1983

3 4 through
through painting
1983
context
> Mario Merz
1989 Guggenheim Museum Electa
1971 Genoa 1983 1987 Bordeaux 1989
Mario Merz, 1925-2003
Turin FIAT
Universita degli Studi di Ttrino
1945 Fascism 1950 1964
Shaped Canvas 1966 1967 Arte Povera
igloo

Germano Celant, Mario Merz, Solomon R. Guggenheim Museum, New York — Electa, Milano,

1989, p.51: I have always looked for a passage through painting, and I am still looking for it today.
It is a transverse passage, like an airplane charging into a cloud and then flying through another and

yet another.

p.51: You enter the cloud, you pass through it, and then the possibility of making the

igloo explodes, and then you enter another cloud, and so on and so forth.

Damisch
2002 46

Théorie du nauge: pour une histoire de la peinture

Germano Celant 1940- 1967

96 97
Artforum Interview



Danilo Eccher Tommaso

Trini
6
7
physical presence axiomatic
Topology
disciplinary

Rosalind E.
Krauss
¥ 1968

8
Germano

Celant, The Organic Flow of Art, Mario Merz, Solomon R. Guggenheim Museum, New York —
Electa, Milano, 1989, p.25.
! Tableau Painting



1944-1963

1954 1962 1964
relief painting 1966-1967
1 1955-1968

1 1944 -1963

2 1964-

3 1966-1967

4 1968-2003

continuous drawing 1944

1950

Germano Celant, Mario Merz, Solomon R. Guggenheim Museum, New York — Electa, Milano,
1989, p.51: for the medieval world, meant entering a cloud, entering religion, at any price — painting
was forgotten. Today, I’ m not after big painting.



10

1952

Art Informal
1950
Foglia,
1952 1 brut
’ Damisch Théorie du nauge: pour une histoire de la peinture
2002 306

10 Germano Celant, Mario Merz, Solomon R. Guggenheim Museum, New York — Electa,

Milano, 1989, p.51: | enjoy seeing de Chirico make fun of painting, just as Ensor and Rembrandt
make fun of it...In my opinion, they did those paintings after challenging everything else. Picasso
and Matisse did both painting and nonpainting.



1963

15

simultaneity

11

1953

1966-1967

" 2006 121
12 Germano Celant, Mario Merz, Solomon R. Guggenheim Museum, New York — Electa,
Milano, 1989, p.228: Thisinspired me not to be afraid of taking qualitative leaps. jumping froma
painterly order so as to embrace a presence that brings disorder.

Germano Celant, Mario Merz, Solomon R. Guggenheim Museum, New York — Electa,
Milano, 1989, p.51.
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2 1964

131x160x15cm
" .\“ Courtesy Gallera Gian Enzo
' Sperone

1964 Uutitled, 1964 2 blank
canvas Ad Reinhardt,
1913-1967 Lucio Fontana, 1899-1968 Robert Rauschenberg,
1925-2008 Piero Manzoni, 1933-1963

Frank Stella, 1936- 1964

Bruce Glaser

14

modernist reduction

1 Nicolas De Oliveira, Installation art, Thames & Hudson Ltd,1996, p.12, . Glaser,

Bruce,Questions to Stella and judd, interview broadcast on WBAI-FM, New York, February 1964,
edited by Lucy R. Lippard and published in Art News, September 1966. Reprinted in Battcock,
Gregory (ed.), Minimal Art: A Critical Anthology, New York: E.P. Dutton, 1968, pp. 148-64. Quote
p.162: | turned one-by-threes on edge to make a quick frame, and then | liked it. When you stand
directly in front of the painting it givesit just enough depth to hold it off the wall; you’ re conscious
of this sort of shadow, just enough depth to emphasize the surface. In other words, it makes it more
like a painting and less like an object, by stressing the surface.

6



painting

to paint
Cestone, 1967

1917 Fountain =

1913 |
Ruota di Bicicletta
1966 tableau & R
de chevalet
1 -

3 1967
240%200%80
Museo
15 Civico di Torino, Galleria d’Arte
3
Moderna

15 Germano Celant, Mario Merz, Solomon R. Guggenheim Museum, New York — Electa,

Milano, 1989, p.51.



1968
Giap- Se il nemico si concentra perde terrene se si
disperde perde forza 4 300
Se il nemico si concentra perde terrene se si disperde
perde forza Giap Giap
Vo6 Nguyén Giap, 1912-1975

1968

300



16

2 1968-2003

18

Jean Baudrillard

20

Germano Celant, Mario Merz, Solomon R. Guggenheim Museum, New York — Electa,
Milano, 1989, p.106: | wanted,the hemisphere to be nongeometrical, so the hemispherical shape
created, by a metallic structure was covered with sacks or shapeless pieces of material such as soil,
clay or glass. Then | began the work of writing on this structure. | felt it was so important to be
able to write in an absolutely static form like neon.

Alain Cueff, Daniel Soutif and Guy Tosatto. Guido De Werd, Mario Merz: The Cat That Walks
Through the Garden is my Doctor, Hopeful Monster, 2001, p.106: When you have succeeded in
transcending the painting, you can invent the igloo.
malerisch Heinrich Wolfflin, 1864-1945
Clement Greenberg, 1909-1994

1950
body of work

2006
63 64




21

polymorphisme

de nature
2
3
self-sufficient whole shape
composition
2 Jean Baudrillard Le Systéme de objets 2001
40
2 40 41
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23

Paul
Cezanne, 1939-1906
Barnett Newman,

1905-1970

figure-ground 2

25

non-angularity

1950

23

18

2 Clement Greenberg , Art and Culture: Critical Essays, Boston, Beacon Press, 1971,

p.226-227.

25
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assemblage collage

26

T

5 1968 6 1981
200x168x24 250%250
Stedelijk Catello di Rivoli,

Museo d’arte Contemporanea

Citta irreale, 1968 5

(Tenda di Gheddafi, 1981) 6

26 Carolyn Christov-Bakargiev, Arte Povera, phaidon press, 1998, p.252.
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1943
mud

Ralph Blakelock

27

vector space

product space

27

2

» Topology

1956

mural

Jackson Pollock,1912-1956
Albert Pinkham Ryder

incrustation

28

29

inner

Arthur C. Danto, After the End of Art — Contemporary Art and the Pale of History,
University Press, 1998, p.72: The mud abounds in Pollock’s larger works.
8

http://tw.search.yahoo.com/language/translatedPage?tt=url&text=http%3a//www.ikepu.com/maths
/maths_branch/topology total.htm&lp=zh zt&.intl=tw&fr=yfp

13



positive space

negative space inter space

Euclidean Geometry

30

30 Gilles Deleuze Foucault 2000 155

14



grapheing Rudolph Arnheim, 1904-2007

31

32

Pointillism, 1884-

optical
mixtures
look at
look through
33

Cy Twombly,

1928-
34
3 Arnheim Rudolf Awsthetics Design Art Education
1998 230

2 1997 170

34

Arthur C. Danto, After the End of Art — Contemporary Art and the Pale of History,
University Press, 1998, p.75-76.

Germano Celant, Mario Merz, Solomon R. Guggenheim Museum, New York — Electa,
Milano, 1989, p.48: | believe that we can put literature into painting just as the Byzantines did.
The ancient Arabs succeeded in doing so — writing became painting. This has been repeated today
in American graffiti. For me, drawing is writing, and this phenomenon of painting-writing was
something that | felt very deeply.

15



1940 visual poetry

F. T. Marinetti

36

graffito 1960

objet cache-toi, 1968 7

objet cache-toi

1968
37 Solitario Solidale, 1968
—Solitario solidale
1968
33 concrete poetry
36
2002 726

37 Germano Celant, Mario Merz, Solomon R. Guggenheim Museum, New York — Electa,

Milano, 1989, p.106: And over it, | wrote: “ objet cache-toi”. It derives directly from a graffito
written on the walls in Paris in May 1968. This is a second work based on the structure of the
igloo.

16



7 1968 77

400

38 1954

39

400B.C. %

41

38

39

40

41

1946-1954

http://zh.wikipedia.org/w/index.php?title=%E6%AD%A6%E5%85%83%E7%94%B2&variant=z
h-tw
1990 110

Giovanni Lista, Arte Povera, 5 Continent Editions, 2006, p.23.
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42

physical materialism

art as object art as idea
Diisseldorf 68 Prospect 68 Amalfi Arte
povera + azioni povera Op Losse Schroeven: Situaties en
cryptostructure Bern Live in

Your Head When Attitudes Become Form

inscription devices inhuman
Lucy R. Lippard John
Chendlen 1968 Art International
2 Jean Baudrillard Le Systéme de objets 2001
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The Dematerialization of Art

43

non-visible non-visual
4 Giap Speaking Subject
product
45
43
2001 6 30 Lucy R. Lippard and John Chandler, “The

Dematerialization of Art,” Art International, 12:2, February, 1968, p.31: Asmore and more wrk is
designed in the studio but executed elsewhere by professional craftsmen, as the objects becomes
merely the end product, a number of artists are losing interest in physical evolution of the work of
art. The studio is again becoming a study. Such a trend appears to be provoking a profound

dematerialization of art.
44

2001 6 30-33

45

19



1960 1970 radical
architecture Florentine group Surperstudio
Milan-based Archizoom Ettore Sottsass, 1917-

Frank Lloyd Wright,

1867-1959
The Living City, 1958 1966
1951 Richard Buckminster Fuller,
1895-1983 Geodesic Dome
46
IGLOO  HOUSE"
Michael Mc-Donough 1950
1960 1970
48
1960 Robert Smithson,
1938-1973 Robert Morris, 1931-
Richard Long, 1945- Sol Le Witt, 1928-2007
Daniel Buren, 1938- Richard Serra, 1939-

46 Carolyn Christov-Bakargiev, Arte Povera, phaidon press, 1998, p.26.

47 Mario Merz, Mario Merz, Hopeful Monster, 1999, p.90.
* SonfistAlan Art in the land Acritical anthology of enviroment art
1996 325
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Canada's Central Arctic Greenlands Thule area

Davis Strait

2°C 10-20°C*

1968 82

120%200

9 http://en.wikipedia.org/wiki/Igloo
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Igloo
iglu igluvigaq igluvigait 1968
8

9 Pequot
wigwam sassafras

cattail mats

9 1979

300x 600cm
Courtesy Museum Folkwang, Essen

1975

Basel Essen
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1979
1989 Los Angeles

San Fernando

50 4 house that transcends a

house

51

52

1979
Doppio igloo 9

Anaximander, 611 547

%0 Germano Celant, Mario Merz, The Solomon R. Guggenheim Foundation. New York and by

Electa, Milan, 1989, p.108.

http://www.kunst.uni-stuttgart.de/seminar/merz/mmerz1.htm, Germano Celant,
Mario Merz, Solomon R. Guggenheim Museum, New York, 28.Sept.- 26.Nov. 1989, Electa, S.180,
181: the drop escapes from the spoon, reforming as a hemisphere because of the surface tension.
The surface tension of the molecule causes the drop to assume a specific form, rather than
becoming a shapeless entity...The human mind is very close to the form of the sphere. Man has an

intuitive consciousness of the sphere - a piece of fruit, a ball. It is an age-old intuitive form.
52

51

23



Bordeaux

Salpétriere

1987

10 1987

200x400

Zurich

Nagoya

Places Without Streets, 1987

Chapelle Saint-Louis

1987

53

Chapelle Saint-Louis de la Salpétriére
17
Jean Martin Charcot,1825-1893

24

10

53



54

55

icon

54

55

Germano Celant, Mario Merz, The Solomon R. Guggenheim Foundation. New York and by
Electa, Milan, 1989, p.41: What did this new environment represent? If the twigs are a forest, is
theigloo in the middle the lair of a human being or an animal? Are good or bad forces, conscious

or unconscious, rational or irrational forces channeled into this space? Is the central edifice a site
of pleasure or pain, frailty or cruelty?

p.26: It isboth aworld and a small house. ...Theigloo is a synthesis, a complex image.

25



4 1950

\\\ ////
56
Barnett Newman, 1905-1970 field
Robert Rauschenberg, 1925- combine-painting
Andy Warhol, 1928-1987
36 Arthur C. Danto, After the End of Art — Contemporary Art and the Pale of History,

University Press, 1998, p.102.
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57

Supports-Surfaces
1950 60

58

59

57
58

59

Anna Moszynska Abstract art 1999 197

Germano Celant, Mario Merz, The Solomon R. Guggenheim Foundation. New York and by
Electa, Milan, 1989, p.53: | fedl that we once again have to see paintings in their context. When
we see a Titian painting reproduced in a book, it is never presented in its original context. Then,
when we see the real painting, we find it inside an architectural space, with a piece of furniture or
in an arch . It is superbly inserted into a definite and concrete space. Now, my paintings and
sculpture try to carry within themselves something of the environment in which I made them.

p.16, : Mila Pistai, “ Intervista a Mario Merz,” Marcatre (Rome), no. 30-33,

July 1967, p.268: My paintings should not necessarily be hung on the wall, they can be placed on
the floor or attached to the ceiling.... It's good for paintings to start occupying a position in
space....

27



60

nomad

deterritorialization

Sculpture in the Expanded Eield

complex

61

60 p.25: the igloo reveals the essential function of delimiting a territoryor or an

environment between inner space and outer space. It works with limits, such as the perimeter of a
painting, marking the boundary between full and empty.

ol Rosalind E. Krauss 1
2 involution
3 implication Rosalind E. Krauss, The

originality of the avant-gard and other modernist myths, The MIT Press, 1986 p.283, 284.

28
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62

Auguste Rodin, 1940-1917

62

Gemano Celant, Mario Merz Solomon R. Guggenheim Museum, New York — Electa, Milano,
1989, p.106: | made the igloo for three overlapping reasons. First in order discard the jutting
plane or wall plane and create a space independent of the process of hanging things on the wall or
nailing them to the wall and putting them on a table. Hence, the idea of the igloo as the idea of
absolute and self-contained space: it is not modeled: it is a hemisphere place don the ground.

29



1940 1960

63

volume

64

65

63

64

65

Clement Greenberg , Art and Culture: Critical Essays,Boston, Beacon Press, 1971, p.142:
The new construction-scul pture points back, almost insistenely, to its originsin Cubist painting: by
its linearism and linear intricacies, by its openness and transparency and weightlessness, and by
its preoccupation with surface as skin alone, which it expresses in blade or sheet-like forms. Space
isthere to be shaped, divided, encloseed, but not to be filled.

Germano Celant, Mario Merz, Solomon R. Guggenheim Museum, New York — Electa,
Milano, 1989, p.26: The igloo is a subject devoted to a relationship with architecture and
landscape.

Rosalind E. Krauss, The originality of the avant-gard and other modernist myths, The MIT
Press, 1986, p.287: the possibility explored in this category is a process of mapping the axiomatic
features of the architecturial experience-the abstract condition of openness and closure-onto the
reality of a given space.
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forward to the past 1968

1980 1960

Centre Georges Pompidou

— 1959 identité
italienne: I’art en Italie depuis 1959 1980
Cologne Madrid
1980 Sonsbeek ‘86 Skulptur
Projekte in Miinster 66
antiform 1960
1980
67 68
%1970 80 Georg Baselitz, 1938- A.R. Penck,
1939- Francesco Clemente, 1952- Enzo Cucchi,
1949-
1960
representation
Achille
Bonito Oliva, 1939- 1979 La Transavanguardia Italiana

67

Carolyn Christov-Bakargiev, Arte Povera, phaidon press, 1998, p.45-46.
%1970  Loc Benoist peinture
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6 thingly
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antinomy
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mediate
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nominalism
realism
Family Resemblance
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Ludwig Wittgenstein,
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York and by Electa, Milan, 1989.
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Igloo - Wikipedia, the free encyclopedia http://en.wikipedia.org/wiki/Igloo
Interview with Mario Merz, (geb. 1925), Bordeaux, 1987:
http://www.kunst.uni-stuttgart.de/seminar/merz/mmerz1.htm
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