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Arte povera

Germano Celant

Nothing happens on the screen, a man sleeps for twelve hours, nothing happens on the canvas, just
the canvas itself or its frame, the sea is made of blue water, and ice-cream melts and its cherries
make a deafening noise as they fall, a fire is made of a lighted gas flame, a drama is played out
through mimicking gestures and movements, a floor is a number of tiles to be polished constantly, a
pile is made of asbestos cement pipes placed on top of each other, the room is and reechoes its four
corners.

These are descriptions of a film by Warhol, a canvas or a painting by Paolini, a sculpture by Pascali,
a film by Andersen, a fire flower by Kounellis, a theater script by Grotowsky or Ricci, a spatial
environment by Fabro, a sculpture by Boetti, a "perimeter of air" by Prini.

What is happening? Banality is entering the arena of art. The insignificant is coming into being or,
rather, it is beginning to imposing itself. Physical presence and behavior have themselves become
art.

The instrumental sources of language have been subjected to a new philological analysis. They have
been reborn and with them a new humanism has arisen.

Cinema, theater and the visual arts assert their authority as counterfiction, aspiring to a univocal
recording of reality and the present. They aim to shatter every conceptual school simply through
their presence. They deliberately renounce any rhetorical complication, any semantic convention,
wishing simply to observe and record the univocality of reality and no longer its ambiguity as was
the case in the past. They remove from their inquiry all that which may seem mimetic reflection and
representation or linguistic habit in order to attain a new kind of art which, adopting a term from the
theater of Grotowsky, one may call "poor."

Cinema - as in the case of Warhol's Sleep and Empire or Thom Andersen's Melting - regresses to its
simplest form, a single moving image. In doing so it returns to being cinema as opposed to film, it
reproduces the action and the present moment without resorting to any montage whatsoever,
without indulging in intellectual or subjective collation, without historicizing the action.
Philologically speaking, it appropriates Muybridge, Dickonson, Lumicre, rejecting creation and
leaving the field open to the language of action.

The same can be said about theater. It eliminates the written-spoken superstructure or reduces it to
an offstage voice- as in Ricci's Sacrificio edilizio - it destroys linguistic artificiality and goes back to
roots, to elementary situations. It operates a practice of phonic silence and gestural speech and in
this way revives gesture and mime. Gestural language replaces the written text. Basic human
situations become signs. There is the need (Pasolini) for a true semiology, based on the language of
action. The body is raised to the status of a ritual altar, as in a Living Theatre performance, and the
dramatic text explicates itself through gestures borrowed from life.



The linguistic process consists in taking away, eliminating, reducing to the simplest terms,
impoverishing signs to reduce them to their archetypes. We are living a period of deculturation.
Iconographic conventions are collapsing, symbolic and conventional languages crumbling.

Thus, in the visual arts, visual and plastic reality is seen as it happens and as it is. Reduced to its
accessories it discovers its linguistic artifices. Visual complicatio unconnected with the object's
essence is rejected, language is rescued from alienation and reduced to a purely visual element,
divested of any historical-symbolic superstructure. What is exalted is the empirical quality of
inquiry, rather than its speculative aspect. The very fact of an object's existence, its physical
presence is emphasized, along with the subject's behavior. Hence Paolini's painting of painting, its
identification as an image-tool, the layering of image and idea. Hence his analysis of visual-verbal
language, the prise de pouvoir of the canvas, of paint and space (the latter having become the space
of the world) which take the role of primal indispensable paradigms for any visual operation. Thus
what assaults the viewer, specialist and non, is the visually insignificant, the language of non
symbolic elements, awakening in them the horror of cultural reality. With Boetti, Fabro, Kounellis,
Prini and Pascali this horror becomes terror. The mode of definition is reduced to that of acting and
being. Behavior and physical (or material) presence simply are. In this way Boetti's gestures are no
longer an accumulation, an assembly, an embedding or a heap of signs but the signs of
accumulation, assembly, embedding and heaping. They appear as an immediate acquisition of every
gestural archetype, every behavioral "invention." Hence the "figures": the pile as accumulation, the
assembly as assembly, the cut as cut, the heap as heap, mathematical equations of real= real, action
= action. A univocal sign language expresses "all the possible formative and organizational
processes," freed from all historical and worldly contingency.

Pascali and Kounellis bring to the altar the material quality of physical reality. Physical presence
dissimulates itself and gains importance merely by being. Pascali's cubes of earth and sea are made
of earth and water, they are natural synecdoches of a natural world. Here we have everyday-life
naturalness stripped of any possible masks, violated in its taboo of banality, undressed, denuded,
analyzed in depth as linguistic paradigm. Thus in Kounellis' work, the fire of his flower is reduced
to coal. The mode of being is left to the material, the use. Is fire the "other" meaning of coal, or is
coal the "other" meaning of fire? The answer is of course both, it's enough to extinguish or light a
flame - the two stages of a concrete understanding which fights against conceptual reductivism (the
fire of the altar, the ignis fatuus, the purifying fire, the fire of destruction or, on the other hand, coal,
a return to mother earth, symbol of industriousness, of the advent of the industrial age and so on) -
in order to bring to focus the naked presence and the objective existence of a simple flame and a
common heap of coal. But this is not the half of it. As though these blows to our delicate, well-
educated perception were not sufficient, we are bludgeoned-in an abstract yet extremely real way -
by Fabro and Prini. The apocalyptic viewers perform their rites for the world's destiny. Entity is
Fabro's thematic object where being in space coincides with being in time. It's an arte povera a
"poor art," that manages to reshape our false consciousness of reality, a return of the "real man,"
who lives and works in an everyday space like that of a room. Hence the floor, the cube, the board,
tautologies which are common to our being with and inside space, plastic "repetitions" of real and
obvious events.

From Fabro's peculiar notations to Prini's perimetral and total notations is a small step. Prini's space
can and must materialize everywhere and unexpectedly. Space becomes at once the stage and the
auditorium. All attention is directed towards the optical-acoustic rhythm. Image and sound work
parallel to the formulation of space. Control passes to the spatial whole. The victim designated for
the sacrifice is the eye-ear spectator. And what of touch? The corporeality of material and gesture,



which are always real and palpable in others, is brought into relation with its container. And with
this we reach the real terrain of arte povera (1967).

Conceiving and remembering, perceiving and presenting, experiencing and exhausting the sensation
of an image or object, both in art and life is to move along parallel lines towards an infinitely distant
vanishing point. On one hand we are confronted with a way of making art which focuses on the way
artistic languages are related, attaching itself to linguistic "diffusionism" or contamination, by
picking up (by means of a kind of cultural kleptomania) on filmic, architectonic, psychological and
theatrical structures; which is respectful of history, and keeps to a well-defined plan. On the other
hand we are presented with the non-systematic unfolding of life. Man freely projects himself into
the "void" that exists between art and life, creatively binding himself to the evolutionary cycle of
life (we are now at the osmosis of these two moments) in his affirmation of the present and the
contingent. In the former case we have a complex art which maintains the correptio of the world in
its attempt to keep man "well-armed against nature." In the latter an arte povera or " poor" art
concerning itself with mental and behavioral events, with ahistorical contingency and with
anthropological inquiry, sets out to do away with any notion of a univocal and coherent
"discourse" (the work's apparent coherency is a dogma which must be rejected) along with history
and the past in general, so as to seize hold of the "real" domain of existence. The present moment is
characterized by an art that is "rich" and involuted - insofar as it is based on scientific imagination,
highly technical structures and plurality of meaning - in which individual judgements , through their
imitation and mediation of the real, are opposed to the real itself, with literary aspects taking
precedence over actual desires.

Yet at the point where this rich art converges with life, an arte povera emerges: an art whose
existence aims towards conscious identifications of the type: real = real, action = action, thought =
thought, event = event. In terms of information it is an art which favors the essential, divesting the
image of ambiguity and of the conventions which have rendered it the negation of a concept. Indeed
the concept resurfaces in the form of a deus ex machina in relation to the macroscopic validation of
representation and its modus vivendi, thus affirming a "civilization of the intellect."”

This art finds the apex of its creative freedom in linguistic and visual anarchy, in continuous
behavioral nomadism. It becomes a stimulus by which to continually verify its own degree of
(mental and physical) existence and urges the erasure of the "fantastic" and mimetic screen which is
placed before the eyes of the community of spectators, so as to conduct them to a perception of the
mental and physical specificity of each human action taken as an entity to be completed and
evaluated.

Arte povera is neither illustrative nor theoretical. Its objective is not the neorepresentation of an
idea: rather it aims to present the emerging meaning and factual significance of the image as a
conscious action. Keeping its distance from any notion of apology of the object or icon, it instead
takes the form of a free, almost intuitive action which relegates mimesis to a secondary, purely
functional role, as the point of focus shifts to the idea and the work's general laws.

It is a refreshing form of art which tends towards "deculturation" and towards the regression of the
image to a pre-iconographic state. It is a hymn to commonplace, primary elements - to nature
understood in terms of Democritean unities, and to man considered as a "physiological and mental
fragment."

In arte povera we have the continuous presentation of a factual significance. In this sense it effects a
return to the Middle Ages, not only in terms of technique (as Fagiolo pointed out, referring to what
he called its "proletarian" technique) but also in terms of its poetics.



The identification between man and nature it establishes is purely pragmatic in nature and no longer
linked to the theological end of the Medieval narrator-narratum (Sanguineti), denoting a total
identification between "invention and reinvention" (Boetti) almost as though it had rediscovered
aesthetic tautology: the sea is water, a room 1is its perimeter, cotton is cotton, the world itself is an
imperceptible set of nations, a corner is the point where three coordinates converge, the floor is an
expanse of tiles, life is a series of actions. Ideas, events, facts and actions, visualized or materialized
in some way, are in fact the focal points of the simultaneity of idea and image and lead to a
broadening of their own experiential coordinates. They refuse digression into ambiguous,
polysemantic areas, being rather the visual embodiment of natural or human fact or law. It doesn't
matter whether the "things" that result are executed in a "particular" material ("materials are the
greatest affliction of contemporary art" LeWitt) or whether they respond to the artist's previous
works or to those of other artists. The visualized and materialized idea does not contain a program,
nor does it follow the trajectory of an individual or social history: it is merely the presentation of a
single term.

It doesn't accept relations. It doesn't represent. It presents.

Like everything else which is made, it lives in the orgy of discontinuity, prohibiting the "study" of
the system. It presents itself as an element of the author's concrete knowledge. His instrumental
universe is limited, adapting itself to the material he has to hand at the moment the work is
conceived. It is a contingent set which has absolutely nothing to do with either past or future. It is
simply how it is. Finished in the time it takes to be completed and presented it expresses a "real
perception of contingency" (Pistoletto).

The poetry derives from the fact that the object obtained (from "obiectum", exposed, placed before
our eyes) no longer enters into dialogue with things but speaks through them, exposing the character
and life of the author through the choice he or she makes from a limited number of possible events
and ideas.

Considering that telepathy is not yet an "established" means of communication (although drugs are
gradually making it available) everything is aimed at "constructing”" the imagined idea, at trying to
communicate through a medium that is totally unambiguous and semantically univocal.

From this results the physicalization of an idea, an idea translated "in to matter," an enlarged model
of mental and factual learning, a physicalization which is not vitalistic and orgiastic but
"mentalistic." The author, situating himself or herself at the point where idea and image converge,
becomes the real protagonist of the event, being integrated with the actual presence and becoming
of his or her ideas.

It is here that the Medieval mode makes its return. St. Thomas Aquinas, in a passage dealing with
the figure of the architect, wrote: "the form of the things to be created must have an archetype in the
creator...This happens in two different ways: in some active subjects the form of the things to be
created pre-exists, as it does in nature (in the way man generates man, fire generates fire and so on)
but in other subjects the form pre-exists in the spirit of intelligible things. Thus a house pre-exists in
the sense that it is intelligible, and an Idea of the house can be defined because the artist makes an
effort to imitate (in reality) the house in the very form he possesses in his spirit." The "spirit" is still
the same. At the time of St. Thomas, one fashioned the work according to a metaphysics of truth,
today it is created in accordance with the idea of our concrete understanding. "Imitatio" of the world
is maybe approaching its end.

Shot-sequence and gesture
In the same way, cinema regresses to its freest and most elementary form, a single moving image.
Warhol (in Sleep) films a man sleeping for twelve hours or abandons the camera on the corner of a



street (in Empire) to record chance events: aver a period of several hour s a seagull flies past the
corner of a skyscraper. In a few minutes of projection, Anderson presents the melting of an ice-
cream whose falling cherries make frightening noises. Cinema goes back to being cinema and not
film. It reproduces free action and the present (Godard and Rossellini have made and are making
cinema) abandons itself to and identifies with the contingent visual acquisition of the director, it
doesn't use montage, it makes no intellectual commentary, it doesn't historicize action.
Philologically speaking, it appropriates Muybridge, Dickonson, Lumiére. It rejects intellectualized
creation, leaving the field open to the language of action (Pasolini) through an endless shot-
sequence.

This unlimited shot-sequence now becomes, both in Warhol and in Godard, an unlimited cinema-
sequence, an endless alteration of actions and counteractions, "false" and true events,
cinematographic "apprehensions" that are held up as possible acquisitions "of and not on" reality, in
such a way as to define every event, of x meters of film presented to the audience, as the "end of a
beginning" (Godard).

The same can be said about theater. In his "poor theater" Grotowsky eliminates the written-spoken
superstructure or reduces it to a voice offstage just as Ricci in Sacrificio edilizio destroys linguistic
artificiality and goes back to roots and to elementary situations. The body, and therefore the actor, is
raised to the status of a ritual altar (Living Theatre), and the dramatic text explicates itself through
signs of life. Thus the linguistic process consists in taking away, eliminating, reducing to the
simplest terms, impoverishing creative signs and actions in order to save them from conceptual
scholasticism.

Semantic complication is renounced as the focus is placed no longer on the ambiguity of reality as
in the past but on its univocality. Everything that may appear as reflection and representation or
linguistic "habit" is eliminated from inquiry which opts instead fora total osmosis between life and
mental process.

The unrepeatability of every instant

If it 1s true that we "act out" a role, Pistoletto, Pascali, Kounellis, Paolini, Merz, Anselmo, Zorio,
Piacentino, Prini, Boetti and Fabro don't. If living yields to seeing, with his mirrors Pistoletto begins
to reconstruct phenomenologically who we are and what we are. Reality enters the mirror and is the
first stage of a global relationship between art and life.

Pistoletto doesn't play at being someone, having found his trade he doesn't sink in it, doesn't believe
in the autonomy of his role. His existence (the presentation of the image located on the mirror) must
immediately converse with life (the reflected image) and through this stratification between the two
images he "represents" the osmosis between art and life. But he is not concerned with representation
per se, he is not interested in continuing to act, he by all means intends to live in the present and
thus prefers to inhabit the existential "void" that lies between art and life.

He wants to exist and at the same time to present the present, he no longer aspires to having the
world as a model or an object to reflect. Rather, he feels the need of being in the world and feeling
its movement and vicissitudes.

He doesn't intend to tie himself to a single gesture but wants to compromise himself in every action
so as to demonstrate how living is feeling the "unrepeatability of every instant" (Pistoletto).

In a way similar to science, which doesn't admit of a privileged field of action and has no
preconstituted theme but experiments with facts acquired in time in order to acquire other facts,
Pistoletto doesn't concede anything to time or history because he doesn't want to tie himself to or
integrate himself in a system. Moreover, his action is not limited to a single way of being since he
defines himself through the real world of being in time, he continually "projects" himself.



In this way the emphasis shifts from the existence of objects and products to the existence of man.
The aim is to find a way of presenting man's cognition and perception and in order to do so it is
important to avoid the limits imposed by a particular question or a set of questions set forth by the
intellect, electing instead to resolve and exhaust them, to break free of the vortex that such
interrogatives create in order to embody them in answers that "begin and end their story in
contingency" (Pistoletto).

The moment of "taking possession" of reality thus become a poetic fact which, as it is offered,
modifies our way of being and communicating, leaving us "satisfied with the world rather than
tragically unsatisfied" (Living Theatre) through liberation and projection.

Therefore the action doesn't necessitate a reiterated and renewed gesture, the simultaneity of
process prevents it from stiffening into a system that confirms past action and lays the basis for
future action. Indeed, intellectual-visual action identifies only with the present.

Thus Pistoletto's "things" are "minus objects," not additional ones. They are the poetic expression of
his perception and communication, and never respond to a codified expectation. On the contrary,
they are the negation of inflexibility and justification of an expectation. They relate only to the
present, they liberate in order to create natural "nirvana".

Pistoletto set out on his search for a global vision in 1964 and completed it in 1966, creating a series
of apparently incoherent "things": in 1966, among others were the crib, the cardboard well, a
structure to sit down and speak from, the huge photograph of Jasper Johns, the mercury lamp, a
clothes rack, a rose and a table, and in 1967 a bath, a mica coated body, a ball of compressed
newspaper, a house, a milestone, a series of light bulbs, a string of lighted candles. Beside which he
also performed a series of free gestures, including a haircut at the University of Genoa and an event
with a paper sphere in the streets of Turin - actions that allowed Pistoletto to be situated, like
Duchamp and Warhol (two artists he profoundly admires), at the border between art and life, an
asystematic existence in a world in which the system is everything.

If the real man wakes up the result is anarchy. This anarchy is already present in the works of
Boetti, Paolini, Kounellis, Pascali, Zorio, Prini, Merz, Fabro, Anselmo and Piacentino.

The world of artistic definition is reduced to the way one exists and acts, mental reaction and
physical presence. In this way language is disalienated and refined to a pure visual element free
from any historical-symbolic superstructure. The focus is on an empirical rather than speculative
approach to inquiry with the emphasis on facts together with the subject's physical presence and
behavior. Prini moves in the void. The traces he leaves can be identified with the movement of his
body. His "products" position themselves in the objective presentation of the significant structure of
a given context perceived and acted upon. They are "things" and points, plastic-volumetric
projections of his perception. Nothing is invented, everything is discovered. The topological and
spatial facts of a room, of a man (again Prini) or of an object are presented through a simple action
of optical-sound boundary tracing.

Thus the perimeter of air (a room marked by four neon corners and a center that light up one at a
time, accompanied by the clicking of the relay), the black spots arranged randomly on the floor, the
one-meter strides, the floor steps, the six-meter elastic rod contained in a room five by four by three
meters are the essential expression of his own dimension in the context of the "void" around him.
By signing the empty rooms of a gallery, Prini "takes possession" of the container. The violence of
his process originates in the emphatic display of a space (his own) which is banal, ordinary,
sensorially imperceptible and familiar as the void space of a room may be.

The discovery of this void as a volume of air is disturbing. The void is alive, it becomes a
cumbersome presence, canceling out the room and its physical products. Similarly the hypothetical
object chosen by Prini is identified with its hypothetical fulcrums. Thus a man is a one meter-long



stride, his sensorial "fullness" is the space occupied in the moment before he steps forward, the
floor is a series of steps to climb. The presence of objects and lights is no obstacle to Prini's sign-
notes, the physical quality of his perceptions is simply at the negative pole of the physical quality of
the objects. In his works, the world is held up by a void, the real or virtual poles are the black spots
in space.

Paolini moves from the emptiness of the room to the fullness of the world. His flags, the shadows of
the world, the Where, the Here, his way of presenting canvases that are signed and dated on the site
of the show, his paintings for friends-they are all signs of the fact that the nature of his work is
empirical and not speculative. Through them Paolini offers his cosmic vision of life, he widens his
work, his actions and his works putting them in relation with the universal system and no longer
with the basic linguistic system of each individual artist (form, color, canvas).

He complicates the search for real man by extending the existence of his gesture. He is not content
with a single system (sculpture or painting) but combines these with sociology, geography,
toponymy and so forth. His work is no longer a linguistic monad but rather a fulcrum around which
all the realities of the world turn. It is the center of the world, and Paolini is Atlas. From his large
canvas structures of 1960, more recently Mario Merz has moved on to a series of appropriation -
presentations of objects and materials. Perceptively and emotionally stimulated by the violence of
reality as a set of different dissociated elements, Merz has adopted a system of collation which
enables him to construct a personal vision of reality. For instance he has translated (neon) light from
a medium that dissociates the perception of objects into an associating sign-element. This has
generated several sets or groups of things (bottle + lily + glass+ mechanism + neon or bottle + pipe
+ Plexiglas + neon) that result from his perception in undifferentiated "blocks," a series of
assemblages with their own autonomous and free meaning, independent of any sense of history,
whose aim is simply to present the artist's "vision of the world." In his latest works this sum of
"interior" projections onto objects have been translated directly "into" objects. His big basket, the
wood and Perspex spears and the conoid are objects that have been "thought" directly, without
mediation of any kind, they are freely invented constructions, testimony of Merz's lyrical and
pragmatic way of being.

Ceroli, a "poor" constructor par excellence, has been making sculpture environments for years as
macroscopic signs of his extreme inventive freedom. Ceroli constantly demonstrates his creative
nomadism by using wood as raw material for his sets which deal with many different themes-
literary, social, emotional, architectural and visual. Nothing escapes Ceroli's work, he is like a
catalyzer of images. His Farfalle (Butterflies), Cassa sistina (Sistine Box), Gabbia per cento uccelli
(Cage for a Hundred Birds), Posteggio (Parking Lot), Tennis (Tennis Court), Mappacubo (Map/
Cube), Colonne (Columns), Tempio (Temple) and Grande sfera (Great Sphere) are spatial
embodiments of imaginative, free notions. Created and "faked" space is the dimension of Ceroli's
action that gains an awareness of his poetic existence. Ceroli creates the "tools" and it is up to us to
become the poets.

In Piacentino's works Autonomy is the dominant element. Spatial and objectual facts are offered to
us, his "monumental" compositions impose themselves as an open challenge to the conventions of
space. It is impossible to organize them, to locate them or bend them to habitual spatial codes.
Although it is possible to grasp them from a chromatic perspective which often entices the viewer's
perception, they remain elusive. Using color as a critical catalyst, Piacentino develops a "positive"
image of the obtuse truth of functional and nonfunctional objects alike. A table appears as an
objectual and spatial dimension of table top + legs, the corner of a room as the meeting point of
three coordinates, a rod as an axis, a lectern as axis-support, manual and physical operations that
"kill" reality and put it in a chromatic vacuum. His reception of reality is essential, every objectual



entity offers itself stripped of its flesh, reduced to the degree zero of its geometry. As soon as it is
located and determined in our memory, the structure comes to life again, macroscopically, in a new
poetic universe. The obtuse truth of the object, however, is already in us.

If Piacentino affirms his existence "on" the world, Fabro points out his existence "in" the world.
Each of his actions presents a factual dimension, a concrete awareness deriving from his elementary
perceptions of the world. The floor, a cube, a board, the concept of space, an object that loses its
weight, a hole are in fact "appropriations" and sets of comprehensions of events in which Homo-
Fabro appears as a fulcrum. In this sense, every "product” is tautological, presenting itself as free
from any manner of external intervention. The floor becomes a flat surface to discover, a cross is
constructed on the coordinates of the room where it will be placed, a cube is the volumetric
embodiment of the artist standing with his arms spread out, a hole is an opening a few millimeters
wide in a large sheet of Plexiglas. These are all intentional "repetitions" of active gnossological
actions which have no emotional connotation but are the pure embodiment of "affections" of the
real.

A discovery of the world, made possible by free mental and physical projection has led Boetti, in
just a few years, to realize innumerable "figures" of his being: in 1966 the optical table tennis game,
the yearly lamp, the cardboard roll, the pile, the "blind" chairs and staircase, and the mimetic panel,
while in 1967 the cements, the pieces of wood, the Fiat 850, the metal sheet, the hill, the Perspex
container filled with an infinite number of elements and materials, preiconographic images that
have no intention of alluding to anything symbolic but are simply abstract and general events. These
events are frozen as they happen or are actions embodied in matter showing only their "making" in
an effort to denote the wonder of every action invented or rediscovered for the first time, such as
cutting, joining, accumulating, the creation of associative signs, the discovery of a decoration
already "in nature." In the future Boetti will go as far as to eliminate his own intervention,
entrusting the construction to the spectator. The reinvention of the elementary invention will not
only be "faked" but experienced.

"I try to do what I like, this is the only system that suits me," says Pascali. He abandons himself to
the serious game of the "child" who begins to understand the world, and to the imagination of the
person who succeeds in living as he pleases. In just a few years "his" image has ranged from objects
assembled to form birds and animals to busts of women, from walls to cannons, from mythical
animals to waterfalls, from the sea to small pools, from cubes of earth to plowed fields to his latest
works - large silkworms made in colored nylon and metal wire. His presence annihilates and
rebuilds itself, it redestroys and recreates itself according to the intensity of his optical-sensorial
participation in natural and primeval facts.

The resulting forms are "things that are there and want to be seen... it is like, say, dressing all in
yellow, it is something that may seem negative but who knows? The essential thing is that they give
me strength, they prove that I do exist." It is this "looking at oneself in the mirror" in order not to
limit oneself to a single existential system that leads Pascali to his creative nomadism. Every
"faked" element is a natural synecdoche of its own existence, in the same way human reactions are
synecdoches of mankind. Why, then, must one limit oneself to a program and go off on the tangent
of life? Similarly Kounellis, struck by the bounty of existence, gradually abandons painting in order
to be more free, "like someone who becomes freer and freer as time passes, flying off like a bird,
something which is meaningless but is nevertheless fantastic." At the moment of "offering himself"
by growing cactus, playing with a parrot, feeding canaries, lighting the fire of his flower, walking
through the streets and smelling the odors of the city, the softness of cotton, the sharpness of
naphthalene, Kounellis breaks continually with his previous mode of being. He alternates actions in



order not to be identified with a single mode, showing the possibilities fora free existence of man
and things.

Zorio's "expressive entities" encompass man and the world. The artist is interested in drawing
attention to the precariousness of events, the "relativity of thing s" and the creative energy of the
world. Thus, in his works, the violence of Dalmine tubes, colors, hardened plastics, cement, Eternit
and stretched rubber all dialogue with the precariousness of time, the gradual crystallization of salt
water on canvas, the incredible resistance of an elastic element compared to a steel structure, the
subtle instability of a mallet. Zorio manages to grasp this unpredictable coexistence at the moment
of its making, as it wavers between strength and the energetic precariousness that disturbs and
questions every individual and collective affirmation.

Zorio thus shows us that every physical and mental act is precarious, contingent, and continuously
shattered by the event and the choice that follows, and the alternation of possible breaking points is
like a chain reaction following every alteration.

Last but not least is Anselmo, whose extremely "tense" action is fantastic and concrete at the same
time, exalting the contingency of the object in relation to man who organizes its existence. His
"things" come to life at the moment of being composed and assembled, they do not exist as
immutable entities but recompose themselves each time: their existence depends on direct human
intervention. They are not autonomous products but unstable ones, alive in function of our life. The
correspondence between equivalent forces (man-nature) therefore attains a high degree of
concentration. Anselmo's sheet of curved plastic, his cube with a movable air bubble, his
precariously balanced sheet of formica, his sculpture that is movable according to the indications of
a compass and his sphere on water are all "open" works which can never be possessed. Frozen at
the moment of equivalency, the forces coexist in a delicate balance. Our intervention can always
alter the object's "status" but after all "our task is to bring all these things together." (1968)

Texts originally published in: Arte povera - Im Spazio, Galleria La Bertesca / Edizioni Masnata/Trentalance, Genova,

1967; Arte povera, Galleria De Foscherari, Bologna 1968.



