READY-MADE PLANETA
READY-MADE PLANET

Barbara Feslere / Barbara Fassler
Maksliniece / Artist

“Gleznai ir vértiba tikai tad, ja ta ir veselums:
tai nav vajadzibas neko piebilst, tikai bat"*

Maksliniekam Pjero Manconi (Piero Manzoni, 1933-1963) maksla ir
elementars ontologisks pétijums, zinatniski pamatu mekl&umi.
Gleznu vin$ uzskata par brivibas telpu, kas meklé attélu, kad ir tikusi
lauka no iztéles telpas. Glezna, kas tiek analizéta sava priekSmetiskaja
esiba, paver celu bezgaligiem eksperimentiem ar matériju, kuru gaita
materializ€jas doma. Manconi drudzainaja pétijuma bez atelpas - tas
prasija tikai astonus gadus — ideja gust virsroku par uztveri un aizliedz
maksla paradities ekspresijai un véstijumam. Dazos darbos, kas ir
izteiktak konceptuali, makslinieks skatitajam pat nelauj pieklut dar-
bam, paradotvien konteineru ar etiketi, uz kuras ir rakstits iesainojuma
saturs. Més nevaram parbaudit, kas patiesam ir Pjero Manconi kon-
teineros. Atliek vien ticét rakstitajam. Isakie papira tistokli ir ielikti
melna kartona cilindra ar oranzu etiketi. Garakais ir 7200 metru, ga-
tavots 1960. gada 4. julija no pl. 16 lidz 18.55 avizes Herning Avis
rotaprinta pie mecenata Ages Damgarda (Aage Damgaard) Herninga,
Danija. Tas ir ierulléts slégta cinka cilindra, kas aizzimogots ar svina
plaksném, cilnainie burti vésta par darba ipaSajiem pagatavosanas
panémieniem. Ari Kremona dzimusa makslinieka popularakais darbs
"Makslinieka stdi” (La merda d'artista) 90 eksemplaros, kas nesen So-
theby'’s tika nosolits par 125 000 eiram, slépj saturu, ta ka visu laiku
izskan spekulacijas par to, kas tad isti ir tajas svina kastés. Noslépums
vél nav atminéts, jo jebkurs méginajums kasti atlauzt neizbégami
iznicinatu makslas darbu.

Rlpigi sagatavota restrospekcija, ar ko Milanas pilséta godina
savu slaveno iemitnieku, akcenté Lombardijas galvaspilsétas nozimi
jauna makslinieka tapSana un piemin 51. gadskartu kops vina naves
un 80. vina dzimSanas gadskartu. Palazzo Reale sarikotas izstades
kuratori ir Flaminio Gvaldoni (Flaminio Gualdoni) un Rozalija Paska-
lino di Marineo (Rosalia Pasqualino di Marineo) Ekspozicija izseko
makslinieka neparastas dailrades gaitai no gleznoSanas sakumiem,
péc kuriem sekoja analitiski eksperimenti, lidz pat pédéjiem darbiem,
kuros precizak atspogulota makslas idejas un makslinieka loma.

Intervija Rozalija Paskalino di Marineo uzsver, ka “sadarbiba ar
Flaminio Gvaldoninoritéja loti sekmigi. Flaminio ir makslas vesturnieks,
makslas kritikis, kas lieliski parzina kolekciju savukart es loti labi zinu
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‘A painting has value only if it is an entirety:
it has no need to add, just to be.*

For the artist Piero Manzoni (1933-1963), art is elementary ontologi-
cal research, a scientific search for the fundament. He considers a
painting as a space of liberty looking for the original image that sur-
mounts any space of representation. A painting, which is analysed in
its existence as an object, opens the way to endless material experi-
ments as concretisation of thought. In Manzoni's constant feverish
research — which required only eight years - the idea gains the up-
per hand over perception and excludes expression or narration from
art. In some works that are more manifestly conceptual, the artist
even prevents the viewer from accessing the work, showing instead
a container with a label that describes the contents of the package.
We cannot verify what is really in Manzoni’s containers. We just have
to believe what the writing on the label of the package tells us. The
shortest lines on paper bundles have been placed in a black card-
board cylinder with an orange label. The longest line is 7,200 metres
long and was made from 4:00 p.m. to 6.55 p.m. on July 4, 1960, on
the Herning Avis newspaper’s offset duplicator at philanthropist
Aage Damgaard'’s in Herning, Denmark. Itis rolled up in a closed zinc
container, which is sealed with lead plates and letters that describe
the technical specifics of the contents. The most popular work by
Manzoni, Artist’s Shit (La merda d'artista, made in 90 copies and re-
cently auctioned at Sotheby's for EUR 125,000), also hides its con-
tents, so that there's constant speculation about what is really in
those food cans. The secret has still not been solved, because any
attempt to break open the boxes would inevitably destroy the work
of art and its value.

The carefully prepared retrospective, with which the City of Mi-
lan honours its famous citizen, highlights the capital of Lombardy’s
significance in the formation of the young artist and commemorates
the 51st anniversary of his death and his 80th birthday. The show,
curated by Flaminio Gualdoni and Rosalia Pasqualino di Marineo and
held at Palazzo Reale in Milan, follows the history of this exceptional
conceptual oeuvre from the beginnings with painting, passing by the
analytical experiments, right up to his last works, in which the role of
the art and the artist is most accurately reflected.

9% studija



Skats no Pjero Manconi izstades /
View from the Piero Manzoni exhibition

Foto / Photo: Barbara Féssler
Foto no publicitates materialiem / Publicity photo
Pateiciba / Courtesy of the Manzoni Foundation

darbus, kam ir noteikta fizikalitate. Bija interesanti salidzinat masu
atSkirigo kompetenci, atrodot iespéju patiesai sadarbibai. Es vairak
nodarbojos ar koordinésanu un praktisko darbu kopa ar Kristinu Senku
(Christina Schenk) no Milanas komunas. Més visi tris kopigi izvél&jamies
darbus. Labakais $aja sadarbiba bija tas, ka taja bija daudz dialoga un ari
ekspozicijas iekartosanas un sagatavoSanas posma mes veidojam
skices kopa ar arhitektu Valteru Palmjeri (Valter Palmieri). Isti nebija
nekadas darba daliSanas, bet daudz kas tika paveikts komanda.

Sis sadarbibas rezultats starp vésturiski teorétisku pétjumu un
praktiskam zinasanam ir hronologiska linija, kas palidz mums saprast,
ka noritéja makslinieka spraiga karjera, kura spéji partrika. Ekspozicija
sakas ar agriniem Pjero Manconi darbiem, ko vin$ radija uzreiz péc
universitates studiju partrauksanas, lai klatu par makslinieku (1956—
1957). Saja sérija ir abstrakcionistiski ellas darbi parsvara tumsos tonos,
dalgji dripping (pilinajuma) tehnika, iespiezot krasa priekSmetus vai Sad
tad kaut ko uzrakstot pa virsu. Nakama sérija, kas tapusi 1957. gada,
savukart uzrada skaidru Pittura Nucleare? ietekmi — darbi veidoti no
darvas, ellas, akmeniem vai naglam ar dazadiem balsta materialiem:

studija 9

In an interview with me, Rosalia Pasqualino di Marineo, the niece of
the artist and curator of the Manzoni Foundation as well as of the
show, emphasised that her “collaboration with Flaminio Gualdoni
went along very well. Flaminio is an art historian and art critic who
knows the historical and theoretical context superbly, whereas | am
very familiar with the collection and the works that have certain
physicality. It was interesting to confront each other and to collabo-
rate with our different competences

Asked how she distributed the roles concretely, Rosalia
Pasqualino di Marineo responded: “I was more involved with the co-
ordination and practical work together with Christina Schenk from
the Milan Municipality. We selected the works together; Flaminio just
made a first consideration, on which we made some variation. The
nicest aspect of this collaboration was the fact that it has been based
on a continuing dialogue, and we created the sketches together with
the architect Valter Palmieri during the setting up of the exposition
and in the preparation phase. There really wasn't any sort of division
of labour, but a lot was achieved as a team.”

73



Pjero Manconi. Ahroma. Trusada /
Piero Manzoni. Achrome. Rabbit skin
Diametrs / Diameter 45.5 cm

1961

Foto no publicitates materialiem / Publicity photo
Pateiciba / Courtesy of the Heart, Herning Museum of Contemporary Art



uz papira, audekla, masonita (saplakina). Sie veidojumi miglaini
atgadina liriska abstrakcionisma tendences — forma prevalé par
attélojama saturu. Manconi pats to komentéjis $adi: “Kad panémiens
ir paradits, tad darbs klust par makslinieciska fakta tapSanas doku-
mentu.”
panémienu tendencém un Dzeksona Polloka Action Painting driz
vien atkapsies nakama sola prieksa, kas Manconi dailrades prieksplana

Atminas par abstrakta ekspresionisma glezniecibas

izvirzis konceptu un notikumu. Ta norada Flaminio Gvaldoni izstades
kataloga teksta Piero Manzoni, Life and Works: “Es vairs nekad muza
netaisisu gleznas, bet tikai notikumus."

Garaja, izverstaja sérija "Ahromas” (Achromes), kas sastav no
baltdam gleznam, ar kuram makslinieks stradaja no 1957. lidz
1962. gadam, vin$ savus makslas darba identitates mekléjumus
parnes no virsmas uz gleznas priekSmetu. Par to liecina apstaklis, ka
visas krasas ir reducétas lidz vienai — baltai, kas apzimé krasas
attalinaSanos unizzuSanu ka gleznas identitates elementu. Makslinieks
novérs musu uzmanibu no krasas ka jégas nes€jas un uz virsmas
klatas gleznieciskas vielas, parcelot to uz “gleznu” ka priekSmetu un
tatad uz makslas darba identitates tému. Lidzigi ka Action Painting un
Colorfield Painting pétijumos, kas taja pasa laika norisinajas ASV, Pjero
Manconi ar balto monohromiju un vielas strukttru, kura regulari
atkartojas, dod majienu uz ideali neierobezotu telpu. Lai ari Manconi
baltajam gleznam ir malas, to izméri ir pilnigi nejausi, jo ahromatisks
(bezkrasains) priekSmets patiesiba ir ieceréts ka muzigi atkartojams,
tatad ka tads, kas aiznem visu telpu. Uzlukodams gleznu ka Sadu
neierobezotu telpu, Pjero Manconi skaidri pieslédzas talaika jauno
Milanas makslinieku dizmecenata Lu¢o Fontanas spasialisma (telpis-
kuma) problematikai. Fontana sagraiza vienkrasainu audeklu, lai varétu
just ta telpiskumu, savukart Manconi dod majienu uz telpas
bezgaligumu: “Kalab gan neatbrivot $o virsmu? Kapéc nemeégdinat
atklat visas telpas, tiras un absolltas gaismas, neierobezoto nozimi?"

Kataloga paradas vairaki konceptuali aspekti, pieméram, Man-
coni dailradé ir spécigas atsauces uz antiko un moderno filozofiju,
kas uzsver vina klasisko izglitibu, tas, iespéjams, ir mazpazistams
fakts, pat ja vina darbos ir jutami slépti majieni uz filozofiju. Jaunais
makslas vésturnieks Gaspare Luidzi Markone (Gaspare Luigi Mar-
cone) eseja "Ahromas - valodnieciski filozofiskas pardomas” norada
uz Pjero Manconi klasiskajam studijam un filozofisko ievirzi - vins ir
lasijis Kirkegoru, Nici, Heidegeru, Sartru un ir pierakstijies Romas
Universitates antikas un teorétiskas filozofijas kursos, ko vélak pa-
meta, lai varétu pilniba nodoties makslai.

Baltajas gleznas, "Ahromas’, kuras sakuma veidotas ar kritu, tad
ar maliem vienkarSi uz audekla, kas péc tam uzkarséts, beidzot
ieklaujas ikdieniski materiali, un, ka izstades kataloga norada Gaspare
Luidzi Markone, tie “aptver visu “realitati’, kas klUst par “citu realitati’,
kurai ir nozime pasai par sevi, vienalga, vai ta ir dabiska vai maksliga, ar
sintétiskajam Skiedram, trusa spalvam, Gdeni uzsucosu kokvilnu, plisu,
salmiem, polistirolu, bulcindm un akmeniem"®. Valodnieciski analiz&jot
Manconi darbu nosaukumu novitati, jaunais pétnieks uzsver saikni ar
grieku valodu, jo taja ir grieku alpha privativum, tatad Manconi raditais
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The result of this collaboration between historical, theoretical re-
search and practical knowledge is a chronological line that helps
us to understand an intense artistic evolution that vanished in a
very short period. At the beginning of the exposition viewers come
into contact with Manzoni's early works, which he created imme-
diately after interrupting his university studies to become an artist
(1956-1957). This series contains abstractionist works in oils, main-
ly in dark tones, made partly in the dripping (drip) technique, by
squashing items into the paint or now and then writing something
over the top. The next series, which was created in 1957, shows a
clear Pittura Nucleare? influence — the works are created from tar,
oil, stones or nails with a variety of supporting materials: on paper,
canvas or masonite (veneer). In these creations, which remind us
vaguely of lyrical abstractionist trends, the gesture prevails over the
represented content. Manzoni himself comments on this: “When
the gesture has passed by, the resulting art-piece documents that
an artistic fact has happened.” Memories about abstract expres-
sionist painting method and Jackson Pollock’s Action Painting van-
ish soon in favour of the next step, which places the concept and
event at the forefront of Manzoni’s concerns. This is revealed by
Gualdoni's text in the Piero Manzoni: Life and Works exhibition cat-
alogue: “Never again in my life | will produce paintings, | will only
make events."

Manzoni transferred his searches for the identity of the artwork
from the surface to the object of the painting itself, in his expanded
and articulated Achromes series, consisting of white paintings on
which he worked from 1957 to 1962. Evidence of this is provided in
the fact that all of the colours are reduced to just one — white -
which accentuates the distancing of colour and its disappearance as
an element of the painting’s identity. The artist diverts our attention
from colour as the carrier of meaning and as an artistic substance
laid out on the surface and transfers it to the ‘painting” as an object
and, consequently, to the theme of the identity of the art work. In a
similar way to the research on Action Painting and Colour Field
Painting, which was taking place in the USA at the same time, Man-
zoni provided allusions to ideally boundless space with the white
monochrome and the structure of the material that was repeated
regularly. Even though Manzoni's white paintings have borders, their
size is completely haphazard, as the achromatic (colourless) subject
is really intended as an eternal repetition, ergo as a total space. Con-
sidering a picture as a boundless space, Manzoni clearly sided with
the problem of spatialism addressed by Lucio Fontana, the great pa-
tron of young Milanese artists at that time. If Fontana cuts up a
monochromatic canvas to make it perceive its spatiality, Manzoni
alludes to the space’s endlessness: “Why not free this surface then?
Why not try to reveal the unbounded significance of a total space of
a pure and absolute light?"

A number of conceptual aspects appear in the catalogue, for
example, there are powerful references to ancient and modern phi-
losophy in Manzoni's oeuvre, which emphasise his classical educa-
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Pjero Manconi. Olas skulpttira Nr. 21. Objekts /
Piero Manzoni. Egg Sculpture No 21. Object
57x82x6.7cm

1960

Foto no publicitates materialiem / Publicity photo
Pateiciba / Courtesy of the Fondazione Piero Manzoni and Gagosian Gallery

termins nozimé “nekrasains’, jo alfa atcel vardu chréma, proti, “krasa’,
tatad "nekrasains’, tas ir, "bez krasas".” Atsauce uz grieku valodu Mar-
kones skatijuma liecina par atsauci uz pirmssokratikiem un vinu
pirmprincipa (gr. arché) mekl&jumiem.

Kad jautaju Rozalijai Paskalino di Marineo, vai Sie jaunie pétijumi
lauj nolasit Pjero Manconi darbus citadak, atrast tajos citus akcentus,
vina atbild: “Protams, tur ir dazadas idejas, bet ari Flaminio apcere
piedava mums lasijumu, kas atSkiras no galvenajas lidz Sim rikotajas
izstadés proponéta. Piesaiste klasiskajam studijamipasi aktualizéjusies
pec iepriek§ nepublicétas 1954.-1955. gada dienasgramatas
publikacijas® un izpétes, tatad ir atklata ari filozofiskaka saikne no
jauna Manconi lidz pat vélakiem darbiem un tiek novilkts precizaks
pavediens, kas iezimé sakotnéjos aktivos jédzienus. Si saikne ir
paradijusies pédéjos gados, pateicoties tam, ka veikti jauni petijumi.’

‘Ahromas” ir pétits makslas darba identitates “minimalais
kopums’, bet kartona cilindros sarullétie un nosléptie tistokli
materializé laiktelpu ka gigantisku timeline. Ar So gajienu Pjero
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tion, and this is possibly a little known fact, even if there are implicit
philosophical references in his works. In his essay "Achromes — Lin-
guistic-Philosophical Hypothesis’, the young art historian Gaspare
Luigi Marcone points out Manzoni's classical studies and philosoph-
ical orientation — he had read Kierkegaard, Nietzsche, Heidegger,
Sartre and had enrolled in an ancient and theoretical philosophy
course at the University of Rome, which he later abandoned so that
he could devote himself fully to art.

In the white paintings, the Achromes, which were initially cre-
ated with chalk and later simply with clay on simple or heated can-
vas, everyday materials are finally incorporated, and, as Marcone
underlines in the exhibition catalogue, they “embrace all of reality’,
which becomes a ‘different reality’, which has significance in itself,
no matter whether it is natural or artificial, with synthetic fibres, rab-
bit fur, water-absorbent cotton, velvet, straw, polystyrene, buns and
stones."® Linguistically analysing the novelty of the titles of Manzoni's
works, the young researcher emphasises their connection with the
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Pjero Manconi. Linija 7200 m. Objekts /
Piero Manzoni. Line 7200 m. Object

96 x 66 cm

1960

Foto no publicitates materialiem / Publicity photo
Pateiciba / Courtesy of the Heart, Herning Museum of Contemporary Art

Manconi iziet no gleznas telpas, nonakot trisdimensionalitaté un
integréjot maksla laika jédzienu. lecere - ta arl neistenota — bija
savakt visus Sos tistoklus un aprakt tos dazadas pilsétas, tadejadi ar
tiem apnemot visu zemeslodi.

Pedéjos darbos biezi vien paSironiska manieré uzsvérta
makslinieka daliba un mitrade. Makslinieka un makslas darba
identitate saplust, darbs ir ka makslinieka kermena organiska
sastavdala, pircéjs vairs nepérk “Manconi darbu’, bet gan pasu “Man-
coni’, ka to izstades kataloga uzsver Flaminio Gvaldoni.®

Ta "Makslinieka elpa” (Fiato d’artista) ir jau saplacis balons, kura
savulaik bija makslinieka elpa. Tas piestiprinats pie koka pamatnes.
"Olas skulptlra” (Uovo scultura) ir koka kastité saglabata ola ar
makslinieka pirkstu nospiedumu. Pédéja izstade Milanas galerija
Azimuth Pjero Manconi aicinaja apmeklétajus “aprit makslu’,
piedavajot apéstvaritas olas ar vina pirksta nospiedumu. Jau minétais,
plasai publikai vislabak pazistamais darbs “Makslinieka sudi” tatad ir

tikai logisks lietu dabiska pluduma turpingjums. Makslinieka
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Greek language, as they contain the Greek alpha privativum; there-
fore, the term created by Manzoni means ‘colourless’, as alpha an-
nuls the word chroma, namely, ‘colour’ (..), therefore ‘colourless,
that is, ‘without colour’” The reference to the Greek language in Mar-
cone’s point of view provides evidence about a reference to the pre-
Socratics and their searches for the original principle (Gr. arché) and
indicates Manzoni's search for the original pictures.

When | asked Rosalia Pasqualino di Marineo whether this new
research allows one to read Manzoni's works in a different way, to
find different accents in them, she answered: “Of course, there are
differing ideas, but Flaminio’s essay also offers us a reading that dif-
fers from the main one proposed in exhibitions that have taken place
up till now. The connection with Classical studies was updated in
particular after the publication and study of the artist's previously un-
published 1954-1955 diary.® Consequently, a more philosophical
link has been revealed from the young Manzoni right up until his
later works, and a more accurate thread is drawn, which marks the
initial concepts active in the underground. This connection has ap-
peared in recent years, due to the fact that new research has been
undertaken.

If the Achromes study the artwork’s identity in a minimal way,
the lines rolled up and hidden in cardboard cylinders materialise
space and time as a gigantic timeline. With this stroke, Manzoni exits
the space of the painting, arriving at three-dimensionality and inte-
grating the notion of time into art. The aim — which remained unre-
alised — was to collect all of these cylinders and to bury them in
various cities, thereby encircling the earth.

The latest works emphasise the artist’s participation and myth,
often enough in a self-ironic manner. The identity of the artist and
the art work merge, and the artwork presents an organic compo-
nent of the artist's body. The buyer no longer purchases ‘Manzoni’s
work’, but rather ‘"Manzoni’ himself, as is emphasised by Gualdoni in
the exhibition catalogue.®

The Artist's Breath (Fiato d'artista), which once contained the
artist’s breath, is already a deflated balloon attached to a wooden
base. Egg Sculpture (Uovo scultura) is an egg with the artist’s finger-
prints on it kept in a little wooden box. In the last exhibition of the
Azimuth Gallery in Milan 1960, Manzoni invited visitors to ‘eat art,
offering boiled eggs with his fingerprint on them to be consumed.
So, the Artist’s Shit mentioned previously, which is his best known
work among the wider public, is therefore just a logical continuation,
the natural flow of things. Waste from the artist's organism - it's hard
to find something of less value — is preserved in a vacuum in a food
can, and its price can be compared to that of gold, which is the
benchmark of what is valuable (700 lire per gram).

In Magic Base (Base magica) and Le socle du monde, in a Du-
champ-style gesture, it is the artist who decides what to place on
the art pedestal: people or even the whole planet.’® Anybody who
stands on the wooden pedestal, by definition, becomes a work of
art. In 1961, Manzoni began to sign women as living sculptures. He
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organisma atkritumi — grati atrast ko vél nevertigaku — ir saglabati
vakuuma skarda karba, un to cena ir pielidzinata zelta cenai, kas ir
vértibas etalons (700 liru par gramu).

Disana stila zesta ar darbiem “Magiska pamatne” (Base magica)
un Le socle du monde'® makslinieks nolemj uz makslas pjedestala
novietot cilvékus vai pat visu planétu. lkviens, kur$ nostasies uz koka
pjedestala, pec definicijas klus par makslas darbu. 1961. gada Pjero
Manconi sak parakstit apstipringjumus ar modeliem ka dzivam
skulpturam. Tiem, kas uzkapj uz magiskas pamatnes, vin$ izsniedz
parakstitu apliecinajumu uz iepriek$ nodrukatas veidlapas, ar to
pasludinot vinus par dzivajam skulptaram.

Pjero Manconi ir atstajis neskaitamas nepabeigtas idejas, tik
peksni un negaidot aizejot no mums trisdesmit gadu vecuma
1963. gada. Daudzus gadus pirms instalaciju noklisanas makslas
panorama Kremona dzimusais makslinieks spéja dabut gatavas ,Ah-
romas’, kuras veselas telpas piepilda balti vai fluorescéjosas krasas
audekli. "Taltgjos projektos” (Progetti immediati), kas publicéti
zurnala Zero Diseldorfa (1961. gada 3. numura), vin$ solija uzbuvet
“pneimatiski pulséjosu sienu un griestus’, ka ari ierikot kada parka
“mezinu no pneimatiskiem cilindriem, kas pagarinasies ka kolonnas”.
Vin$ gribéja eksponét "mironus’, kas tiktu saglabati “caurspidigos
plastikata blokos", ka ari radit “makslinieka asinu pialu”. *

Rozélija Paskalino di Marineo stasta: “No dienasgramatas
uzzinajam, ka Pjero Manconi pavisam jaunin$ ar autostopu parvietojas
pa Ziemeleiropu ar velmi visu pétit. Tai laika ta nemaz nebija tik parasta
lieta — nemt un braukt. Un nudien péc tam més makslinieka Manconi
atrodam vélmi iepazit un pastastit, kas ir arpusé. Patiesi, Manconi bija
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Pjero Manconi. Magiska pamatne — dziva skulptdra
Objekts /

Piero Manzoni. Magic Base - Living Sculpture
Object

60 x79.5x79.5cm

1961

Foto no publicitates materialiem / Publicity photo
Pateiciba / Courtesy of the Fondazione Piero Manzoni and Gagosian
Gallery

handed out written confirmations on previously printed forms to
those who climbed onto the magic base, in this way declaring them
to be living sculptures.

Manzoni left behind countless unrealised ideas before leaving
us so unexpectedly at twenty-nine years of age in 1963. Many years
before the arrival of installations on the art scene, the Cremona-born
artist imagined extending the principal of Achromes all over in an
entire space, filling it with white or fluorescent-coloured canvas. In
Immediate Projects (Progetti immediati), which was published in
Zero magazine in Dusseldorf (1961, issue no. 3), he planned to con-
struct a “pneumatic pulsating wall and ceiling” as well as set up in a
park a “little forest of pneumatic cylinders, which would extend
themselves like columns”. He also wanted to exhibit “corpses of dead
persons” that would be preserved in “transparent plastic blocks” as
well as create a “phiale of artist's blood""

In his last years, frequent trips gained more and more impor-
tance in Manzoni's life; a restless soul, he built up a network of ex-
change and dialogue with artists all over Europe. Marineo states:
“From his diaries we found out that Manzoni hitchhiked across
Northern Europe at a very young age with the desire to study every-
thing. That wasn't a very usual thing at the time, to just get up and
travel. And indeed, afterwards, in Manzoni the artist we find the de-
sire to get to know and tell about what is on the outside. He per-
ceived Milan as too straight and just needed to leave all the time. It's
true, Manzoni was a very good manager and was very capable in
maintaining his contacts and also in the manner in which he handled
relationships. Although he was conscious that his research was soli-
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loti spéjigs sava kontaktu uzturéSanas un attiecibu kopSanas maniere,
ving méginaja radit savveida radniecigu ideju tiklu. Seit jamin vél viena
svariga lieta: Manconi patiesiba vienmér uzturéja vina gimene, protams,
vinu neapbéra ar zeltu, tomér vins varé€ja atlauties celot, kamér citiem
tai pasa laika nacas stradat un pelnit sev iztikas lidzeklus.

Runajot par attiecibu lomu Pjero Manconi dzivé — neraugoties
uz vina vientuligo modus operandi, izstades kataloga FranCeska Pola
(Francesca Pola) uzsver, ka lidztekus daudzajiem celojumiem vins ir
nodarbojies ar pasa parvalditiem projektiem. 1959. gada Manconi
kopa ar Enriko Kastellani (Enrico Castellani) dibina galeriju un zurnalu
Azimuth, kur noris domu apmaina, diskusijas par jédzieniem un visas
Eiropas makslinieku darbiem. Franceska Pola to raksturo Sadiem
vardiem: “DaliSanas un komunikacija, doma un riciba, attiecibu
fiziski parvietojas $ajas
koordinatas no viena Eiropas gala lidz otram (..). Tatad Manconi loti

=

nozimiga ir fiziska vai ideala "geografija’, lai definétu iesp&jamo Eiro-

mirkligums:  Manconi un metaforiski

pas makslas kartografiju: tas ir neparasti rosigs jaunrades laiks (..)."?
Pec Rozalijas
meéginajums izveidot tiklu (network) ar citiem amata braliem ir tikai

Paskalino di  Marineo vardiem spriezot,

dabisks: “Varbut vins devas meklét vietas, kur vina darbu noveértés un
sapratis. Jaatceras, ka tajos laikos vél nepastavéja skaidra makslas
institucionala sistéma, tatad nevar teikt, ka vina maksla batu ists “uz-
brukums” tai. Bet vin$ noteikti mekl&ja savu telpu. Ja esoSie galeristi
mus nepienem, tad més censamies atvért pasu galeriju.”

Tik daudzi jauni makslinieki péc Pjero Manconi ir intuitivi
aizgajusi pa vina celu, proti, némusi likteni savas rokas un izveidojusi
pasu parvalditas struktdras. Kremonas makslinieks, kas ka makslinieks
izaudzis Milana 20. gadsimta 50. gados un 60. gadu sakuma, ir
nobrugejis celu nakamo paaudzu maksliniekiem. Uz Manconi
pjedestala stdv musdienu maksla - vina pravietiskais darbs
neapSaubami pelnijis vairak uzmanibas un pamatigakus pétijumus.

No italu valodas tulkojis Dens Dimins

1 Piero Manzoni 1933-1963: Catalogo della mostra a Palazzo Reale. Milano: Skira, 2014,
p.100. - Seit un turpmak - autores piezimes, ja nav noradits citadi.

2 "Kodolgleznieciba” (italu val.) - izstades nosaukums. Izstadi 1950. gada Milana rikoja
aktivas kustibas Arte Nucleare ("Kodolmaksla“) dalibnieki Enriko Bajs (Enrico Baj) un Serdzo
Dandzelo (Sergio Dangelo). Si kustiba sava manifesta atteicas no "ismiem’, iestajas pret
makslas akademizéesanos, sludinaja formu izjukSanu, patiesibas atrasanos kodola: “Patiesiba
jums nepieder, ta atrodas atoma. "Kodolgleznieciba” dokumenté $is patiesibas meklejumus.”
No: Manifesto della Pittura Nucleare. — Tulk. piez.

3 Piero Manzoni 1933-1963, p. 67.

4 Turpat, 15. lpp.; vinu cité Gastone Novelli darba Frammento, ka ari Gli scritti (Grammatica,
Nr. 5, Maggio, 1976).

5 Turpat, 71. lpp.

6 Turpat, 32. lpp.

7 Turpat.

8 Diario. Ed. G. L. Marcone. Milano: Electa, 2013.

9 Piero Manzoni 1933-1963, p. 22.

10 Pasaules pamatne, pasaules pjedestals (francu val.) - Tulk. piez.
11 Piero Manzoni 1933-1963, p. 164.

12 Turpat, 46.-47. lpp.
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tary, he knew that a network of ideas was very useful. Here, some-
thing important should be mentioned as well: in reality Manzoni was
always supported by his family. Obviously, he wasn't rolling in mon-
ey, but he could afford to travel while others at that time had to work
and earn their livings.”’

Speaking about the role of relationships in Manzoni's life, in the
exhibition catalogue Francesca Pola emphasises that despite his
solitary modus operandi, he worked with other artists on projects
that he managed himself, in addition to his many travels. In 1959,
Manzoni founded a gallery and magazine, Azimuth, together with
Enrico Castellani in which an exchange of ideas and discussions
about concepts and the works of artists from throughout Europe
took place. Pola describes it in these words: “Sharing and communi-
cation, idea and action, the fleetingness of relationships: Manzoni
physically and metaphorically moved around this grid, from one end
of Europe to the other (..). Therefore, the physical or ideal “geogra-
phy’, to define the possible cartography of European art, was very
important to Manzoni: this is an unusually active period of creative
work (..)."2

In the words of Rosalia Pasqualino di Marineo, his attempt to
create a network with other exponents of his trade was only natural:
“Maybe he went off to find places where his work would be valued
and understood. We should remember that in those times a clear
institutional art-system did not yet exist, therefore it couldn't be said
that his art was a real ‘attack’ on it. But he certainly was looking for his
space. If existing gallery owners don't accept us, then we try to open
our own gallery.”

So many young artists after Manzoni have intuitively followed
his path, namely, taken fate into their own hands and created struc-
tures that they control on their own. The Cremona artist, who grew
up as an artist in Milan in the 1950s and early 1960s, paved the way
for the next generation of artists. Contemporary art stands on Man-
zoni's pedestal — his prophetic work undoubtedly merits wider at-
tention and more serious research.

Translator into English: Uldis Brans

1 Piero Manzoni 1933-1963: Catalogo della mostra a Palazzo Reale. 2014. Milano: Skira, p.
100. Here and furthermore — the author’s notes, unless otherwise specified.

2 Inltalian, "Nuclear Painting” - the name of an exhibition in Milan in 1950 that was
organised by Enrico Baj and Sergio Dangelo, participants in the Arte Nucleare (“Nuclear Art”)
movement. In its manifesto, this movement rejected “isms”, stood against the academifying
of art, and declared the breaking down of form and the finding of truth in the nucleus: "The
truth doesn't belong to you, it is found in the atom. ‘Nuclear Painting’ documents this
search for truth." From: Manifesto della Pittura Nucleare. (Translator's note)

3 Piero Manzoni 1933-1963, p. 67.

4 Ibid. p. 15. He is referred to by Gastone Novelli in the work Frammento as well as in Gli
scritti (Grammatica, No. 5, Maggio, 1976).

5 lbid. p.71.

6 Ibid. p. 32.

7 Ibid. p. 32.

8 Diario. Ed. G. L. Marcone. Milano: Electa, 2013.

9 Piero Manzoni 1933-1963, p. 22.

10 In French, "foundation of the world’, “pedestal of the world". (Translator's note)
11 Piero Manzoni 1933-1963, p. 164.

12 Ibid. pp. 46-47.
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