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Le origini sono spesso un
territorio dominato dal caos,
dove realta e immaginazione
si mescolano. La memoria non sempre
segue un criterio fedelmente cronologico.
In questa sezione si € quindi voluto dare
espressione ai momenti fondativi dello
spazio di Viafarini, step di per se stessi
nebulosi poiché risposte a esigenze del
momento; a necessita, non del caso, ma
della Situazione lItalia che ancora poco,
se non del tutto, conosceva I'importanza
e la dicitura di nonprofit. E ancora: si &
cercato, in modo variegato, di raccoglie-
re documenti e testimonianze iconografi-
che delle persone che hanno contribuito
a definire I’identita dello spazio. Al di la
dell’iniziale cronistoria di Patrizia Brusa-
rosco, fondatrice e animatrice di Viafa-
rini da sempre, sono stati selezionati gli
estratti piu significativi della prima rasse-
gna stampa attraverso cui contestualiz-
zare laricezione dello spazio. Sono state
raccolte le documentazioni dei primi due
progetti espositivi e dei loro protagonisti,
attraverso cui lo spazio si &€ connotato
al pubblico e ha fidelizzato un’audience
inedita unitamente a un grande numero
di artisti che hanno aderito con entusia-
smo. | primi dibattiti, i primi manifesti, i
primi animatori... le prime avventure con-
giuntamente alle prime divagazioni, tutto
datato inizio anni novanta.

ENG Origins are often dominated
by chaos, where reality and
imagination merge. Memory is
not always faithful to a chronological cri-
terion. This section presents the founding
moments of Viafarini — nebulous steps in
as much as they were a response to the
needs of a particular moment, not of mere
chance. In other words, it was a reaction
to the [talian Situation, which knew little,
if anything at all, of the importance and
wording of the term nonprofit.

In time, we have gathered varied docu-
mentation and iconographic testimonies
of those who have contributed towards
defining the space’s identity. Besides
the chronological account by Patrizia
Brusarosco, founder and driving force
of Viafarini, we have selected the most
significant extracts from the first press-
clippings to get a sense of the initial re-
sponse to the exhibition space. We have
also gathered documentation on the first
two exhibition projects and their partici-
pants, which interacted with its public
and inspired commitment amongst the
new audience, along with a great number
of artists who adhered with enthusiasm.
The first debates, the first manifestos,
the first animators... The first adventures
along with the first digressions, all date
back to the early nineties.
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I TA PATRIZIA BRUSARO-
SCO All'epoca” ero
stata folgorata dai

musei americani, e non solo:

c’erano gli spazi non profit, in
particolare Artists Space e White
Columns, che mi avevano affa-
scinato per il carattere struttura-
to e nello stesso tempo dinamico
e flessibile della loro organiz-
zazione. Anche a me interessa-
va un’organizzazione del lavoro
piu corale rispetto a quella della
galleria. Ritenendo deprimente
la situazione dell’arte contempo-
ranea nel mio Paese - opinione
che purtroppo conservo tuttora,
volevo fare qualcosa per... I'lta-
lia. Avevo soprattutto una certa
idea per cosi dire “anni settan-
ta” del mondo dell’arte, desueta
all’inizio degli anni novanta ma
proprio per cio efficace. Mi sono
trovata, per caso e per empatia,
amica di qualche artista e assie-
me abbiamo cominciato a pensa-
re un luogo nuovo per l'arte per
Milano; presto mi si sono affian-
cati i critici piu seri di allora, e,
poiché probabilmente sono una
buona mediatrice, non ho dovu-
to fare altro che la sintesi fra i
suggerimenti di molti. Quando si
vuole ascoltare, i consigli sono
abbondanti, sinceri e utili.

Ricordo un incontro alla galleria
di design Dilmos, accolti da Lella
Valtorta, una sessantina di arti-
sti, la piu parte oggi noti e sti-
mati, a pensare a cosa doveva
essere il nuovo spazio: forse ora
certe situazioni potrebbero ripe-
tersi, ¢c’é una nuova energia fra
i protagonisti, ma ci sono volu-
ti vent’anni! All’inizio degli anni
novanta per Milano si voleva ba-
nalmente uno “spazio espositivo”
ricettivo alla ricerca, una project
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room, un luogo adatto a installa-
zioni site specific; si voleva un
luogo in cui incontrarsi, “connet-
tersi” e segnalarsi anche rispetto
al resto del mondo. Gli artisti miei
coetanei erano convinti di voler-
si impegnare in prima persona
per emergere, attivando rapporti
artista-artista; erano anche con-
vinti di non avere tante possibi-
lita nel nostro Paese; i curatori
erano convinti che vi fosse biso-
gno di una “voce critica” capace
di chiarire il senso del lavoro di
una nuova generazione; i galle-
risti volevano dimostrare di po-
ter diventare piu internazionali
della generazione precedente. lo
pensavo che quello che manca-
va fosse un metodo di lavoro e
mi veniva spontaneo cercare di
“fare sistema”, come si usa dire
ora. Soprattutto mi sono trovata
a dare fiducia a tante persone
che mi hanno ricambiato con la
fiducia.

Con Maurizio Cattelan si pensava
di aprire Viafarini con Fondazi-
one Oblomov, un progetto che
prevedeva I’assegnazione di una
borsa di studio a un artista che
si impegnasse a non fare mostre
per un anno. Maurizio ha pensato
di assegnare la borsa a se stesso
e di presentare il lavoro all’Acca-
demia di Belle Arti di Brera, men-
tre & parso piu congeniale inau-
gurare Viafarini con il progetto di
fondazione dell’Archivio elabora-
to da due artiste, Laurie Palmer
e Federica Thiene.

Subito dopo € seguito Member-
ship Viafarini dove 80 artisti han-
no donato altrettante opere-ma-
nifesto che dichiaravano cid che
Viafarini sarebbe dovuto essere.
Cosi é cominciata I’attivita espo-
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sitiva, programmata all’inizio tra-
mite le segnalazioni degli stessi
artisti, con molti dei quali ancora
si collabora. Quasi subito pero
ho preferito affidare la program-
mazione a curatori esterni € mi
sono avvalsa della consulenza
di coloro che rappresentavano la
generazione critica di allora. Si
e creato una specie di comitato
scientifico informale, che negli
anni avrebbe coinvolto le voci
piu rappresentative del pano-
rama critico italiano dell’ultimo
ventennio.

Nel frattempo un giorno un galle-
rista mi ha consigliato di andare
a visitare Careof, spazio artistico
che operava a Cusano Milanino
gia dal 1987 con finalita simili,
poiché costruiva la propria pro-
grammazione grazie ad un atten-
to ascolto del panorama artistico
non ancora rappresentato dalle
gallerie, e ho conosciuto Zeffi-
rina Castoldi e Mario Gorni che
sarebbero diventati di li a poco i
miei non-partner.
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ENG PATRIZIA BRUSARO-
SCO At the time | was
struck by American
museums, as well as non-prof-
it organizations such as Artists
Space and White Columns. | was
fascinated by the structured yet
also dynamic and flexible fea-
tures within their organisation.
I, too, was interested in a more
collective approach to work than
that of a gallery. Since | consid-
ered the contemporary art scene
in my country rather dismal,
which unfortunately is still the
case, | had the urge to do some-
thing for... Italy. Above all, | had
a certain idea of the artworld,
lets say “from the seventies”, that
was outdated in the early nine-
ties and as a result efficacious. |
found myself by chance and out
of empathy befriending some art-
ists and so together we began to
think about a new place for Mi-
lan. | was soon after supported
by noted art critics , and since |
am probably a good mediator, |
only had to make a synthesis of
many suggestions. When one is
willing to listen, advice is abun-
dant, sincere and useful.

| recall a meeting at design gal-
lery Dilmos, hosted by Lella Val-
torta, with about sixty artists,
most of whom are nowadays well
regarded, in search of what was
meant to be the new space. Per-
haps certain situations could
now repeat themselves since
there is a new energy amongst
the protagonists, but it has taken
twenty years! In the early nine-
ties in Milan we simply wanted
an “exhibitition space” which
was apt for site- specific instal-
lations, where one could meet,
“connect”, and be singled out to

the rest of the world. The artists
from my generation were con-
vinced that in order to emerge,
they had to commit in first person
by establishing a rapport with
other artists, since they did not
believe they had many possibili-
ties in our country. Curators were
convinced that a “critical voice”
was necessary to give meaning
to a new generation, and gal-
lery owners were keen to prove
that they were more international
than the previous generation. |
thought that a work methodology
was missing, and spontaneously
seeked “system-building”, as is
often said nowadays. Above all, |
found myself trusting many peo-
ple who in turn trusted me.

FIG 1

With Maurizio Cattelanwe planned
to open Viafarini with Fondazione
Oblomov, a project that granted
a scholarship to an artist if he
made the one-year commitment
not to exhibit. Maurizio granted
himself the scholarship and sub-
sequently presented his work at
the Accademia di Belle Arti di
Brera. Meanwhile, and seemingly
more congenial, Viafarini was in-
augurated with the exhibition of
the Archive’s foundation project
by two artists, Laurie Palmer and
Federica Thiene.

Immediately, Membership Via-
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farini followed, where eighty
artists donated eighty artwork-
manifestos stating what Viafarini
should have been. And so the
exhibitions began, programmed
since the beginning through the
artists themself, many of which
are still collaborating with us.
However, it was not long before
| realised that it was better to
entrust the projects to external
curators, and so | began consult-
ing with the new generation of art
critics of the Nineties. A sort of
informal scientific committee was
created, which in time would in-
volve the most prominent voices
of Italian critics in the last twenty
years.

In the meanwhile, a gallery own-
er advised me to visit Careof, an
artist space active near Milano
since 1987 with similar aims,
which based its projects on an
awareness of the artistic scene
that was not yet represented in
galleries. And so | met Zeffirina
Castoldi and Mario Gorni, who
have since then become my non-
partners.

Maurizio Cattelan, Fondazione Oblomov,
1992, sand-blasted engraved glass, 100

FIG 1

x 100 x 3 cm

Una lapide commemorativa - con il nome di 100 persone
che hanno dato ciascuna 100.000 lire per costituire il fondo
di una borsa di studio - & stata appesa abusivamente alle
pareti dell’Accademia di Belle Arti di Brera. La borsa era
destinata ad un giovane artista a patto che non facesse mo-
stre per un anno.

A commemorative plaque, with the names of the 100 people
who each gave the artist 100.000 lire to realize a scholar-
ship fund, was illegally hung on the walls of the Brera Art
Academy. The scholarship was intended for a young artist,
one-year committed not to exhibit.
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associazione noi

VIAFARINI

via farini 35, 20159 milano, tel. 02/6680.4473

fit per la promozione della ricerca artistica

Dal 3 luglio 1991 & attiva VIAFARINI, associazione non profit per la promozione della ricerca artistica:

pittura, scultura, folografia, video, performance, installazioni, architettura, design, comunicazione.

Le principali funzioni dell’ Associazione consistono in:

— archiviazione sistematica del lavoro di artisti italiani e stranieri;

— gestione ¢ attivazione di uno spazio espositivo dove svolgere, ciclicamente, collettive di giovani artisti

italiani e stranieri al fine di divulgare il loro lavoro;

— presentazione a scopi non commerciali di opere ed installazioni realizzate

all’estero;

isti attivi in Italia e

— promozione di incontri, seminari, dibattit, iniziative culturali, a supporto ed estensione delle

precedenti attiviti.

Sulla traccia di esperienze analoghe attivate all'estero, VIAFARINI opera in collaborazione con istitu-

zioni private e pubbliche, nazionali ed internazionali che agiscono in campo artistico e culturale.

VIAFARINI si racconta

— il suo programma;

— il suo spazio (240 mq di superficie aperta in Via Farini 35);

— i suoi criteri di gestione, totalmente trasparenti;

— la scelta di condividere pratiche ed esperienze con tutti coloro che vorranno attivamente partecipare

al progetto.

Viafarini’s mission in the
first press release

The mission focuses on
three fundamental as-
pects: to facilitate the debut of young ltal-
ian artists in the contemporary art world, as
first step towards their professional growth
and the consequent interest in curators, art
critics and museum professionals; to foster
young artists’ mobility and to support them
in raising funds, as conditions to forward
their careers, also at international level; to
widen the public interest in contemporary art
through exhibitions, as well as educational
and training activities.

In detail, Viafarini’s goals are:

_ to create a place for information and serv-

FIG 2

ices about contemporary visual arts, includ-
ing an exhibition space to offer young artists
opportunities to exhibit their work in solo or
group shows, as well as to produce projects
by internationally known artists, giving the
Milanese public the chance to get to know
the main protagonists of the international art
scene; as well as documentation services
on visual arts, such as the Artists Archive,
in order to offer means of information and
documentation for the public with easy ac-
cess to the materials;

_ to offer a variety of orientation and con-
sulting services, as well as educational and
training activities;

_ to promote an art organisation and exhibi-
tion space favouring exchange in the field of
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visual arts, also at international level;

_ to start a non profit organisational model
new to ltaly;

_ to support the artistic message as a poten-
tial innovator in contemporary society.
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Federica Thiene
San Marco 1776
Venezia, 30100

(041)523-4615

Fax(0444)5558835

Laurie Palmer

2531 W. Thomas St.
Chicago, IL 60622 USA
(312)235-4849

Venezia 27 giugno 1991

Dear artist,

THE BEGINNINGS

Via Farini will be a new alternative gallery in Milsas c‘"tqc
presenting non-coamercial work and work by young artists, and actiss e
as an international cultural center and slide archive. The director, Bagy fre e adg,
Patrizia Brusarosco, invited us - Laurie Palmer & Federica Thiene, L] Foy, tsg
artists working in Italy and America - to curate the first exhibitice o
in response to the association's goals. We share the association’s Prop o,

commercial gallesy The Qrped i:‘e
system, and are aware of the need for such an alternative space (s

commitment to providing an alternative to the

Italy. We thought it would be a good idea to initiate the programsizz
with an exhibition that will visualize the functions of bote
exhibition space and archive.

The project will involve both rooms of the zallery. In tis
main room we will install projectors containing slides collected free
artists in America and Italy. In the second room we will install «
file cabinet containing information on each of the artists.
Approxisately twenty artists from each country will contribute up ==
five slides each, with four copies, and a curriculum vitae.

in the main room we will project slides on sixteen projectors
mounted in different orientations throughout the room. To eaphasize
the rawness of the space the electrical cords and other eguipment wil,
remain exposed. The projectors will have remote controls that visitors
will be able to use to view the work. Also in the zain room we wil.
install a table covered with a mountain of slides {copies of those ir
the projectors), with four hand-held slide viewers available for
visitors' use. All the slides in the main room will be unlabeled, bu:
we will provide a sign to refer visitors to the second room in whic:
they will be able to find out who the artists are and additiona.
information about them from & single file cabinet.

We would like to invite you to participate in this project. I?
you decide to take part, the slides that you contribute could be of
any nature, depending on how you would like to represent your worr
and/or contribute to the idea of the installation. At the time of the
exhibition the space will not yet be completely rencvated in order t.

FIG 3

FIG 3-4 Immagini proiettate, 1991, curated by
- artists Laurie Palmer and Federica
Thiene; with artists Mario Airo, Ivo Bona-
corsi, Mary Brogger, Michael Burns, Mary Ellen Carroll, Paul
Chidester, Gianluca Codeghini, Daniela De Lorenzo, Ste-
fano Dugnani, David Dunlap, Jeanne Dunning, Susan Eder,
Emilio Fantin, Andrea Fogli, Laurel Fredrickson, Bernardo
Giorgi, Kate Glaser, Hossein Golba, Mitchell Kane, Massimo
Kaufmann and McManus, Dimitris Kozaris, Jin Lee, Marcel-
lo Maloberti, Eva Marisaldi, Liliana Moro, Jennifer Parker,
Marco Paternostro, Alessandro Pessoli, Salvatore Falci,
Stefano Fontana, Pino Modica, Cesare Pietroiusti, Massimo
Poldelmengo, Luca Quartana, Isabel Ronchietto, Bernhard

FIG 4

Rudiger, Laura Ruggeri, Treasure Smith, Tony Tasset, Anna
Tassini, Massimo Uberti, Uno al Quadrato (Piero Almeoni,
Manuela Cirino, Massimo Donzelli and Roberto Marossi),
Yamaoka, Alberto Zanazzo and Andrea Zago.

Lettera di invito da parte delle curatrici Laurie Palmer e Fe-
derica Thiene, entrambe impegnate in progetti di arte pub-
blica; Laurie Palmer era nel comitato dello spazio nonprofit
N.A.M.E. di Chicago e membro del collettivo artistico Haha,
Federica Thiene avrebbe poi fondato artway of thinking; per
la fondazione dell’Archivio le curatrici richiesero ad alcu-
ni artisti italiani e americani materiale documentativo delle
proprie opere; Immagini proiettate e stata la proiezione delle
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diapositive fornite dagli artisti.

Invitation letter by the curators Laurie Palmer and Federica
Thiene, both of them engaged in public art projects; Lau-
rie Palmer took part in the committee of the nonprofit art-
ist space N.A.M.E. in Chicago and member of Haha artists
collective; Federica Thiene founded artway of thinking. On
the occasion of the foundation of the Archive, they asked
a number of Italian and American artists for documentation
material of their work; Immagini proiettate was the projection
of the slides provided by the artists.
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VIAFARINI

associazione non profit per la promozione della ricerca artistica
e

"MEMBERSHIP VIAFARINI"

In risposta alla questione del finanziamento dello spazio di Viafarini
sollevata durante la sua inaugurazione, grazie a diversi suggerimenti abbiamo
progettato un'operazione che si svolgera durante una serata in programma entro
il 20 di dicembre.

I1 fine dell'iniziativa & quello di raccogliere iscrizioni. Il ricavato della
serata & destinato alla gestione di Viafarini per il raggiungimento degli
scopi dell'associazione.

"Membership Viafarini" comprende due progetti:

Progetto n.1:

L'idea & quella di chiedere ad ogni artista interessato di creare un numero da
uno a quattro posters su carta dimensioni cm.70 x 100.

I1 poster dovra essere pensato in funzione di questo spazio e dovra contenere
il logo: Viafarini Associazione non profit per la promozione della ricerca
artistica Milano

Tutti i posters opera raccolti saranno messi in esposizione e venduti ad um
prezzo simbolico di Lire 80.000 cad.La vendita dei posters procurera di
diritto 1'iscrizione a Viafarini sia al compratore che all'artista.

Progetto n.2:

Gli artisti potranno inoltre scegliere di donare un'opera. Tutte le opere
pervenute sono destinate alla vendita. Le modalitd per realizzare la vendita
durante la serata stessa in forma di performance saranno comunicate
successivamente. L'artista dovrd indicare il valore base dell'opera. Il 70%
del ricavato di ogni opera andra a Viafarini, il 30% sarad a disposizione
dell'artista per rimborso spese materiali.

Per i tempi e le modalitd di spedizione, rivolgersi a Viafarini.

Viafarini con 1l'iniziativa "Membership" wuole aprire un rapporto di
collaborazione con gli artisti che vogliono prendere parte all'attivitd dello
spazio.La tua partecipazione sard gradita ed utile. Ti sollecitiamo anche ad
estendere 1l'invito a tua discrezione.

Nel corso della serata sara data notizia per quanto sara possibile del
programma dell'associazione per 1'anno 1992.

per VIAFARINI
Patrizia Brusarosco e Lella Valtorta
responsabili per la stagione 91/92

Per informazioni, rivolgersi a: Patrizia Brusarosco tel.02/653334

via farini 35, 20159 milano — Tel. & Fax 02/6680.4473 —P. IVA 10432120151
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FIG 5

Luca Quartana

FIG 6

Eva Marisaldi

FIG 7

Marco Cingolani

FIG 8

Liliana Moro

FIG 9

Laurie Palmer and Federica Thiene

FI1G 10

Maurizio Cattelan

FIG 11

Paola Di Bello
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Membership Via-
farini. 80 posters
for Viafarini,
1991
80 artists were
asked to realise
a unique piece
in the form of a
poster 70 x 100
cm, based on the
idea of a manife-
sto for the orga-
nisation, which
were given to the
new members who adhered during the
fundraising event. The project was
initiated by a group of artists, who
joined Viafarini from its beginnings
o to give a messa-
' ge for the future.
The participants
- were: Piero Al-
© meoni, Stefano
i Arienti, France-
“ sco Bernardi, Ivo
Bonacorsi, Davi-
~ de Bonasia, Car-
. lo Buzzi, Alberto
Callari, Pasquale
Campanella, Pie-
FIG 6 tro Capogrosso,
- Manlio Caropre-
so, Gabriella Casiraghi, Maurizio Cat-
telan, Loris Cecchini, Vittoria Chieri-
ci, Marco Cianciotta, Marco Cingolani,
Gianluca Codeghini, Piergiorgio Co-
lombara, Cinzia Cozzi, Antonio Crave-
ra, Paola Di Bel-
lo, Gabriele Di
Matteo, Chiara
Dynys, Fac-Simi-
le, Salvatore Fal-
ci, Emilio Fantin,
Peter Fend, Car-
lo Ferraris, Dino
Ferruzzi, Andrea
Fogli, Antonia
Fontana, Federi-
co Fusi, Marcel-
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FIG 9 Ruffoni, Laura

Ruggeri, Rul-
lo, Francesco Sangiovanni, Sante
Scardillo, Roberto Scala, Franco Sil-
vestro, Gregorio Spini, Giovanni Ta-
gliavini, Maurizio Taioli, Anna Tassini,
Gaetano Terranova, Federica Thiene,
Alessandra Tortarolo, Adriano Trova-
to, Silvia Truppi, Maurizio Turchet,
Massimo Uberti, Enzo Umbaca, Vedo-
vamazzei, Carla Vendrami, Wurmkos,
Alberto Zanazzo and Mirko Zandona.
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O Un contenitore di immagini d'arte,
senza confini, contratti, mercato e ma-
nipolazioni. Non ¢'é bianco alle pareti,
né incontri con l'autore. Mancano
prezzi e parcle, mancano le opere.

Non si fanno personali, non si fanno
collettive. Pochi secondi per guardare
e molti per pensare. Scegliere. In via
Farini troverete VIAFARINI. Troverete
computer e proiettori, immagini e bio-
grafie. In un linguaggio cosi simile a
quello della musica. In un linguaggio
da capire e da guardare, da leggere e
da parlare. Notizie su di loro come no-
tizie su di noi. Noi guardiamo loro per-
ché loro hanno guardato noi. Uno
spazio di neutra parzialitd. Un luogo
dove passano messaggi e informa-
zioni. Non basta pil pensare l'arte, né
farla, né esporla. Non bastano le idee
senza un modo per farle viaggiare, en-
trare e uscire. Le idee vogliono indie-
tro la loro natura leggera. Gli artisti
non vogliono pid data titolo anno e
materiali. Non vogliono nome, né re-
censioni. Vogliono fare che produca
altro fare. Vogliono essere protagoni-
sti e sottofondo, visibili e invisibili. A
Milano nasce un posto come questo.
Nel 1991.

Arte & Cultura, giugno 1992

GLISPAZID'ARTE

ALTERNATIVL:

VIAFARINI DI MILANO

uasi a voler sottolineare Iimpersonalita

del progetto per cui & nato, questo spazio

prende nome semplicemente dalla strada
in cu & ubicato. In un veechio cortile dellTsola,
appena al di Iz della ferrovia che separa questo
quartiere dal resto della cittd. ha trovato posto
VIAFARINT, nato per la volonta di piis persone
per facilitare |a presentazione del lavoro arti-
stico, indipendentemente da considerazioni
commerciali.
Infatti, se dal punto di vista organizzativo ope-
ra con i metodi tipici di una gallenia, istituzio-
nalmente & una associazione senza seopo di lu-
cro, col solo fine di fornire un servizio, sia a li-
vello espositivo, sia come archivi. Questiulti-
ma é la particolariti pii interessante di questo
progetts: Uarchivio della documentazione del
lavoro di artisti italiani e stranieri, inteso come
luogo di informaziane sulla sperimentazione ar-
tistica contemporanea, come strumento opera-
tivo per gl interessati, come momento di incon-
tro e di relazione.
Questa archiviazione permette quindi di rap-
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ViaFarini: Milan’s New Public Art_Space

ViaFarini (located at Via
Farini 35, 20159 Milan, tel. and
fax 2-66804473) is a recently
formed non-profit foundation for
the promotion of the arts. The
center offers a permanent
archive of slides. catalogues, and
video work by young Italian and
foreign artists, a 240 square me-
terexhibition area which will be
devoted particularly to instal-.
lations, as well as a conference
center. ViaFarini hopes to emu-

PROJECTED IMAGES. VIAFARINI
OPENING, OCTOBER 13. PHOTO
ALBERTO CALLARI.

late the best examples of such alternative institutions which abound
abroad—such as New York’s Artists’ Space—and invites artists to
send documentation of their work. ViaFarini opened October 19 with
“Projected Images,” a show curated by artists Laurie Palmer and
Federica Thiene presenting slide projections of work by twenty
American and twenty Italian artists. Patrizia Brusarosco is the
foundation's founder and director.

Arte & CuLrura

presentare una situazione artistica generale,
senza una presa di-posizione di parte, Pud indl-
tre frvorire bo scambio di informazioni all'inter-
0o del sistema dellarte, tramite un'organisza-
zione non concorrenziale, stabilire contatti fra
diversi luaghi geografici in Italia e allesters, &
ractogliere materiale documentativa del lavoro
di giovani artisti che non hanno ancora avuto
opportunit espositive.

VIAFARINT vuole essere dungue uno spazio de-
stinato allopera in sé, un luogo dove i presen-
tano lavori e si produce documentazione sulla
ricerea artistica italiana ed estera. per raggiun-
gere questi obbiettivi, VIAFARINI utilizza la
formula associativa come momento di aggrega-
zione tra forze molteplici, usufruendo della col-
laborazione attiva di altri spazi con simili aff-
nité elettive, di istituzioni pubbliche, delle gal-
lerie e dei media.

Attraverso uno scambio anche con il mondo
esterno, cerca di potenziare ascolto del mes-
saggio artistico e permettere maggiori confronti
4 chi ha parte attiva vel progetio. Per la pro-
grammazione, VIAPARINT si avvale dei eriteri
valutativi provenienti dagli stessi artisti che
attivano bo spatio, cosi che esso stesso diventi
parte di un processo creativo. Eceo che artisti e
eritiel vengono invitati ad organizzare perfor-
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mances, dibattiti, a curare esposizioni e altro.
Non 5i fanno distinzioni in merito allutifizzo di
media differedti, ma s cerca di promuovers la
discussione di svariate scelte i impegno arti-

stion.

Dapo pochi mesi di attivita, VIAFARINT pad
vankare diverse iniziative interessanti, tra cui
la mestra dell'iraniano Hossein Golba & quella
dello svizzero Not Vital; una serie di conversa- .

tioni a oura del eritico Mareo Senaldi sul tema
“1 bello e il brotte del tempo® il progetto
espositivo di “Wurmbos design”, teso a indage-
re il rapporto tra idea progettuale e realizzario-
pedi oggelti

E, Warmkos, un gruppo ereato nel 1980 daller-
tista Pasquale Campanella con persona con di-
sagio peichien, e sperimenta, a partire da situs-
zioni di marginalita sociale, una pratiea in cui
s intrecriano solidarietd, socialita, partecipe-
zione popolare, terapia e iniziativa culturale.
RQuesto laboratorio non ha solo finalith didatti-
che & terapeutiche, ma si presenta come ding-
mica che, 2 partire dalle singole individualit,
si avvia a un libero process creativo all'inter-
0o del quale Fopera é leffettivo tramite con Fal-
tro.

Nadia Nava



Tema Celeste
Patrizia
Brusarosco

ALESSANDRA GALASSO: Come e
quando nacque l'idea di creare
Viafarini?
PATRIZIA BRUSAROSCO: Questo pro-
getto € nato in virtu dell'apporto
soprattutto di artisti e curatori con
l'idea di creare a Milano, un’orga-
nizzazione che potesse sopperire
a determinate esigenze come ac-
cade all'estero, vedi Stati Uniti e
Germania, dove all’attiviti esposi-
tiva & affiancata quella di servizio
post-terziario nel sistema dell'ar-
te. L'idea & di rendere tale servizio
aftraverso un archivio, una biblio-
teca, unalibreria, in cui si possano
acquistare libri, riviste, multipli ed
edizioni. Abbiamo scelto la deno-
minazione di Associazione won-
profit intendendo un’attivita espo-
sitiva non a scopo commerciale e
per la quale gli associati pagano
un-servizio. Parte del progetto pre-
vede che alivello finanziario parte-
cipino anche le aziende e vari enti
con la sponsorizzazione di singole
iniziative.
ALESSANDRA GALASSO: Dopo un
anno di attivita quali sono stati gli
obiettivi raggiunti e quali restano
ancora da realizzare?
PATRIZIA BRUSAROSCO: L'obiettivo
che-siamo riusciti a raggiungere é
stato innanzitutto a livello di pro-
gramma. Ci eravamo prefissi di
presentare dei progetti installati
da artisti gia internazionalmente
noti e dare luogo a-progetti parti-
colari. Avevamo a cura la presen-
tazione di lavori di giovani artist.
L'obiettivo che non é stato ancora
raggiunto & la creazione della li-
breria e la videoteca.
ALESSANDRA GALASSO: Esiste un fre-
quentatore tipico di Viafarini?
PATRIZIA BRUSAROSCO: Abbiamo re-
gistrato soprattutto un pubblico di
artisti. Era importante che si resti-
tuisse un certo potere all’artista e
che lo si coinvolgesse a livello di
programma. Abbiamo poi assisti-
to a una partecipazione del pubbli-
co diversificata a seconda dell'ini-
ziativa. Ci prefiggiamo tuttavia di
avere un pubblico sempre pit va-
rio, cosa che & gia accaduta rispet-
to alle gallerie milanesi.
ALESSANDRA GALASSO: Ritieni che
lattivitd di Viafarini interferisca o
Dpossa “dare fastidio” alle istituzioni
convenzionali quali gallerie 0 mu-
sei?
PATRIZIA BRUSAROSCO: Vogliamo of-
frire la possibilita di fare incontra-
re |'artista e la galleria e inoltre for-
niamo servizi. Era interessante
che questo luogo non si propones-
se come un’ennesima galleria in
concorrenza ma che potesse pro-
mrove e el l‘l\i!il!ln:\l,'hri‘_:._
come ¢ in elfetti accaduto con al-
cune i esse,
ALESSANDRA GALASSo: Per gt ri-
Anarda 1 progedty iainri?
PATRIZIA BRUSARGSCO: Per Panno
venturo cercheremo di dare spa-
Zio proge i che coinvolirane; .rn
sti stranieri e italiani, Mentre Uisti-
wsione galleria rappresenta sin-
gole personalita, qui diamo pid im-
portanza all'opera ¢ al progetto.

FlashArt

Patrizia Brusarosco
Viafarini, Milano

A ben guardare non & stata affatio
aperta una galleria, bensi & stata
fondata un’associazione denomi-
naia “Viafarini”, che con il sistema
delle galleria polesse interagire pii
a complemento che in concorrenza.
La “crisi disctiore™?
La costituzione di Viafarini non &
dipesa da considerazioni di caratte-
re congiunturale, ma semmai strut-
turale: 1'associazione per statuto &
rivolta alla promozione della ricer-
ca artistica e quindi si pone 1’obict-
tivo di partecipare al potenziamento
delle attivita che nel settore dell'ar-
te contemporanea in Italia possano
essere create, sostenute, finanziate,
Viafarini  finalizzata alla presenta-
zione di progetti curatoriali speciali
o di opere per il luogo di artisti gid
noti ed attivi in Italia e all’estero, a
procurare opportunitd espositive ad
artisti all’inizio del loro percorso,
alla raccolta e diffusione della ricer-
ca artistica tramite archiviazione di
materiale illustrativo (cataloghi o
altro), all’organizzazione di mosire,
incontri, conferenze, seminari ecc...
in sede o fuori sede.
L'associazione & rivolta anche a
promuovere contatti fra diversi luo-
ghi geografici, all’informazione ed
al servizio.
L'attivita & sostenuta tramite 1'uti-
lizzo della formula associativa: si
finanziano la realizzazione di pro-
gelli esposilivi e la gestione di un
servizio tramite contributi ed inter-
venti privati e pubblici a tale scopo
esistono diverse modalitd per aderi-
re, collaborare o promuovere
Viafarini, che vanno dall"iscrizione
annuale di quarantamila lire, per
avere accesso al mailing e ai servizi
di documentazione, al contributo
che da diritto a multipli o progetti
d'artista, fino al vero e proprio con-
tratto di sponsorizzazione.
L'idea dell'associazione & impor-
tante anche per quanto riguarda la
stesura del programma, che viene
utilizzato dando spazio a proposte
diversificate, provenienti in primo
luogo dagli artisti e dalla critica:
I'intera attivita & ralizzata grazic al-
la collaborazione di artisti, curatori,
gallerie, appassionati d'arte.
Riteniamo che la nostra compelenza
debba esser di carattere organizzali-
vo, quindi lavorare sulle strutture
operative: favorire rapporti sinerge-
tici e di interscambio, adoperarsi
per permettere una liberta di elabo-
razione a chi ha invece una respon-
sabilita creativa e culturale (artisti ¢
curatori, appunto). Domanderei a
loro in che direzione sta andando la
ricerca artistica. Noi operatori po-
tremmo adoperarci per fomire stru-
menti di lavoro e di informazione.
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MARIA GRAZIA TORRI REYNOLDS. E
questo un momento paticolare per
la ricerca atistica in lalia. Si po-
trelbe deflinire una sorta di pausa
o di battuta d'arresto nella erescita
del talents, cormispondente alla
crisi economica in allo; ma non &
cosl. Troppo spesso si sono veluli
collegare forzosamente § faui della
borsa e quelli dell’are, troppo
spesso si & paragonato il costo del
barile a quello dell’spera. Invece
proprie nel elima di incerlezza dei
primi anni Novarila sono nati an-
che in Ttalia aleuni spazi per l'arte
non-profit (letteralmente, “non a
scopo di Jucre™): diversi iierh da

quelli d'alireoceans, che hanno

spesso contribuite proprie al pro-
fitto & alle continue informate di ta-

lento buono e cattivo, negli yuppus- -

simi anni Ottanta,

Gli artisti oggi si stanno invece lo-
gliendo un po’ alla valla i collar
costruili per loro dai critici. 5i so-
no organizzali in gruppi e hanno
cercalo  Juoghi indipendenti per
runirsi. A Milano uno di questi
luoghi “non deputati™ & VIAFARINI,
associazione non-profit per la pro-
mozione della ricerca aristica:
duccenloquaranta metri quadrati
di superficie aperta,
dell’antiea fabbrica. Qui, con una
quota di  iscrizione  imisoria
{40.000 lire I'anno), gli anisti che
diffidano dei soliti sistemi di re-
clutamento culurale hanno dinitto
a usulruire dei servizi di documen-

con ['aria

tazione (archivio, biblioteca, eme-
rodeca) e a parecipare alle molie

iniziative: inconirl, Convegni, ses
minari. Qui ai ¢ tenuta nell’aprile
U2 una delle mosire [ |:l:i|‘!i|"|.‘|n|u-
r, quella di Wourmkes: non un
gruppe di tendenza, ma persone
che stanno insieme perché emargi-
nate da disturbi psichici, :
Come Vialarini, sono nati a Milano
e nell’hinterland alin centri culiu-
rali di genere non-profi; Care OF
(CrO) per esempio, a Cusano Mila-
nina, & uno spazio che si dedica da
tempe alla sperimentazione e dove
eonlluiscona gli anisti pid provo-
catori e versatili. “Oceorre impara-
re a leggere, come eocorre impara-
re a vedere, a vivere”, dice il diret-
tore, Mario Gomi, citando Van Gogh.
Anche qui pore di ferro ¢ labili
segni di rconoscimento: come un
fac-simile di “ciak si gira”, dipinto
proprio solto la porta; cortili sca-
bri, loft confinanti con discariche,
periferie poco invilanti ma piene
di vita.
Altri spazi non-prafii: ancora a Mi-

lana, il Porinoy, cafl letterario de-

dicato sopratiutto alle nuove leve

della poesia, dove presentazioni di

antisti inediti e perfformance fanno

da sfondo per i readings; lo Zelig,

in viale Monza, che a sua volta

promucve nuovi talenti e iniziative
diverse dalle solite mostre; il Cen-

tro Culturale Bertolt Brecht, in via

"Padova, frequentato soprattulle da-

gli studenti dell’Accademia; il San
Fedele di via Hoepli e il Contatio
Europa, che privilegia le artiste
donne. Fuori Milano ci sono 'Ope-
ra di Perugia, 'Aura di Brescia e
la Cooperativa Porta Rossa di Ca-
tania. Da sollolineare: mentre gli
spazi non-profif americani sono

egregiamente linanziati dallo stato,
quelli italiani nascono e crescono
esclusivamente dalla buona wvo-
lonta e dalla disponibility di chi li
gestisce. E non & poco.
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(HIHCHE Brutte mostre senza interesse, istituzioni parahm.ate. La citta & in piena depressione culturale

e & vero che «le

cittd, come i Paesi

¢ le filosofie, han-

no un loro ciclos

-(Luciano Pistoi),

Milano sta conclu-
dendo quasi trentanni
di protagonismo nel-
ambito delle arti visive
contemporance. Gia du
tempo non esercitava
pid l'attrazione di una
volta e, in questi ultimi
mesi, sta uscendo di sce-
na a velocitd impressio-
nante. Agli inizi deli'an-
no, su il manifesto, si os-
scrvava che la vivacitd
deile imprese culturali
cittadine ricorda quella
del cimitero di Berna.
Innegabile per quanto

- concerne le mostre. Ba- -

“sta riflettere sul grotte-
. sco della stagione '92-
"93, quella «ufficiales,

Comune e Regione dan-
“no gran rilievo a due
. colpi sparati — ahinoi!
“— con cartucce bagnate:

la chiacchierata e ambi- -
gua celebrazione di un

epigono del futurismo
lombardo in Palazzo
Reale, ¢ il primo omag-
gio italiano al tedesco
" Joscph Beuys nell'Acca-
demia di Belle Arti, mo-
stra contestata da Lucio
Amclio (amico e colle-
zionista di Beuys) ¢ poi
finita con uno strascico
* di azioni legali. Non ma-
le, per cominciare.
"'Non saranno certo le
" buone mostre di David
“Tremlett al Pac o di
- Frangois Morellet alla
.galleria di Cilena ¢ Ca-
vellini, o poche altre, del
" tutto causah perd, a ren-
+ derg credibile la dimen-
s:one che,'fino’ a poco

:fd, si voleva curopea per "
un'ex capitale della cul-
tl.lra che somiglia sem-

IPII:I 8 una sciatta
B proll crazione del Can-
ton Ticino. Una cittd, si
: badi, che elenca dieci
Istituzioni deputate al
contemporaneo, tre
Fondazioni, pil di cen-
" tocinquanta gallerie pri-
vate. Perché, cosa succe-
de? Milano — si scrive ¢
si deplora — & una me-
tropoli in ginocchio. Ci
dispiace. Ma cosa fa, in
ginocchio? Supplica, col
capo cosparso di cencre,
si batte il petto e si
strappa le vesti?
Niente di ttto que-
sto. Piuttosto risulta un
luogo indementito; peg-

gio, quel che in termini
clinici si dice «a rapida
- evoluzione demenzialew.
(Se appena potete, leg-
gete l'acuto libro di Gio-
vanni Carlo Zapparoli,
apparso per le edizioni
Bollati-Boringhicri ¢’in-
titolato Paranoia e tradi-
mento. E' un libro che
aiuta a capire i nostri di-
sturbi’ comportamentali
.¢, di conscguenza, quelli

"di un morbo cui Milang,

non & estranca).

cosa fanno gli in-"

tellettuali, i mer-

canti e tutta quel-

la flora ¢ quella

fauna impiegate

nclla grande cuci-
na dellarte? Si concen-
trano a pensarc i pensie-
ri? No. Con la faccia di
chi & affaticato dall'inso-
stenibile peso di una
goccia di rugiada, di
giorno strolagano tra fax
¢ computer ¢, al primo
accenno della scra, wtti
a incanaglirsi davanti
agli schermi televisivi.
Corpi separati, rasse-
gnati all’agonia, autar-
chici, autoreferenziali,
demotivati, vedovi di in-
centivi: in un clima che

di LEA VERGINE

si fa sempre plu fosco. e
miserrimo.

Ora la citla mvoca
una mostra (¢ la solita
solfa della rilettura criti-
ca) per onorarc Giovan-
ni Muzio (1893/1982),
nume locale del Nove-
cento architettonico, au-
torc dell’Arengario, se
non erro. Audace ro-
posta! Scomparsi il desi-
derio di progettare, I'op-
rosulonc. le polcmﬁ:he
¢ “stroncature, tutti si

' sentono soli; e lo sono.

La metro

li degli an-
ni '60 ¢ '7

annaspa, &

-sbigottita, patetica; co-

lonna incafonita dai
«lumpenoperatori», i
nuovi interlocutori che,
nci Musci, nelle gallerie,
nclla stampa ¢ nelle case
editrici, decidono del
destino dell'arte al di so-
pra delle teste di chi la
propone.

Certo, ci sono quelle
che sociologi ed econo-
misti definiscono «le
csperienze collettive di
delusione». Le illusioni
aiutano a vivere, le delu-
sioni a morire (G.C. Ar-
gan). E la massa delusa
diventa indifferente,

apatica, ‘cachettica,
uando non cinica. Ma i
tipi da' medicalizzare, i
megalomani deliranti,
quelli tenuti in piedi dal-
le superfetazioni dell'io
sono tutti qui a combi-
nare disastri? No, per
certo. Ma né Roma né
Napoli — pur fatiscenti
da secoli —, né Firenze,

né Torino o Bologna,
sono cosl mal messe. . |
i delinea ‘all’oriz- -

zonte,- forse, uno
spiraglio di luce.
Pare che le forme

di appiattimento
comincino a dimi-
nuire presso i giovani
(parlo di quelli che non
superano 1 trenta, fac-
ciamo trentacinque an-
ni, via!). Lo dice Franco
Fortini. Ora, & vero che
negli ultimi-anni 'arte &
stata ridotta alla traccia
di cid che & scomparso.
E’ vero che si & caval-
cato il quotidiano come
surrogato di eventi tra-
scorsi, che si & cercato di
tenere a bada paure e
conflitti per ignorare la
terribilita del mondo.
Ma sembra che la visio-
ne del futuro ricominci

Esposizioni dedicate
a personaggi rrovinciali

in tristi polemiche.
E per il futuro? Niente

Un%immagine di Joseph Beuys.

A lato, il Bar Giamaica di Milano in una

g Joto di Ugo Mulas degli anni 'S0,

quando quel ritrovo a Brera

§ costiluiva una vera scitiadellaw dell'arte. Ora
& rimasto solo il mito

di nuovo a non essere

'solo «prospezione ma-

linconicaw,

Gli artisti pid giovani
tornano — come hanno
fatto i loro padri degli
anni '60 — a interrogar-
si sul perché, sul come e

_sul dove del far arte, a
recuperare il sociale ¢ il -

politica. Allora I'impe-
gno politico, questa pas-

ano: [arte non abita piit qui

sione cosi tragica ¢ futile
al tempo stesso, rifa ca-
polino tra le spoglie di
un sistema di inganni ¢
di autocensure?

Pare di si. Ce lo indi-
ca l'attivitd dello spazio
divig Fgripi; dove si ten-
ta-ditornare a una visio-
ne critica del-
Tesistere. Ce lo
indicano gli
-ambienti pove-
ri, ma affollati
{ di giovani, ac-
B canto a Musoc-
co, dove, lo
scorso gen-
naio, tre critici
— Giacinto Di
Pietrantonio,
Elio Grazioli ¢
=™ Gianni Roma-
no — sotto il
molo di «Do-
¥ cumentaria»,
anno messo
insieme tre
rassegne da
una parte ri-
3 volte al discor-
# so estetico sul-
I'uso del terri-
torio ¢, dall'altra, testi-
monianza di un privato
sofferente nel dilagare
del disagio. Cosi lo Stu-
dio Guenzani ¢ «Le Ca-
s¢ d'arte» hanno prepa-
rato una mostra sulla
produzione di artisti
americani che denuncia-
no le profonde mulattic
del loro Paesc.

Forse anche chi perde
pud riportare le cose al-
la giusta misura. Se non
ora quando?

Siamo gia borderline,
siamo gid alla croniciz-
zazione, 0 no? [ ]
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REPORT FROM NORTHERN ITALY

Art in the Maelstrom

As the country reels from political scandal to economic crisis, the private museums and
galleries of northern Italy struggle to preserve the region’s once lively contemporary art scene.

“them Italy™ is a zone about whose bor-
ders no two Italians will easily agree. Does
it comprise just the regions of Lombardy,
Piedmont, the Alto Adige and the Veneto? Or
should one include Liguria, on the coast near
Monaco, and Emilia Romagna? And what about
Tuscany—surely that is not part of the south? The
question is further complicated by the fact that for
Italians “northernness” is determined not only by
geographic but also by subtle economic and cultur-
al distinctions. For the moment, let's provisionally
adopt the idea that northern Italy extends as far
south as Florence, but no farther,

As a glance at Italian history will tell you, the
question of regional boundaries is not an idle one,
In 1845 Metternich called Italy, which was then
divided into more than a half-dozen states and
duchies and whose citizens spoke in twice that
many dialects, a mere “geographical expression”
rather than an identifiable nation. By the mid-20th
century, Italy seemed to have left its fragmented
history behind. In spite of nagging economic and
cultural discrepancies between north and south,
its national identity and unity seemed indisputable.
Today, however, Italy's very existence as a nation is
being seriously questioned, bringing Metternich's
once outdated witticism back into currency. And as
the country struggles through its most difficult
political period since the Second World War, the
cultural sector has alse been caught up in what
many are beginning to call the *Italian revolution.”

A Country in Crisis

past 12 months have seen Italy reeling from

one crisis to another. The dramatic assassina-
tions in Sicily of two leading anti-Mafia
investigators suggested that the government had
effectively lost control of a whole section of the
country. If this weren’t bad enough, in late March
Giulio Andreotti, a former prime minister who has
been a continuous member of every Italian govern-
ment since 1947 and who is arguably the dominant
political figure of postwar Italy, that he

BY MEYER RAPHAEL RUBINSTEIN

The Museo d'Arte Conts

emporanea Luigl Pecel in Prato,
as seen from [1s amphithealer.

In the past year the League has gotten a big
boost from Operazione Mani Pulite—Operation
Clean Hands—the sensational corruption investi-
gation based in Milan that has now touched figures
as prominent as Bettino Craxi, prime minister for
maost of the 1980s and head of the Socialist Party,
part of the ruling coalition with the Christian
Democrats, What began as an inquiry into the mis-
deeds of local government has now led to so many
indictments against politicians, heads of public
utilities and leading businessmen that public
dmini ion has

was under investigation for ties to the Mafia. In the
north, the victories in regional and local elections
of political maverick Umberto Bossi’s Lega Nord
(Northern League), a party that initially advocated
the separation of northern Italy from the rest of the
country, raised the specter of secession. As he
draws closer to real power, though, Bossi has tem-
pered his message to calling for German- or
Swiss-style federalism, with Italy divided into a
small number of autonomous regions. In essence
the Northern League, a largely middle-class move-
ment, proposes to rid the prosperous north of the
burden of paying taxes to support the poor, Mafia-
ridden south.

lly ground to a halt,
Add to this a deepening economic crisis—the
Italian national debt is proportionally larger than
that of the U.S,, and the lira has lost more than 50
percent of its value against the dollar in recent
months—plus the desperate measures being

employed to bring Italy's economy into

was crucial in promoting the early Arte Povera
artists, “Italy is so rich in works of the past that it
has no intention of spending money to buy contem-
porary art or even to promote it." To understand
Thow low on the agenda modern art is in Italy, one
only has to visit Rome's Galleria Nazionale di Arte
Moderna e Contemporanea, a generally deserted
building with moldy ceilings and grave security
problems, which has recently suffered from the
theft of a Cézanne, the unexplained collapse and
shattering of a sculpture by Fausto Melotti and a
mysterious basement fire.! Things are not better in
the north. In Milan, 20th-century art is relegated to
a few cramped, dimly lit rooms in the Palazzo
Reale, while Turin's Galleria Civica d'Arte
Moderna, & major force in the 1960s, has been kept
closed FMQ 1875 by local political feuding, and its

with the strict guidelines of the European
Community, and you have what seems like a recipe
for disaster.

‘What has all of this meant for the contemporary
Italian art world? At first glance, surprisingly little.
In contrast to the rest of western Europe, the state
in Italy does little to support contemporary art.
According to Christian Stein, whose Turin gallery

llection left to languish in the base-
ment.!

Times may not be very good for public collec-
tions of modern art in Italy, but they were hardly
any better before the current crisis, There is, how-
ever, some hope on the horizon in a new law
governing Italy's 300 state museums, only half of
which are open at present. Known as the Ronchey
Law, after the minister of culture Alberto Ronchey,
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In Turin, an older
generation of artists
such as Mario Merz and
Alighiero Boetti still
dominates the cultural
landscape. Not much has
been done to encourage
potential

it will allow for better organization and funding and
inereased autonomy for museums. Even so, these
would only be preliminary measures in the battle to
avercome decades of negligence.”

Private Museums for
Contemporary Art

Because of this history of official neglect, the
wxhibition spaces that do exist for modern and
contemporary art in Italy tend to be privately fund-
ed; not surprisingly, they are likely to be located in
the more prosperous north. On the outskirts of
Turin, the Castello di Rivoli regularly mounts retro-
spective exhibitions of ltalian artists like Luciano
Fabro and Piero Manzoni, and last year it played
host to “Post Human,” a traveling extravaganza of
contemporary art about the body. The museum is
housed in an unfinished but elegant 18th-century
royal palace and is jointly funded by Fiat and the
Piedmont regi government. In Turin, Fiat also
funds the Lingotto, a building originally built for
automobile testing and now transformed into an
exthibition center. In Venice the automaker sup-
ports the Palazzo Grassi, the only ltalian museum
which regularly hosts blockbuster exhibitions. In
April, under the aegis of Pontus Hulten, the
Palazzo Grassi opened a major Duchamp exhibi-

&l Pessoli’s
an alternative space (n Milan. Photo Armin Linke.
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tion. The other important museum for contempo-
rary art, the Centro per l'arte contemporanea Luigi
Pecei in Prato, outside of Florence, is supported by
wealthy local patrons and by business contribu-
tions.

But while institutions like the Pecci Center and
Rivoli are well funded and have generally interest-
ing exhibition programs, they both suffer from
problems of accessibility. Rivoli is located on a
large hill overlooking the outskirts of Turin, with no
direct public transportation from the center of the
city; even traveling by car can take half an hour,
The Pecci museum, a 20-minute drive from
Florence, lies some distance from the nearest train
station; bus service is available but connections
are tricky. Thus both museums are often empty,
patronized only by the traditionally small public for
contemporary art. When Milan-based critic
Anthony lannacci likens them to “castles in the
desert,” he highlights the isolated position of mod-
em and art in ltaly.

It is precisely this isolation that the new director
of the Pecci museum, former Arfforum editor lda
Panicelli, is hoping to overcome with a program
designed to involve the surrwnd!;lug cu:vmunilr.

These active outdoor works were in marked con-
trast to the neo-classical poise of Knorr's
photographs and Paolini's installations within the
museum.

Apart from private ventures like the Pecci muse-
um, there is a certain amount of regional support
by local g for ibiti
Bologna and, more recently, Bolzano have muse-
ums devoted to modern art, and since 1978 Milan's
PAC (Padiglione per I'arte contemporanea), a pub-
lic exhibition space located in a park in central
Milan, has mounted regular shows of artists like
Jannis Kounellis, Pino Pascali and Cindy Sherman
as well as exhibitions devoted to fashion and
design. To this list one could add spaces like the
Galleria Civica in Modena and the Palazzo

in Brescia. Recently these two institu-
tions on an impressi i
of the late Gastone Novelli, an ltalian painter of the
19605 whose work deserves wider exposure.
Working with varying shades of white paint and
penciled inscriptions, Novelli created deceptively

I-looking paintings filled with g

marks at once more specific and more sensuous
than those of Twombly.

[ special

Panicelli, who arrived in Prato in 1882,
also proposes to introduce art that deals with gen-
der, sexuality and politics, so as to counter what
she sees as the over-estheticization of recent
Italian art.' In late March, Panicelli mounted her
first show. Called “Inside Out: Museum, City,
Events,” it presented works by Giulio Paolini,
Karen Knorr, Barbara Kruger, Tadashi Kawamata
and Fabio Mauri. Responding to Panicelli's invita-
tion, Kruger created a large d-text work on
fabric that covered the wall of a factory along a
highway near the museum. The choice of material
was in response to Prato’s long history as a textile
center. In contrast, Kawamata employed wood-and-
metal scaffolding to create a series of above-ground
passageways through the historic center of Prato.

1992; at ViaFarini,

will come out of

here, like the splendid pective of
Giuseppe Pinot-Gallizio organized in Turin last
winter by Francesco Poli in the spacious galleries
of the privately owned Promotrice delle Belle Arti
and sponsored by the regional Piedmont govern-
ment. Pinot-Gallizio, who died in 1864, is one of the
great secrets of postwar Italian art, He was a
retired pharmacist who invented a machine that
turned out abstract paintings by the yard; he com-
posed massive canvases with his blindfolded
and assisted in the founding of the Situationist
movement [see A.id., Oct. "89). Somewhat unex-
pectedly, he also tums out to have been a brilliant
painter.

Turin: Living on Past Glory
Fmimﬂn.g as the Novelli and Pinot-Gallizio
e | .

were, they ved as

that Italy remains far from creating modern-art
institutions on the scale of Madrid's Reina Sofia or
Amsterdam's Stedelijk. In contrast to the uneven
museum situation, northern Italy is rich in com-
mercial galleries, even if some of them are having a
hard time in the present economic climate. One of
the most renowned is Turin’s Christian Stein
Gallery, which for the past 20 years has been locat-
ed in a gracious apartment overlooking the Piazza
San Carlo in the center of the city. Supplemented
by a more industrial-style space in Milan (and,
until its recent closing, by the SteinGladstone
Gallery in New York), Stein continues to concen-
trate on Arte Povera artists like Giulio Paolini,
Luciano Fabro and Mario Merz. At the age of 71,
Stein is also devoting more time to her probably
unsurpassed collection of postwar Italian art, a
part of which was recently shown in France in suc-
cessive itions at in Vilk

and Toulouse, It is perhaps no accident that
Stein's collection is being shown in France rather
than [taly. For several years Stein unsuccessfully
attempted to donate her collection to the city of
Turin, in order to create a museum where it could
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The privately funded foundation, the first of its
kind in Italy, relies on a group of contributing
bers as well as corp P for specific
exhibitions. But the idea of private as opposed to
government support for such projects has yet to
take root in Italy. Combined with the current politi-
cal chaos, this makes for difficulties. For instance,
after much preparation, two planned exhibitions,
one of early Rauschenberg, the other a multidisci-
plinary show on Milan in the 1950s, never
materialized. With the Milan show di Maggio had
hoped to remind the public that the city had once
been the cultural capital of Italy. Milan’s heyday
will be recalled instead by a forthcoming show on
the activities of Arturo Schwartz—dealer, impre-
sario, scho]ar, fnend nr Duchamp and Man Ray
and to the 3
Milan also boasts two active alternative spaces.
ViaFarini and Care/of, both of which concentrate
on exhibiting young artists. Patrizia Brusarosco,
who founded ViaFarini in 1961, admits that hers is
“a utopian project within the reality of the Italian
art system.” In a notable installation last year,
some thousand drawings by 29-year-old Alessandro
Pessoli explicitly challenged the esthetic status
quo in Italy by addressing specific social and politi-
cal problems like the Mafia. In the traditionally
discreet here of Milan, the enthusiasm and
dedication of figures like Brusarosco—as well as
Zefferina Castoldi and Mario Gorni, who jointly run
Care/of—will be vital if the city’s art world hopes
to weather the current malaise.

From Brescia to Bolzano:
A Dispersed Gallery Scene

ile unable to compete in quantity with

Turin or Milan, several smaller northern

Italian cities are able to support one or more inter-
esting galleries. In Brescia, for i M

and a Fluxus survey curated by an American long
based in Italy, the eritic-translator Henry Martin.

In response to the difficulties that plague insti-
tutional art activity in Italy, critic Giancinto di
Pi io has recently launched a novel project.
I"errworio Ttaliano involves some 30 artists who
have been invited to select a site somewhere in
Italy and propose a work of art for permanent
installation there. The results range from Thomas
Schutte's proposal for a museum in memory of Pier
Paolo Pasolini—to be located in Ostia, in a 16-cen-
tury tower near the place where the filmmaker was
killed—to the tiny sculptures that Enzo Cucchi
plans to hide in ancient Roman ruins. Swiss artist
John Armleder intends to install a cylindrical
sculpture in the riverbed of the Po, where it will be
visible only during the summer. While one or two of
the proposals are clearly i two eccen-
tric Russian artists want r.o slap the Pope with
dead fish—the majority are already on their way to
completion, with different sponsors for each work.
Cannily mixing art-tourism with esthetics, di
Pietrantonio's project seems an authentically
Italian one.

Where To Now?

f the Italian state does little to support contem-
porary art, this does not mean that the political
parties are not indirectly involved in the art scene.
Under Italy’s notorious s'_vsr.em of Iomame.

which t roughly as “apporti
evem.hmg I'rnm the staffing orthelhreesme -run
Is to (allegedly) the makeup of
h T is part of the 8ys-

tem a.dmmisleredbrthe dominant political parties.
Inevitably certain artists, galleries and critics profit

Installation view of Alfredo Pirri's For Us, 1992; at the Galleria Tuccl Russo, Turin. Photo Enzo Ricel.

tional promotion of their artists, the young Italian
artist is left adrift. And there has been no individ-
ual eritie/promoter to do for younger Italian artists
what Achille Bonito Oliva did for the *trans-avant-
garde” in the early '80s.

While di Carlo and Guenzani are the most promi-
nent, there are a number of other galleries in Milan
that show the younger generation, including Casoli
(which occupies Lucio Fontana's old studio
space), Valeria Belvedere, Paolo Vitolo and the
Bordone Gallery. For several days in early 1903
Bordone became an isolation chamber where visi-
tors could observe (through a two-way mirror)
Milan artist Luca Quartana's round-the-clock 72-
hnur performance. As he carried out mundane

handsomely from public commissions obtained via
political connections.
Nonetheless, in the absence of established insti-

Minini consistently mounts important shm by
artists of the caliber of Sol LeWitt and Ettore
Spaletti, as well as featuring young Italians like
Paula Pezzi, whose wall sculptures of simulated
stone wrapped in colored cloth seem like relics of
some primitive religion. In nearby Verona, the long-
established Studio la Cittd has recently shown
Richard Tuttle and Lynn Davis as well as younger
artists like painters Robert Feintuch and Luigi
Ul!bonl Bologna, renowned for the efficiency of its

i city g boasts a few gal-
lerles in addition to the Galleria Comunale d'Arte
Moderna. Bologna is also the annual site of Arte
Fiere, long Italy's most important art fair.

Since 1980 the city of Genoa has supported a
major gallery, Locus Solus, which shows a wide
range of artists including John Baldessari,
Maurizio Mochetti, Richard Deacon and Jan
Vercruysse. For younger artists, Genoa's Galleria
Pinta is an important presence, Down the coast, in
the small port of Livorno, Galleria Peccalo is cur-
rently ing on long-established American
artists like George Sugarman and Norman Bluhm.

Bolzano, in the largely German-speaking section
of Italy near the Austrian border, boasts the pub-
licly and privately funded Museo d’Arte Moderna
Museion, which since 1987 has mounted thematic
exhibitions (such as an homage to Ezra Pound)

tutions dealing with contemporary art, there is
much scope in Italy for individuals to wield consid-
erable power. Prominent figures in this regard are
Achille Bonito Oliva, who is currently the visual-art
director of the 1993 Venice Biennale, and Giancarlo
Politi and Helena Kontova, husband-and-wife pub-
lishers of Flash Art magazine. (Kontova is one of
the curators of the Aperto section of this year's
Biennale.) Although his job as curator at the
Guggenheim Museum in New York keeps him out of
the country, Celant still ises consid-

ting, sleemns.surinslnmspm;

his state of mind to his invisible audience by using
various types of audio and video devices.
Sinee its founding in the 1860s, Marconi has
been one o‘l' the mnsl galleries
fon of
artists that includes anarlo Adami, Richard
Hamilton, Mimmo Rotella and Enrico qu In recent
years, founder Giorgio Marconi has passed the
reins to his son Gio, who has sought to bring in
new energy with shows of irreverent young neo-
conceptual artists from England, France and Italy.
He has also given large exhibitions to young
inters like the Italian abstractionist Alberto

erable influence on the Italian scene, not least
through his ability to introduce artists like Ettore
Spaletti in U.5. exhibitions.

Before the current crisis, one of the most flam-
boyant individuals in Italy was politician Gianni de
Michelis, whose passion for nightlife is such that
he once wrote a guide to the country’s best dis-
cotheques. This former foreign minister and vice
president of the Socialist Party is also an active
supporter of contemporary art and a member of the
Guggenheim Museum's board of trustees. Now,
however, like many of his fellow Socialists, de
Michelis is under a cloud, as investigations have
linked him to the ever-widening government bribery
scandal. It is in de Michelis's former fiefdom,
Venice, that the Guggenheim Museum is currently
expanding from its longtime base in the Peggy

Garutti. For the moment, however, reflecting the
uncertain situation in Italy, Marconi is concentrat-
ing on its established stable.

Lamenting the failure of Milan to nurture its own
modern museum, Gio Marconi says that it often
falls on the galleries to “make culture, because the
city lsn't able to." Marconi is now occasionally col-
laborating with the Fondazione Mudima, a
four-story space just down the street, on large-
scale shows like the recent display of paintings by
the unlikely team of Enrico Baj and Mark Kostabi.
Since its opening in 1989, the Fondazione Mudima,
run by former publisher Gino di Maggio, has used
its generous space for extensive shows of artists
like Nam June Paik, Yoko Ono, Daniel Spoerri, Allan
Kaprow and Wolf Vostell, who in 1089 installed a
permanent swimming pool in the basement of the
foundation. Although initially constituted in 1880,

44 June 1993

38

Milan’s galleries often
show both hot young
international artists and
up-and-coming Italians.
But the traffic is mostly
one-way, with the Italians
rarely getting similar
invitations from abroad.

Mudima had to for years to win the right
from the local authorities to open its exhibition
space, Founder di Maggio, a long-time supporter of
Fluxus artists, wanted to be able to give artists a
chance “to do & show at least once without think-
ing of the market.”
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Courtesy Galleria Paclo Vitelo, Milan.

Below, Stefano Arienti: Untitled, 1893, silicone on paper, 29's by 39 inches,

Courfeay Studio Guenzani, Milan.
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o's The Blind Night, 1962, (oil on cancas, approx. 7' by 32 feel, collection Musée National d'Art Moderne)
92 retrospective al the Promotrice delle Belle Arti, Turin.
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Deapile this history and the current activity of
newer Turin galleries, a seasoned observer like
Christian Stein doesn't see that her hometown
holds much for young artists. At least for the imme-
diate future, she sees Milan offering them more
room to develop. Paradoxically, Stein's success in
developing the careers of Turin-based artists like
Merz, Paolini and Alighiero Boetti may be one of
the reasons that the city is such a difficult place for
young artists. This older generation still dominates
the cultural landscape and, perhaps jealous of its
power, has not done much to encourage its poten-
tial successors. One should also add that the social
and economic climate of Turin, a city caught
between the persistent snobbishness of its aristo-
cratic past and the all-pervasive contemporary
presence of Fiat, is far less conducive to the activi-
ties of individual artists than the rough-and-tumble
capitalism of Milan. That it's not a place for the
young is confirmed by the fact that even though
Paludetto has established his gallery as one of the
major venues for younger artists in northern Italy,
nearly all of the Italian artists he shows live in
Milan rather than Turin.

Milan: Young Galleries Arrive

Unul recenr.ly, Milan was best known as an

center of finance and high fash-
ion. Its new status as corruption capital of
Italy—they call it tangentopoli (kickback city)—
now threatens to replace that image, if Jane
Kramer's recent article on Milan in The New
Yorker is any indication.” While the rich and pow-
erful in Milan these days live in constant fear of an
arrest warrant from the crusading judge Antonio di
Pietro, the rest of the city's smog-bound inhabi-
tants worry about who is going to pay for decades
ufnusmn@ement.

Despite the forbiddi litical and
situation, a number of sullenu have recently
opened in Milan, augmenting a medium-voltage art
scene exemplified by established galleries like
Toselli, Gian Ferrari, Feno and Galleria Milano.
While the programs of the new galleries vary, many
happen to be run by women. Giancarla Zanucci's
gallery, Transepoca, opened its first season with

solo shows by American artists Jane Hammond and
Rona Pondick; it will incorporate younger Italians
like Bologna's Alessandro Pessoli into a schedule
including foreign artists like Iranian-born Fariba
Hajamadi, who works out of Paris and New York.
Close to near two of Milan's three sur-
viving canals, is Galleria Emi Fontana. With an
emphasis on women artists, Fontana also opened
her season with an American, Nancy Dwyer, and
will be showing a rising star of Italian art, multime-
dia artist Liliana Moro. Across town, Monica de
Cardenas shows established foreign artists like
Jean-Frederic Schnyder and Thomas Struth in
addition to the Italian Maurizio Arcangeli.

These new spaces are probably hoping to repeat

THE BEGINNINGS

Recent Italian art has
seemed barely to notice
the chaos of the society
around it. Wary of the
Byzantine web of Italian
politics, artists seek

to maintain their own
“clean hands.”

Guggenheim villa on the Grand Canal. The museum
has leased an adjacent villa, which after a million-
doflar renovation will be able to take over some of
the functions associated with the Peggy
Guggenheim Collection. Guggenheim director
Thomas Krens s happy to have won permission to
carry out the
strict about such matters—and says that the
expansion will *take some of the pressure off " the
original building. Major difficulties have arisen,
though, with the Guggenheim's other Italian proj-
ect, the proposed transformation into a museum of
the villa of Count Panza de Biumo in Varese, near
the Bwiss border [see “Front Page”].

‘With the apparent demise onhco]d. power struc-
ture, dominated by the and

the success of galleries such as Studio

which has fostered the careers of younger Italian -

artists Stefano Arienti and Massimo Kaufmann as
well as hosting New Yorkers such as Cindy
Sherman and Peter Nagy and L.A's Lari Pittman.
Arienti, like many Italian artists of his generation,
works in a number of mediums. He approaches
painting obliquely, as when he dabs colored Play-
Doh onto a poster reproduction of a Manet, but his
real interest lies in utilizing fragile materials; he
engraves Styrofoam with heated metal and makes
nearly invisible drawings with silicone on transh-
cent paper. Guenzani also shows longtime New
Yorker Salvatore Scarpitta, who is enjoying some-
thing of a revival in Italy with his inclusion in this
year's Venice Biennale,

Another prominent younger dealer is Massimo di
Carlo, who for several years mounted challenging
shows in a small space on the Via Castaldi, alter-
nating international artists such as Cady Noland
with young Milanese like Mario Airo. In 1991 di
Carlo opened a second, much larger space on Via
Bocconi, where his program for the first half of
1993 included Matt Mullican and John Coplans,

Socialists, in which political figures like de
Michelis exercised greal. influence on cultural
alffairs, no one ks quite certain how to proceed, and
the prospect of victaries by the Northern League in
local elections in Milan and elsewh
only increases the uncertainty. Given the state of
the economy, Milan dealer Claudio Guenzani
expects a hard time for Italian galleries and artists
In the coming years, but he also believes that the
changes currently being enacted—these include
electoral reform, privatizations and elimination of
kickbacks for publicly funded construction proj-
#cts—may make possible a more open and honest
way of doing business. “The old way is finished,”
he says bluntly. Less optimistic, Christian Stein
says that before even thinking about contemporary
Art, “we have to put the finances of our country in
order.”

The struggle between the old and the new is
already visible in the polemics surrounding the
makeup of the new advisory board for the Venice
Biennale. Immediately after the appointees were
announced in January, there was a storm of news-
paper editorials denouncing the fact that the board
members owed their selection to the old latfiz-
:uma system rather than to any expertise or
the realm of culture.* Three board

while the young Italian ptual artist M
Cattelan and American Jessica Diamond have
forthcoming shows scheduled in the old space.

The strategy of exhibiting both attention-getting
international artists and lesser-known young
Italians is a smart one, but the danger is that the
traffic is too often one-way. Hot young artists from
New York or Cologne get shows in Milan, but their
Milanese counterparts rarely receive similar invita-
tions from abroad. It is here, perhaps, that ltaly
suffers most from its lack of governmental support
for contemporary art. While Great Britain, France,
Germany and Spain allocate funds for the interna-
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members resigned. Art historian Federico Zeri
expressed the indignation of many when he
observed that those responsible for choosing the
board must have been “living on the moon” not to
realize that *Italy is changing." In any case, Zeri
added, the Biennale itself is *a relic from an era
that no longer exists,”

8 ltaly proceeds this extremely diffi-
cult period of transformation, it will be
Interesting to see if Italian artists feel compelled to
respond to the country's troubles, Recent Italian
art, in marked contrast to that in the U.8., has
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seemed barely to notice the society around it.
Particularly in the north, contemporary art involves
an often chilly blend of conceptualism and formal-
ism that seems light years away from the chaos of
the surrounding sochety. Is it the memory of the
alliance between the Futurists and the Fascist
Party that makes artists shy away from social com-
mamlry? Or is it simply that artists are

dably wary of gl in the
Byzantine web of Italian politics, and regard social-
ly disengaged work as a way to maintain their own
“clean hands™?

Although much recent [talian art is notable for
its silence about the state of the nation, two recent
works by young Milan artists seem to acknowledge,
if obliquely, the current crisis. At Galleria Paolo
Vitolo, Luca Vitone presented Atopical Map both
as a folded map and as a print measuring 32% by
48 inches. In this piece, Vitone has erased all the
names from a scabe map of a section of Haly—he is
careful not to say which part—and carefully
reworked the lines of the map so that the missing
names initially go unnoticed. Another artist, Carlo

like boxes filled with black confeiti. Once you
closed the doors of the shoddy armaire behind you,
you found yourself in a room with no visible sign of
how you had entered it—an unexpected and dis-
turbing sensation. Claustrophobic and funereal,
Ferraris's installation captures the way that Italy
must feel to the old power elite currently on its way
out, while Vitone's cryptic, nameless map suggests
a country wanting nothing so much, right now, as
to start over from scratch. O

L. *Un incendio nel museo dannato,” La Repubblica, Jan.

5, 1963,

2. Sea Catherine Franchlin, “L.'aventure artistique de

Madame Christian Stein,” in La Collection Christian

Stein: un regard sur 'art italien, Villeurbanne, Le

Nouvean Musée, 1962,

3. See Antonio Cederna, *Miracolo, risorgono i nostri

musi,” La Repubblica, Jan. 12, 1963

4. See Packo Vagheggl, *Siamo esteti delle belle farme,” La

Repubblica, Jan. 19, 1903,

B, Jane Kramer, “Latter From Europe,” The New Yorker,

Sept. 21, 102

6. See “Biennale: Dimissioni!” Corriere della Sera, Jan.

11, 19493; “La Fenice, direttore per autonomina,” La
Sottobasto

Ferraris, recently p i an i ion in
which he blocked off the entranceway of Valeria
Belvedere Gallery with two old armoires, cutting
out the back of each so that you could step through
their doors into a room that contained five coffin-

Jan. 12, 1993; and Simone Fiori, *
fin Laguna, che vergogna,” La Repubblica, Jan. 12, 1063,

Author: Meyor Raphael Rubinsiein is a critic whe
divides his time between New York and Milan,

Litiana Moro: No One, 1993, mired medium installation with the arfist's voice.
Marossi,

Courtesy Galleria Emi Fontana, Milan. Pholo Roberto
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GIORGIO VERZOTTI ON PRIVATE MILAN

Party Lines

On THE RIGHT of July 16, 1993, the Pavilion of
Contemporary Art (PAC) in Milan became the first
string of bombings that were later
attributed to the Mafia, The Ulfia in Florence
and a Roman church were damaged by explosives
a few days later, and the PAC, an already fragile
building, was razed when a car bomb set off a
subsequent explosion in nearby gas lines. The city
of Milan claimed that the pavilion would be rebuilt
within a year, although it refused monetary aid
from the central government in Rome. Milan had
recently come under the rule of the Northern
League, the federalist and now openly secessionist
party that wants to cut ties with southern ltaly,
which is less prosperous than the northem region,
and also with “thieving Rome.” Because of this, it
wasn't until last the third Y
of the hombing—that Milan's only civic space dedi-
cated T | to the
public. Except for new lighting, a ventilation
system, and modifications for handicap access, Ig-
nazio Gardella, the architect who had built the pac
in 1943 over the war-torn stables of the Villa Reale,
essentially re-creared what was and still is an

y art was

extremely beautiful building (save for the inexplica-
ble white wallpaper throughout),

The rac’s inaugural show kst summer was an
homage to Leo Castelli, the American gallery
owner borm in Trieste, This was somewhat sur-
prising given the longstanding contempt of
Italy's public institutions—including those in
Milan—for the art market and its agents, who
are considered emissaries of the devil. Yet were it
not for the city's thriving core of commercial gal-
leries and nonprofit spaces, Milan would hardly
be an obligatory stop on the art lover's tour of
Europe, The public sector of Milan's ant scene is
in the midst of a long decline. Fven ar the pac,
the number of truly interesting shows in the past
decade can be counted on one hand. Almost a
year after its reopening, no exhibition schedule
has been officially amoumced, and besides the
Castelli tribute, the only uther show mounted
was a display of work from a famous private col-
lection. Worse still, a director has yet to be
named, and one even wonders if there are plans
to do so: the raC falls under the jurisdiction of
the Civiche Raccolte d'Arte (Civic Art Collections),

which dirccts all city museums, and whose head,
Maria Teresa Fiorio, is a distinguished scholar of
ancient art.

The show dedicated 1o Castelli was conceived
by Milan’s commissioner of culture, Philippe
Daverio, who has made it dear that, unlike his
predecessors, he will participate direatly in curat-
ing exhibitions. A former gallery owner in Milan
who also made a brief, unsuccessful go of i
New York, Daverio is o terested in the
garde (though he loves fgurative ar, from de
Chirico to Sandro Chia's pamted teacups), So it's
possible that Robert Morris” felt picces and Andy
Warhol's Brillo boxes from the Castelli show,
which date back sume thirty years, will be the
most experimental art visitors 1o the paC will see.

Ultimately, the stagnation at the PAC s just
one Facet of a scene in which pulitics and bureau-
cracy have led to widespread cultural decline.
Many intellectuals accuse Daverio of being lazy,
snobbish, and prejudiced; for his part, Daverio
accuses his critics (including artists such as
Luciano Fabro) of colluding with former avic
governments supported by the Socalist Party, As
with most other parties, the Socialists have now
disappeared, after coming under attack from the
judiciary which, starting right in Milan, arrested
numerous political fgures, public administrators,
and well-known business people throughout Iraly
on charges of corruption. Overlooking the

SUMMER 1987 a3

artmpathy, pustibed or not, that Davenso has

mispired in certain quaanters, his aoomsations may
s 1w ithe (For the rocond, Fabe
wadved with the Ssialises, and bis
sigrsificant comnerdnition 1o aibural policy in
the ity is no mere recent phenomendon.)
Neverthelesa, the Northern Leagoe has pot
mude gl aen i08 peoniscs o ispeove urban
life. Transpasmation and wanitation sorvices
remain incificient, even o charpes of cormaption
have binded on the doorsiepa of sme of the
Nonhern League commassioners—who are, by
thewr own defmanon, iscorruptible

One of the cultural consequences of this less
than-edifying discovery: an exhibition of mterma
il socpe planned Jor the oiy's cemteal
Casrello Sorecson was abrapely cnceled wathout
its chiel curator, Adelna von Famsiesbery, being
noitified. Then ehsere’s the case of the Poouls
Teairo dh Milano, whose hundng, in ins ok
anmiversary year, was deareased by about a bl
lion lire=a perfecn example of pubilic officaly’
dvinterest m culiural aflsir, Moreover, constrsc-
i ol g new buildng for the Poools has beomn

o hold for almaost & decade. The projecy, hacked
by the theater's former director Giosgio Sarchler,
ws Bk midweay by Duscauscratic smags and 2
Lick oo funds, The oaty's new govermimsent gquickly
resumied constnaction, but work soon stopped
again and Serchler was dismisscd, resulting in 2
scamilal and a roquest that the Manistry of
Caloure resolwe the devades-old problem. Walter
Velerumi, the new iminister of the conter-left go-
ermment (despised by the Northern Leaguel,
mitervencd divecly, appointing none other than
Jscques Langg, the frmer Fronch nemister of cub

tare, as the acring direcoor of the Prooubo; yet n%
duomibaful that Lang can scoomgplish asyihing
hedure stepping askde for 3 pesmancnt Sinoctor,

Sun miich for the Bartherm 1 CAgIE"s PIETE b

streamline Burcascracy: comparne this sshasteon

with the vonstmuction of the Nasaille Opers
s, whach sl bt 3 few shuwt yoars dospite
the contmweersy that preceded i

Chver the long haul, the dedime of Milan's civic
sugrport of the ams s reflected predonanantly in

the cxhibution poliies of sy public spaces
Inering the corrupt Socubst era, binge sbwows of

anend and Maosdern ar weee maounted # the
Palazres Heabe, next oo the Duoma, Deypise suspi-
cimsly imllates] ulgets, these wore alosisi
always lovorably receivesd by both cestics sl the
public. However, the pust theee years have
brought only scaled-down exhibions of equally

i

ushod wgmibicance. Fven thase devaned po
masters wuch as Mabevich and Giscomeni put
Bilan im a basd light, snee these antists receved
mare exhaustive retronpectives clsewhone in
Europe—ai Fana® Musée An Madome, the
Sredelel, amd Codopgre’s Linlwig Museum.
Meanwhile, a palory exhibi of Eneo Caccha's
wak,, shown for the first time im o public space
n Mslam, was msealled in a2 wing of the Palaess
Hoale, Aawd a reoent survey of Impressionist and
Posa-bingrcssionmst painting at the same vemie,
spormred by Usorgeo Amanl, got 8 very o
write-up fnons prosnisont et critic Alen
Artuasing, In bis annssingly harsh review,
Arhasing aaked Arsmam why the awful oo
msed ko ibe exhilinion walls—hkae amd lomon
yelloww foar Pcasso and Vam Gogh—don't tarm up
m the Cnhion designer’s shomrooms or on his
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B

nmrways. bn the emd, Asbasing vicod a questson
wally ank Wy can’t Milan
manage o sucoesshully compete wah Pam,
Lisndioon, ans] Pl

There are a kew

inaEy o i on

il mtstisthons. m Milan
thuat Functeon cifficsently, or compane favorably
with thisr shwad, The Tremnale s nesponsible
foe a reormt histoncal survey of the past thiny
wears ol oniermpasary hahan dioign aa well 28 o
Miif hibitan of Gaseppe Terragni, & master
off Raghmaalmim, Undor a new direcior, the
Agcadenma di Devra has miared 5 spong eakldy
wion prosgram (although the commissioner of oul-
pire ffises] 10 fnanee one mmpuriant show, a
usrvey of Milancse soalpiure from Canenca 1o
Fomtama). A school for musesn curston smilar
oo e e thuan wisesd vo exis ar the Mlagasin in
Grenobde was establndhed this year U8 course,
there is also the Temtro alls Scala. ndecd, one
might sy thae La Scals has bem responsible for
the anly truly noteworhy cultural cvent in reoons
yrars, o thar los beom angion op s bl the

babian anad the wtermaimal paess: the dnanory

of @ new Trevare. Mo sopram has oome diose to

- ARTIBNAUM
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Mlaria Callan” legemdary 1996 interpeotation of the
et Jiheeceed by Carka Marna Gailing, proshuond
by Lischirst: Viscondil, Bhough Marclls Fresi and
Anna Modlo mode valant effons in iphy. It was
wnly im the early “wos that the young Timama
Fabbriveni was abde 1o measare o 1o Callas in
vevens ol hesth woal rampe s intorpretive capac
ity. Faldwscing was discowened by Giovanni
Tengama, a tirchess organizer of maisical events
and president of ihe Associacione del Liggionst
(memhers ssaation), whch brings ogeiher
the music kwers of M. Toncooni posmted her
oui fo maestro Riccardo Mk Iy igec Meais
passion for sticking 1o the anginal wore resulecd
n the staging of a fulHength verson of La
Tratsanta [which not even Callas had ainemgaed)
wmnider the directson of Liloss Cavani, Fabbsiginis
peviormrange was ioociviod wath sockaiim, and
numerous repeat perimances e been insffi
it b satisfy public deimasd

Sedl, what w sond showt ey i general sl
pgilics fan Mabais: vonly tlse ot g
by the privaie sectowr fumatiss peogeity. This s
oapecially troe of the vissal sns, when o gon-

- THE BEGINNINGS

sidery the numbser of thriving nemprofil spaces,
mndationn, sl galleres, Care of YVidariu, 4
comsputeriend archive of young arosts workdng m
Mudais that i espeaally helphul fo ontics and
curatis teganiring shows of emenging smsr,
wans comceved amd orgamieed by 1w canding
wsniprodie spuoes — Vialarii, fanscd ko the sroct
i whichs it's bocaead; and Cane of, ;| Cusano
Milanies, s the onitskirs of Milan, Fhewhere m
laaly, samilar initiatives o promole combompsnary
mrt amd “local™ calure sre proving offective; and
i e cithes— Veribor, for onc—ibiy st of
activity has received the encoumgemsent i
deserves. Yot Milan's culiral consmidsason has
eeluned v gram fusding lor the anchive, although
ey have been fomnad for the spoats and
ymith commsioms

————
Private hnmmslatnsis b Moslem aml costem-

picary an s porbaps the most interesting
mnovatsen in Milan, amd dase Back anly a fow
yesrs, Comsidorng its small exhibstion space, the
Fovnbarmus A v Mosrsina, darconal by v

uildebay ol exhalstusn caiabsgoes, hes already

[ —— founding in 1988, Shows have been devoted to
m:;- Boccioni, never-before-shown works by Chagall,
———— Andy Warkusls from a private collection, the his-
. baaiad -and-wile team Mikhaal Larisnos -Matalia
e Goncharova, the Bauhaus, and most recently, the
o . Ly "6os as seen through visual an (design, anchitec-
R ware, and photography). The Fondaone Prada
e focuses exclusively on contemporary art, and the
evma,” LIRS, designer’s showroom has featared exhibitions of
e wark from Elseo Mattiacei, David Smith, Anish

Kapoor (a panticulsrdy beautiful installation that
incladed some sre-specific scalptures), and
Michael Heizer, who radically transformed the
space with his gigamic stone slabs.

As for the private galleries, they constiute
the most positive and stimulating cultural force
in the city, affordeng the art public firmhand
mfrmation about the current international an
scene, In recent months several galleries, includ-
ing Salvatore Ala, have reopened; others, such
a Gian Enzo Sperone, have inaugurated new
spaces; and atill others—Lia Rumma, for
instance—plan to follow sust.

Claudia Gian Ferrari has complerely reonga-

sy snene ambstions. events snce in

nized. Translforming the gallery inherited from
her father into & Movecento archive, she has col-
labsowrated with public mstitutions 1o organioe
exhibitsons of the works of Mano Sironi, Filippo
D Pisis, and Arturo Martind, while devoting ber
own gallery space to the work of Julian Schnabel,
Lawrence Carmoll, and, soon, David Salle. Ferran
i also collsborating with Sperone on his new
Milaness venture. The well-established Marconi
galleries have been passed down from parent wo
child: Gio Marconi, who succeeded his father
Ginrgio, has exhibited recent work by Emilio
Vedova and soon will present the work of Joan
Mird, but he also shows the more provocative
work of the Chapman brothers and carly Roben
Mapplethorpe. Christian Stein i now located in
the Palarro that houses Luco Fontana's studso
and the loundstion named after the artist,
In vhis new space we have been treated 1o a
splendid show of Gulio Paclinis work and a
selection of Antoni Tipies' recent pieces

A iew less blse-chip venues merit particular
mention, having changed the face of the dry
with an international perspective that publsc

insrutions persistently ignore. Vieverans such as
Massimo De Carlo, Le Case IVArte, and Studio
Guenzani have brought us the work of Mardene
Dumas, Feliv Gonzales Tornes, Paul McCarthy,
Cindy Sherman, Matt Mullican, and Charles Ray,
and recently have shown younger amisty such as
Lisa Yuskavage. It is thanks in part 1o these gal-
beries that lealians Maurizio Cattelan and Marno
Aird have recetved international recognition.
Recently, oaher galleries have foflowed their
example. Monica De Cardenas quickly gained the
negessary prestige 1o dedicate shows 1o Thomas
Seruth, Gabriel Ovoeco, Richard Wentworth,
and Chisra Dynys, and Emi Fontana (who
shows the work of very young artists, such as the
Leven-Codagnone team) exhibited Renge Groen,
Rirkrit Tiravandja, and Olafur Elasson. Fontana
muat also be credited with mounting an
expecially significant solo exhibstion of the work
of Rober Smithson—the only private Ewpopean
gallery o have done so in many years. [J

Cricsrgis Wermseti writes, prgalariy for Arflore
Tranlsird froes the [casan by Marpusras S
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FIG 12
FIG 12 Patrizia Brusarosco, fondatrice di Viafarini, fotografata da Davide Bona- Miltos Manetas’ exhibition Different Opinion. Arte degenerata in 1992. The public had to wear
sia all’inaugurazione della mostra di Miltos Manetas Different Opinion. Hitler-style moustache at the entrance of the installation consisting of the discarded works
Arte degenerata nel1992. Il pubblico doveva indossare dei baffetti stile of art by 100 artists.
Hitler all’ingresso dell’installazione realizzata con le opere scartate da

100 artisti.
Patrizia Brusarosco, founder of Viafarini, photographed by Davide Bonasia at the opening of
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FIG 13 Patrizia Bru-

sarosco con

’artista Ales-

sandro Pessoli
all’inaugurazione della sua mostra
personale Maelstorm nel 1992.
L’installazione consisteva in 1900
disegni raggruppati nelle serie Giu-
dici e mafia; Cosa nostra; Socialisti;
Partitico; Vita sociale; Affari sociali;
Voti; Pollaio; Liquidi; Terzo mondo;
Vermi; Sacro cuore; Rumori di fon-
do; Accorpamenti; Scorie; Militari;
Comik killer; Storia naturale; Spar-
tizioni territoriali.

Patrizia Brusarosco with the artist
Alessandro Pessoli at the opening
of his solo show Maelstorm in 1992.
The installation consisted of 1900
drawings grouped into the series
Giudici e mafia; Cosa nostra; So-
cialisti; Partitico; Vita sociale; Affari
sociali; Voti; Pollaio; Liquidi; Terzo
mondo; Vermi; Sacro cuore; Rumori
di fondo; Accorpamenti; Scorie; Mili-
tari; Comik Kkiller; Storia naturale;
Spartizioni territoriali.
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FIG 14

19

—
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L
FIG 14 Lella Valtorta, co-founder of Viafarini, interviewed by Tiziana Ricci for FIG 15 della mostra personale di Francesco Lauretta, Novecento, a Careof nel

Radio Popolare at the opening of Immagini proiettate in 1991. 1995.

Lella Valtorta, co-fondatrice di Viafarini, intervistata da Tiziana Ricci per Radio Popolare Zeffirina Castoldi and Mario Gorni — founders of Careof, partner of Viafarini — at the opening
all’inaugurazione di Immagini proiettate nel 1991. of Francesco Lauretta’s solo exhibition, Novecento, at Careof in 1995.

Zeffirina Castoldi e Mario Gorni — fondatori di Careof, partner di Viafarini — all’inaugurazione
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FIG 17
FIG 16 | primi critici che hanno sostenuto Viafarini: da sinistra, Marco Senaldi, FIG 17 Il critico Angela Vettese, membro del comitato scientifico di Viafarini dal
Alessandra Galletta e Francesca Pasini. 1994; sulla sinistra, gli artisti Vanessa Beecroft e Marco Vaglieri.

The first critics who supported Viafarini: from the left, Marco Senaldi, Alessandra Galletta Critic Angela Vettese, member of Viafarini’s advisory board since 1994; on the left, artists
and Francesca Pasini. Vanessa Beecroft and Marco Vaglieri.
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FIG 18
F1G 18 FIG 19

Il critico Alessandra Pioselli, all’epoca col-
laboratrice di Viafarini, durante I'inaugu-
razione della mostra di Maurizio Mercuri
Cultura e Societa nel 1992. Dettaglio dell’installazio-
ne con ritagli dalle brochure aziendali della compa-
gnia di assicurazioni Alleanza.

ITA

Critic Alessandra Pioselli, at the time working at Via-

farini, during the opening of Maurizio Mercuri’s exhi-
bition Cultura e Societa in 1992. Detail of
the installation with cut-outs from corpo-
rate brochures of the Alleanza insurance

group.

Paola Di Bello, Framing the Community, Milano, #4,

2006, photographic print, 100 x 70 cm; Courtesy and

46

Copyright © the artist

Monica Thurner ha collaborato con Viafarini dal 1996.
Qui Monica e la sua famiglia sono ritratti dall’artista
Paola Di Bello nell’ambito del progetto Framing the
Community.

Monica Thurner has been working closely with Via-
farini since 1996. Here Monica and her family photo-
graphed by the artist Paola Di Bello, within the project
Framing the Community.
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E1G 20-21 Cartolina inviata da Maurizio Cattelan, 1995

Postcard from the artist Maurizio Cattelan, sending Viafarini “Another saint for your protection”, 1995
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