC is to extend the socio-pedagogical
aspect of laboratory activities with artistic research
projects that involve the entire territory. Taranto has a
collective urgency that is historical, cultural, social and
environmental, so our projects go in the direction of these
issues that are at the center of the territory. Since 2014,
with the design of the “PIANO EFFE” project (a permanent
collection of drawings and preparatory studies: a commitment
that looks above all at the project idea and not at the final
work), we have moved on to the concrete realization of events
, exhibitions, reviews of historical importance and
experimentation with new artistic languages.
In the first phase we acquired the projects of twenty-six
artists, among which we recall the names of Getulio Alviani,
Nicola Carrino, Claudio Costa, Piero Gilardi, Luigi Mainolfi,
Bruno Munari, Pino Pascali, Giuseppe Spagnulo, Joseph Beuys.
In the second phase, a series of important events began in
2015 to date. We recall some of them: “Giuseppe Spagnulo /
Ritorno a Taranto” (curated by Aldo Iori with texts by Bruno
Corà and photo by author of Danilo De Mitri); “Along the
Bidente Park / Projects and installation in the Santa Sofia
Sculpture Park” (curated by Renato Barilli, with projects and
preparatory studies by Eliseo Mattiacci, Hidetoshi Nagasawa,
Anne and Patrick Poirier, Mauro Staccioli, etc.); “Traces on
paper. Aspects of contemporary Italian design, 1948-2000”
(curated by Massimo Bignardi, with works by twenty-six
artists including: Carla Accardi, Sandro Chia, Stefano Di
Stasio, Mauro Reggiani, Atanasio Soldati, Giuseppe Uncini,
Grazia Varisco, Gilberto Zorio, Mimmo Paladino, Alberto
Garutti, etc.); “Giulio De Mitri / Theorema” (curated by
Clara Gelao and Antonella Marino); “Diaspora of the myth. The
Ionian shore” (curated by Massimo Bignardi and with the
collaboration of the University of Siena and the Arcos Museum
of Benevento). Among the many TalkinCracs we mention: “Alda
Merini / Furiously grows the night”, “Anna D’Elia /
Photography as therapy. Through the images of Ghirri”;

“Taranto Prize, 1949-1952”; “Places of beauty. Puglia 2019”;
“Luigi Paolo Finizio / Abstract art and Dadaism. Poetics
against lyric”.
What are the plans for the end of 2019 and the beginning of
2020?
The scientific committee of the CRAC Puglia, in line and in
continuity with the founding principles, carries out
exhibitions and experience meetings on the theme of the
artist project: a mental space that captures that moment
between the idea and its creation, as said our young artistic
director Roberto Lacarbonara. On September 14th will open the
exhibition “Carlo Bernardini, Giulio De Mitri, Paolo Scirpa,
Massimo Uberti / The artists of light between sign, project
and work” (the curator is Sara Liuzzi); on November 8th we
will propose “The Red Witch: drawings and illustrations of
young Italian and foreign creatives”; on December 14th we
will inaugurate the exhibition “Proposal for a collection,
ceramic works” (curated by Roberto Peccolo). In January 2020
the appointment will be with “PIANO EFFE 2 / New acquisitions
for the permanent Collection of the CRAC”.

Vista
della mostra Diaspora del mito. La sponda ionica. Da sx a dx
si intravedono le opere di: Giulio De Mitri, Il segreto degli
Dei, 2009, tecno-light-box, cm 150 x 150 x 12; Herman
Albert, Frau am Meer, 2000, olio magro su tela, cm 210 x
180, coll. Mino Sorvillo; Omar Galliani, Figura, 1998,
disegno e grafite su tavola, cm 200 x 200, coll. Mino
Sorvillo. Foto Giorgio Ciardo, courtesy CRAC Puglia

Giulio
De Mitri, Il segreto degli Dei, 2009, tecno-light-box. Foto
Giorgio Ciardo, courtesy CRAC Puglia

Nicola
Carrino, Colonne del tempio dorico (progetto per piazza
Castello a Taranto), 1984, pennarello nero e metallizzato su
carta Fabriano. Foto Giorgio Ciardo, courtesy CRAC Puglia

