“We affirm that the world’s splendor has
been enriched by a new beauty: the beauty
of speed. A racing car whose hood is
adorned with great pipes, like serpents of
v.'\pluxl\‘c breath—is more beautiful than
the Victory of Samothrace.’

Filippo Tomasso Marinetti

Futurist Manifesto

February 20, 1909

['he Futurist movement lasted for or
a few extraordinary years, beginning
with the 1909 publication of Marinetti’s
Futurist Manifesto and continuing until
the end of the first World War. Marinetti’s
treatise shattered the narcissism and
nostalgia of fin-de-siécle art; it proclaimed
that artists should promote change and
turn to face the future: hence the name of
the movement. Marinetti, the movement’s
financial backer as well as inventor, was
an untiring propagandist and able to
give Futurism a cohesiveness that other
contemporary movements lacked. The
principal proponents of Futurism—
Umberto Boccioni, Giacomo Balla, Gino
Severino, and Carlo Carra—were intent
on reflecting the aesthetic of the new
century, especially the element of physical
moveme...

“Futurism & Futurisms,” the inaugural

nibition of the recently restored Palazzo

srassi in Venice, reveals Futurism to be

an international rather than a specifically
Italian cultural phenomenon, involving
virtually every aspect of culture
painting, ceramics, sculpture, literature
architecture, music, photography
typography, theater, film, fashion,
and interior decoration. Here, in over
1,000 illustrations, of which nearly 700
are reproduced in color, are ranged
extraordinary aspects of Futurism in its
many different languages and settings—
from Russia to Mexico, from Japan
to Great Britain. Pontus Hulten, who
organized the exhibition and the catalog,
analyzes the antecedents and aftermath of
Futurism as well as the movement itself
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different forms in different countries, with a complex
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Futurism & Futurisms
by Pontus Hulten

It has frequently been necessary to go back and explore the great moments
of the early 20th century, moments that have been forgotten due to the
century’s complex history and the tragic events of a long and difficult in-
termediary period. The revolutionary impact of the cultural events before
World War One has become obscured and must be re-established.

In Paris a series of four exhibitions were organized which traced the
cultural interchange between Paris and New York, Paris and Berlin, Paris
and Moscow, and Moscow and Paris. In terms of establishing the identity
of France and of Paris, these exhibitions were important. They
demonstrated in all their complexity the exchanges that took place be-
tween French culture and three other countries. These exhibitions reinforc-
ed our ideas about the beginning of the 20th century and the origin of our
present situation. Thus they concerned the identity of today — both the
identity of a culture and a city and the identity of a century.

Discovering the mistakes that the intellectuals at the turn of the century
sometimes permitted themselves to make has been part of the experience
of rediscovering our predecessors. And it is not a minor adventure to see
with what courage and strength they launched the new age, even if many
of their innovations were later left behind. Generally speaking, the century
was to become the apotheosis of the visual, and the artists’ productions in
many cases survived more gracefully than did the literature.

Futurist pictorial art is more polyvalent and less obviously aggressive than
the literature; perhaps the intrinsic beauty of the artists’ materials
prevented their works from becoming too violent.

Like the Paris exhibitions, this exhibition will establish the identity of the
Italian voice within the international discussion of those years.

We tend to think of our own period as extraordinarily fragmented and

diverse, but actually the Futurist period was no different.
In the same year that Matisse painted Luxe, Calme et Volupté, which
represented what was then the most radically new in French art, Marinetti
wrote Let’s Kill Moonlight. Two utterly contradictory and extreme
statements!

The exhibition ‘‘Futurism & Futurisms” is the first of its kind in
Europe. A beautiful Futurist exhibition was displayed in the Fine Arts
Museum in Philadelphia in 1981, and has been an inspiration for us while
working on this show. Its catalogue remains one of the best contemporary
documents on the subject. There have been Futurist exhibitions in France
and elsewhere, but they were limited by the conception that Futurism was
a specifically Italian art movement. In the exhibition at Palazzo Grassi,
Futurism will be studied for the first time as an international cultural
phenomenon involving virtually every aspect of culture: painting, sculp-
ture, literature, architecture, music, photography, typography, theatre,
cinema, fashion and interior decoration. Thus we can see Futurism as ‘‘arte
totale”’, an all-encompassing cultural expression that produced an answer
to any question posed.

Futurism is a very Italian product and its ambitions probably reflect the
national characteristics. It required a sense of the grandiose to conceive
and launch a new movement using the model of the Baroque, a general pro-
gramme that embraced all aspects of culture. In this exhibition an effort
is made to display and explain in the best possible way the extraordinary
Futurist literature in its many different languages and settings — from
Russia to Mexico, from Japan to Great Britain.

The first time something new is expressed, the expression may be crude
and immature, but the new later appears in its purest and most impressive
form. In pictorial art the first years are the most interesting. They are the
launching years when the fight is the hardest because the environment is
still, in most cases, hostile to the new; they are the years of the strongest
concentration, because of the surrounding tension. They are also the years
of struggle with the media of expression in order to define in the clearest
way the new ideals. Little by little a decorative tendency appears; the at-
titude behind the work is not so much one of effoit as of production. There
is a period of good, mature work, and then the decorative begins to take
over. In the case of Futurism, the strong period was relatively long; it
lasted from 1909-10 until 1918. There seems to be a metaphysical reason
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for the great number of major works produced in those vyears.
(““Metaphysics’’ is used here in the sense of appealing to the unconscious.)
The force and speed of the evolution was an incitement in itself, movement
was an element of stabilization, as when one is cycling.

The going was good, very good for a number of years. Then towards the
end of the war many things changed — Boccioni and Sant’Elia died; the
frontiers opened again. Futurism entered a different phase, Cubism in
France was dead and the Dada movement, which had learnt much from the
Futurists, began to attract young artists and intellectuals around the world.
A special section will be devoted to Futurist architecture in this exhibition,
and it may be one of the most surprising.

This architecture, which said goodbye to archeology and hailed the new
technology, was aborted in its homeland by the premature death in the war
of its main figure, Antonio Sant’Elia, but was further developed by the
next generation. A great number of the ideas that later became central to
the functionalist theories of Gropius and Le Corbusier were already pres-
ent in Boccioni’s and Sant’Elia’s texts on architecture. In his drawings,
Sant’Elia’s ideal city is conceived as a man-made mechanized mountain
landscape, artificial Alps whose peaks and valleys are built of steel and
glass, connected by escalators and elevators leading to different levels in
connected complexes. These mountains were to be decorated by gigantic
neon images and publicity slogans; it would be the city of the progressive,
pluralistic, biomechanical men and women of the future.

The most extreme ideas in the Futurist manifesto on architecture,
““each generation creates its own architecture in exchangeable materials™,
was not understood until much later, by Buckminster Fuller and the
Archigram-Group of London in the Sixties, with their “plug-in city’” and
“instant architecture”’. The Centre Georges Pompidou in Paris, conceived
by two architects of Italian origin, Renzo Piano and Richard Rogers, and
completed in the beginning of 1977, is clearly an expression of Futurist
ideas in architecture.

Many different, but related, activities have been scheduled to coincide
with the exhibition in Palazzo Grassi. There will be a varied film pro-
gramme connected with the exhibition, and a special publication dedicated
to Futurism and film. The cinema played a central role in the Futurist
world; the movement studies by the American Eadweard Muybridge and
the Frenchman Etienne-Jules Marey, who spent much time in Italy, were
essential in formulating the Futurist image. Mareys’s studies became one
of the most important factors leading to the creation of the cinema — one
could say that he invented the movies. His movement studies will be
displayed in the exhibition. The few films that are directly related to
Italian Futurism will be shown, along with a great many important produc-
tions inspired by Futurist ideas.

The exhibition is divided in three sections: ‘“‘Towards Futurism’,
“Futurism’’ and ‘‘Futurisms’’. The small section ‘“‘Towards Futurism’’ will
occupy four rooms on the ground floor of Palazzo Grassi and contain works
that were created independently in different countries between the
Eighties and 1909, the year of the first Futurist manifesto. This material
has been drawn from science, literature, photography and film. There are
also paintings, sculpture and drawings. Also in this section are works by
Italian Futurists produced previous to 1909. “Futurism’ occupies the en-
tire first floor of Palazzo Grassi and contains the works of the Italian
Futurists created between 1909 and 1918. “‘Futurisms’’ is presented on the
second floor of the Palazzo and traces the extraordinary expansion of
Futurist ideas from 1909-10 until the mid-Twenties. It also follows
developments in Italy after World War One. This section ends with a
presention called ‘“‘Futurism and Everyday Life’’, demonstrating how the
Futurist style penetrated the environment. There are plans for a con-
tinuous presentation of Futurist cinema and related films shown on video
monitors to be included in this section.
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Futurist Prophecies
by Pontus Hulten

“What you so rightly
thought though it was wrong...’

3

An exhibition in Venice on Futurism can be seen as an ironic comment on
the history of 20th century culture as a whole. This city was the special tar-
get of the contempt of Filippo Tommaso Marinetti and the other Futurists.
It was for them the apotheosis of passéism; thev singled out Venice to re-
present the kind of Italian culture that had to be defeated and destroved,
to give way to a new future. In this programme the Futurists failed shame-
fully, for the historical Venice is more protected than ever, sometimes to
an absurd and self-destructive degree. The present-day attitude toward the
past is an illustration of our dependence upon history.

Archeology takes precedence over construction, by law. We protect the
physical monuments, the old buildings, the old cities, but our interest even
embraces the history of families, regions, nations, in a way previously
unknown.

On the other hand the new has triumphed in a way similar to the Futurists’
wildest and most aggressive fantasies. High technology skyscrapers, free-
ways, space travel — all belong to everyday life. Marinetti understood that
the new culture was to be of a technological nature; but to see a robotized
automobile factory in modern-day Turin would nevertheless be a shock to
him. He died in 1944, little more than forty vears ago and it would surely
be hard for him to realize that his outrageous prophecies, thrown out as
aggressive jokes and provocations, had so soon become realities.

The Futurists wanted wars in order to clean the world, and they got wars,
to the point that the world received such a good cleaning that little was
left. However, the new, from which a part of the world population is now
profiting, is not the product of war but of peace; for forty vears, under the
shadow of a world catastrophe, humanity has lived in relative peace com-
pared to the first half of the century. The glorification of war has come to
seem very old-fashioned, a definitely passéist notion.

The idea of the new triumphed in the middle part of the century. In the
field of art, quality was for many vears identical with invention, and one
source of this conviction was the Futurist conception of the new. Recently
we have, at least momentarily, become tired of this notion and have adopt-
ed a more mannerist attitude, mixing old and new in complicated systems
of reference. The Futurists had the advantage of a simpler frame of refer-
ence. For young people in Italy in 1900 there were two worlds before their
eves, the old and the new. In countries like Italy and Russia this contrast
was more exaggerated than, for example, in France, and this probably ex-
plains the differences in the attitudes adopted by the yvoung people and
their subsequent reactions. In France the new technology entered gradual-
ly; one must remember that the first automobile (Cugnot) existed in France
before the revolution in 1789. In Italy the new was largely an imported
product and the contrast between old and new was therefore much sharper.
Consequently the reactions were stronger, more violent, less nuanced.
The two great nations of Europe (France and Italy) launched two different
cultural movements: Cubism and Futurism, each movement characteristic
of the nation where it was born. Both movements were essentially theories
of visual expression, and in fact the century became visually oriented. Cu-
bism profoundly influenced both the way we see and the way we conceive
the world. The Cubists put a large question mark after the Reinaissance
theory of perspective, created by Alberti and Brunelleschi, and replaced it
with a new theorv. Cubist ideas penetrated virtually every form of expres-
sion after 1910 in a profound and permanent fashion; they represented a
new art and therefore a new man.

Within the cultural milieu of 1910, Cubism was an elite affair, fully acces-
sible intellectually to only a small number of people. But the world was
waking up to a new age, the industrial and technological age, and this
awakening affected even peripheral and less educated areas. Futurism had
no less influence than Cubism but its tactics and theories were different.
Cubism was individualistic and contemplative; Futurism was social,
political and aggressive.

One of the elements that Cubism and Futurism held in common was an in-
terest in movement, a fascination with the dynamics of existence; thev
both revolted against the old static manner of perception. The studyv of
movement in modern times began at approximately the same moment in
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the late 19th century with two different men, Etienne-Jules Marey in Paris
and Eadweard Muybridge in California. Marey was a highly cultivated Pa-
risian, a professor and a physiologist. He was acquainted with the most
sophisticated painters and poets of his time. (He seems, for example, to
have known Rimbaud.) Muybridge was an adventurer (he was involved in
a murder case) who began his study of movement in 1872 when Leland
Stanford, the ex-governor of California, commissioned him to take photo-
graphs of a racehorse of which he was especially proud. (The famous legend
that Stanford wished to win a bet about whether a galloping horse ever has
all its feet off the ground at one time unfortunately seems to be apocryphal.
However, Muybridge’s photographs did in fact establish that this is the
case.) The respective approaches of the two men were as different as their
personalities and environments. Marey worked in a methodical subjective
manner, and Muybridge in a more aggressive, social, even political fashion.
The resulting difference in procedure was that Marey tried to synthesize
on a single photographic plate successive movements such as those of a
bird, as seen from a single point of view. One person looked through a lens
that followed the trajectory of the subject. Muybridge, on the contrary, set
up several cameras side by side, so that each one successively captured an
isolated picture of movement; the separate images were then combined to
approximate the flow of movements.

The connections between these first modern studies of movement and
space and the birth of Cubism and Futurism in Paris and Italy at the begin-
ning of the century have often been studied and described but are still not
very clear.

The conception of movement and space proposed by Picasso and Braque
in the analytical phase of Cubism is of a contemplative, clinical, subjective,
almost introverted type, based on studies of what happens when the eyes
of one person move over an object, a landscape or a figure. A Cubist paint-
ing can show the different aspects of a drinking glass, for example, in one
image: in profile, seen from below, seen from above, etc., but it is not the
glass that has moved, it is the gaze of the spectator (the artist). The envi-
ronment of the operation is the artist’s studio, or the space surrounding the
artist and his easel. The spiritual atmosphere of the creation is dominated
by a feeling of intimacy between the painter and his subject, an atmosphere
of patience and formal contemplation in a kind of studio-laboratory. It is
a new concept of perspective more than a study of movement. The under-
lying attitude is more psychological than literary, as much an exploration
of the self as of the world.

The Futurist involvement with movement was of another kind. The agita-
tion, even the violence, of the new industrial society was the subject of
their interest, and their inspiration was more literary. If French Cubism
was the result of a long, complicated and mostly obscure evolution, combi-
ning elements taken from Symbolist poetry, from the most advanced scien-
ce of the period, and from philosophv and mathematics, Italian Futurism
was the almost single-handed creation of Filippo Tommaso Marinetti. Fu-
turism’s characteristic fascination with movement arose out of an intelli-
gent analysis of what was specific in the new, and a wilful application of
the result of this analysis. This attitude resembled Muybridge’s method of
study in its clear-cut forcefulness, its application of great means and resour-
ces, its great power of realization.

There is no doubt that Marinetti created Futurism as an Italian answer to
the discoveries in Paris, and it is of course for that reason that in February
1909 he published his Futurist Manifesto in the Parisian newspaper Le Fi-
garo. When the Manifesto was published not a single Futurist painting or
sculpture had yet been conceived. It was through Marinetti’s extraordinary
energy and through his financial resources that the movement was
launched and developed with such lightning rapidity. At the time of the
publishing of the first manifesto, Balla was a Post-Impressionist Symbolist
painter of great talent, but without the force that he later achieved as a
Futurist. Boccioni, who was much younger (born in 1882, whereas Balla
was born in 1871), had produced brilliant work in several eclectic styles,
but was nothing more than ‘“‘promising’’ in 1909. Only a full year later,
in February 1910, did Marinetti meet those who would become the great
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Futurist painters. He virtually enrolled all of them — Balla, Boccioni, Car-
ra, Russolo and Severini — in a creative venture that has no counterpart
in modern cultural history. He could do this because he possessed a unique
combination of skill and strength.

Futurism became an unprecedented success. One of the reasons was
that a cultural vacuum existed in Europe, which was strongly felt by young
people. They possessed much more money and education than their fathers
and mothers had, and the bourgeois society with its established tastes and
opinions seemed stale and confining. Strindberg wrote: ““Wreck, to get air
and light”’. The anarchist movement, which had a mostly proletarian fol-
lowing, seemed to set an example that could not be ignored.

This was true with regard to Italy and even more so with regard to coun-
tries such as Russia, Scandinavia, Spain and Portugal, even Mexico and Ja-
pan. Expanding industrialization and the media had created a new public,
which could not be content with the warmed-over culture that their par-
ents and grandparents had been served generation after generation. Futur-
ism had an accessibility, a journalistic quality that appealed strongly to
youth. It was perfectly clear that the future was going to be with the new,
not with the old. The Futurists’ aggressive delivery of their message was
attractive.

At the turn of the century the French avant-garde was very isolated. There
was scarcely any connection between official French cultural politics and
the avant-garde. The avant-garde was highly individualistic, and each man
and woman had his or her standpoint and opinion. The attitude was more
scientific than journalistic (for example, Marcel Duchamp created some of
his most important Dadaist works before the outbreak of World War One,
but he did not think of showing them publicly). The rather exclusive, con-
templative and introspective character of Cubism made it difficult to grasp
and appreciate. Cubism was totally concentrated in Paris, in a small and
sophisticated circle around Picasso and Apollinaire, neither of whom
wanted to adopt the role of the prophet and leader of an international mo-
vement representing the Zeitgeist.

The situation in each country was different, but there was a general pat-
tern. The closer to Paris, which was the centre, and the more established
the bourgeois culture, the stronger was the resistance to the new ideas, and
the more sophisticated the opposition of the bourgeoisie. Farther away the
ideas met with a warmer reception, at least in some of the countries less
bound by tradition. This distinction between a centre and the periphery
became even more marked in the next, wartime phase, when Dada and
Constructivism appeared. Far away from the centre, the surrounding sup-
port was weak but so was the resistance. The more sophisticated countries
had to go through the Dada revolution, with its radical destruction of old
values, whereas the more peripheral countries moved directly into a new,
constructive phase, as there was less to be destroyed. Italy, which had al-
ready launched Futurism, had no Dada movement at all. Then the enor-
mous political upheavals in the Twenties and Thirties again totally changed
the international picture.

In the gigantic Russian Empire, whose young intellectuals were struggling
to overcome their provincialism, Futurism experienced one of its high mo-
ments. The Russian “‘Cubo-Futurism’’, as Kazimir Malevich chose to call
it, became a special brand, and in consequence an extraordinary artistic ad-
venture took place. Cubo-Futurism led to the creation of Suprematism and
the great Russian Futurist architecture inspired by Vladimir Tatlin’s tower
for the Fourth International of 1917. Russia was a nation without a great
pictorial tradition, and this may be one reason why Futurism could develop
there with such fantastic rapidity. Futurist literature also flourished for a
few years in Russia, before, during and just after the revolution, with
leading figures like Kruchenykh, Khlebnikov and Maiakovsky. Khlebnikov
strongly insisted on what was characteristically Russian in his production
and his position, but Maiakovsky modelled himself on Marinetti, and be-
came a great traveller, performer and public figure, and an international
torchbearer for Futurism. Marinetti and Maiakovsky thus became the fig-
ureheads of the two main branches of Futurism, the Italian and the Rus-
sian. Both in different ways became victims of their political roles, poets
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destroyed by their involvement in political developments that they could
not control, and the evolution of forces and ambitions to which they were
too close to evaluate clearly. Maiakovsky committed suicide in 1930. Mari-
netti was by that time almost completely isolated from contemporary intel-
lectual life.

In Germany very interesting things were occurring both in Munich and in
Berlin during the first part of the century. But generally speaking Ger-
many was only slightly touched by Futurism. Nevertheless, almost every
good young German artist of the time produced a few Futurist works. The
extraordinary self-sufficiency of the German bourgeois culture was hard to
penetrate. The Dada movement would have to do the great revolutionary
work, after the war, after 1918.

In Great Britain a dissident branch of Futurism, Vorticism, brought to-
gether for a very short time some of the most brilliant young intellec-
tuals in the country. Poets such as Ezra Pound, painters such as Wyndham
Lewis, Wadsworth and Bomberg, sculptors such as Gaudier-Brzeska and
Jacob Epstein.

Who was this young Italian poet who created Futurism? At the begin-
ning of the century, Filippo Tommaso Marinetti was an ambitious but
rather conventional young Symbolist writer, dividing his time between
Paris and Milan. He was born in Alexandria, and had the strong nationalist
feelings of the foreign-born, who have to prove their patriotism to them-
selves and others. The very large fortune that he inherited as a young man
from his father, gave him the power to expand his ideas that no other poet
of his generation possessed, and he did not hesistate to use it.

One can guess that the poet in France who made the strongest impression
on the young Marinetti was Alfred Jarry; and, later, the public figure who
especially caught his eye was Guillaume Apollinaire, the great promotor
and defender of the Cubists.

To understand the rapid expansion of Futurism in Italy and in the world,
Marinetti’s volcanic energy and ambition must be taken into account. He
could also do what many poets dreamed of but could not afford: publish,
if necessary, at his own expense, and travel when necessary. He could rent
an art gallery for an exhibition or a theatre for a performance. It may be
unusual to bring in an argument like this to explain the success of an art
movement and a cultural phenomenon, but Marinetti is a very unusual and
extraordinary poet.

He had a sense for public relations that has remained unsurpassed, at least
in Europe. Maybe Barnum had some of Marinetti’s talents. Half a century
before Marshall McLuhan, Marinetti realized that ‘‘the medium is the mes-
sage”’. One only has to look at the way he launched the first manifesto to
see how daring and skilful he was at public relations. Through the efficient
publication of a pseudo-event (the creation of Futurism) in the mass media,
information became reality. Also the Manifesto of the Futurist Painters was
published (1910) before there was much Futurist art to be seen. The infor-
mation preceded and formed the evolution. Perhaps it could be said that
Futurism, more than anything else, has formed the present media situa-
tion. It is not so much an example of art entering real life, as of art break-
ing out of its confinement within the cultural sphere. According to every
testimony, Marinetti had phenomenal stage presence — he could magnet-
ize the public with his enormous energy and wit. We are told that Marinet-
ti asked a spectator who continued to whistle while he was reading one of
his poems: ‘“Has your head sprung a leak?”

Thanks to Marinetti, the Futurists were quite well organized. During the
heroic years between 1909 and the middle of the war there was an office
in Milan that took care of correspondence, publicity, distribution of books,
pamphlets and manifestos, something that no other art movement had ever
disposed of. H. Walden used it as a model when he organized Der Sturm
in Berlin. It is believed that two thirds of the books, magazines and broad-
sheets that the Futurists published were distributed free of charge as “‘pro-
paganda’ material. The office followed in detail any mention of Futurism
in the world press, whether in Japan, Armenia or South America. Marinetti
was such an active correspondent that one recipient of his letters finally an-
swered: “‘Just let me die in peace” (the composer Saint-Saéns).

18



Much of Marinetti’s writing was aggressive and sometimes bombastic in to-
ne and can be tiresome to read. This side of his work has not survived well.
To understand the violence of Marinetti’s statements one must remember
that just before the Manifesto was published an extraordinary number of
revolutionary books and theories had appeared. He felt that he had to com-
pete with such works as:

Baudelaire, Les fleurs du mal, 1857

Marx, Das Kapital, 1867

Nietzsche, Gotterdammerung, 1888

Wilhelm Ostwald, Die Uberwindung

des wissenschaftlichen Materialismus, 1895

H.G. Wells, The Time Machine, 1895

Bergson, Matiére et mémoire, 1896

Emile Verhaeren, Les villes tentaculaires, 1896

Gabriele D’Annunzio, La citta morta, 1898

Freud, Traumdeutung, 1900

Rudolf Steiner, Theosophy, 1904

Mario Morasso, La nuova arma (la macchina), 1905

Bergson, L’évolution créatrice, 1907

Papini, I/ crepuscolo dei filosofi, 1908

Georges Sorel, Réflexions sur la violence, 1908

Jules Romains, La vie unanime, 1908.

The two strongest personalities in the Futurist movement were Mari-
netti and Boccioni. Boccioni died at the age of thirty-four, in August 1916,
in an accident during the war. One is of course tempted to speculate on
what would have happened if, instead of disappearing, he had become the
Futurist counterpart to Pablo Picasso, something that speculatively speak-
ing is not at all impossible, considering the quality of the work he produced
before he died. The saying that ‘‘nobody is irreplaceable’” does not seem
to be proven by history, at least as history is seen in the Western world.
For example, if neither Marinetti nor Boccioni had existed, it is doubtful
that Futurism would have existed. Boccioni’s disappearance created a va-
cuum in Italian culture for a great number of years; none of the other Futu-
rists could replace him.

One can take the next step and speculate about Marinetti’s personality.
If Marinetti had not been fascinated with violence and death, would
Futurism have taken another road? A cultural phenomenon like Futurism
depends on a great many factors: the evolution of history, the spirit of its
birthplace, geography, economics, world events. But it also depends on a
very small number of people and their strengths and weaknesses.
Marinetti called Futurism ‘‘an aesthetic of violence and blood”’. His cult
of strength was related to his faith in evolution and optimism. He derived
his ideas from Social Darwinism and from evolutionism in the natural
sciences of the 19th century, but gave them an extreme interpretation, not
realizing until it was too late the dangers of dehumanization, of fisicofollia,
and of replacing human values with the concept of energy. He saw that hu-
manity was being ‘‘materialized’’, and matter ‘‘dematerialized’’. War was
to be the remedy and the agent for great changes. Even if much of Marinet-
ti’s worship of violence was there for its shock effect (pour épater le bour-
geois) the events of the Thirties and Forties tragically illustrated what he
had written.

Eros and Thanatos were confused in Marinetti’s imagination, as they
were in the Marquis de Sade’s and Lautréamont’s. Even if everybody can
understand that sexuality is necessary for the continuation of the human
race and that death is needed for the same reason, so are, for example, eat-
ing and medicine. This pathological confusion, several times expressed in
Marinetti’s writing, was perhaps the source of his worship of violence, and
was certainly a determining element in his personality. The mcompatlbllm
of power and love seems not to have been clear to Marinetti. He seems to
have had difficulty understanding the relation between sexuality and love.
Perhaps this connection was too sophisticated and not scientific enough,
not “‘new’’ enough. This problem is evident in a title such as Contro I'amore
ed il parlamentarismo (and with Marinetti titles are important); it is a part
of War the Only Hygiene for the World, 1915.
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Marinetti at least had the courage to mention the word amore, he was not
hiding behind a scientific term, as did most of the people involved in the
emotional confusion of the Twenties and Thirties. The emotional crisis of
the mid-century is still with us today, and it is the element in this century
that is the hardest to understand and digest.

It is no accident that the five major Futurist artists each painted before
1914 one’ large ambitious and important painting: Balla, Speeding Car;
Boccioni, The City Rises (which was meant to be part of a triptych); Russo-
lo, Revolt; Carra, Funeral of the Anarchist Galli; Severini, Pan-Pan a Monico
(now lost). The Futurists were a closely knit and well-organized group, al-
most like a commercial, political or military operation. To rival the Cubists
in Paris was their aim.

Balla’s most impressive Futurist work is undoubtedly the series called
Speeding Car. There are between fifteen and twenty works in the series, all
of different sizes, with a very large final painting. With the kind of method-
ical, stubborn, logical attitude that one expects from a scientist, Balla
studied the cars passing on Via Veneto in Rome. The first small drawing
represented a realistically drawn Fiat; only a single feather of dust by the
back wheel showed that the car was in motion. Then in painting after
painting (whose chronological order is not known) Balla developed the in-
tricate interrelations between the rotation of the wheels, the movement of
the car in its totality and the roar of the motor. Balla’s cars in this series
became more and more abstract. In the end, although the image no longer
represented movement, it expressed movement.

Carra’s largest and most important Futurist work is Funeral of

the Anarchist Galli. It is Carra’s counterpart to Boccioni’s The City Rises.
Carra’s aim in the painting was not to show the workers and the police on
a specific occasion, but rather to depict powers in society confronting each
other in a conflict determined by destiny.
Carra had a profound and original conception of Futurism that he also ex-
pressed not only in paintings but in dense collages such as Interventionist
Demonstration. When one sees the originals, one is surprised that they are
so small and yet so monumental.

In the suite of great Futurist paintings Russolo’s Revolt possesses the
strongest symbolic density. This painting was probably the inspiration for
Lissitsky’s famous Red Wedge. Russolo was a mystic, and the energies he
was interested in were transcendental. For Russolo, matter was a form of
energy, as were music and aromas, but with a slower rate of vibration. His
world was made of vibrations and pure sensibility. Russolo’s main interest
was perhaps his music. Those who heard his music-machines, the ‘““‘intona-
rumori’’, were surprised to find that the sounds were discreet and subtle,
even difficult to hear.

Severini had a great formal talent and was very productive. In the great

dance scenes that he painted, mostly in Paris, the pattern of movement is
different from that of the other Futurist works. It is not a movement from
right to left or left to right; rather it is centred and frontal, like a spasm
in a mass of bodies. In this respect his work resembles that of the Cubists.
Severini’s dance paintings suggest different kinds of music: foxtrot, waltz,
tango. In several portraits he experimented with a combination of Futurist
and Cubist conceptions. Severini was to become the liaison between Paris
and Milan.
These five large paintings definitively belong to the best work produced by
the greatest Italian Futurist painters. None of these painters ever attained
later a level of quality comparable to that of the works they produced be-
tween 1910 and 1918.

Futurist aesthetics have become a source of inspiration for several gener-
ations. The integration of the human figure in the environment, the idea
that energy is running through matter and man (one aspect of the fisicofo/-
lia), has been assimilated by our culture. The Futurists embraced subjects
that once lacked cultural status (science, technology, big cities) but are now
part of our cultural heritage.

The media of today have enforced the notion of simultaneity to such a
degree that one sometimes wants to escape it; so is it with the fragmenta-
tion of reality. Such a complex notion as the state of mind, the expression

20















oil on canvas, 116 x 160 cm

Giacomo Balla
Bankruptcy

1902
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Wladimir Baranoff-Rossiné

Sunset on the Dniepr Baranoff-Rossiné and the other future
1907 Russian Cubofuturists developped
oil on canvas, 63 x 85 cm a divisionist style parallel to the ltalians

Paris, Eugéne Baranoff-Rossiné Collection
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Umberto Boccioni

Speeding Car

or Motor Car and Fox Hunting

1904

tempera on thin paste-board, 55 x 105 c¢m
Automobile Club d’Italia
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Umberto Boccioni

Workshops at the Porta Romana

1908

oil on canvas, 75 x 145 cm

Milan, Banca Commerciale Italiana S.p.A.
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Umberto Boccioni

The Drean: or Paolo and Francesca
1908-09

oil on canvas, 140 x 130 cm
Private Collection

31



32

Carlo Carra

[_c'ifi‘.;fi_\ the Theatre

1909

oil on canvas, 69 x 91 cm

on loan from Salome and Eric Estorick




Carlo Carra

Piazza de! Duomo

1909

oil on canvas, 45 x 60 cm
Private Collection
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Mikalojus Konstantinas Ciurlionis

Star Sonata. Allegro

1908

tempera on paste-board, 72,2 x 61,4 ¢cm
Kaunas, Lithuania, Museum Ciurlionis

Cunlionis, who died in 1911, had shown
stich work in Paris
at Beinheim Jeune in 1910









Augusto Giacometti

Music

1899

chalk and oil on paper, 186 x 109 ¢cm
Zurich, Kunsthaus
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Frantisek Kupka

Riders

1900 c.

ink on paper, 40,5 x 54 ¢m

Paris, Musée National d’Art Moderne,
Centre Georges Pompidou







Mikhail Larionov

The Rain

1904

oil on canvas, 85 x 85 cm
Private Collection
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Mikhail Larionov

Lish at Sunset

1906

oil on canvas, 89 x 125 cm
Private Collection

41






Etienne-Jules Marey

Chronophotographic Study Chronophotographic Study Chronophotographic Study

of Human Locomotion of Human Locomotion of Human Locomotion
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1886 1886 1886

photograph b/w, 9 x 25 cm photograph b/w, 9 x 30 cm photograph b/w, 9 x 30 cn

Beaune Beaune Beaune
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Etienne-Jules Marey

Chronophotograph. Long Jump with a Pole
1890

photograph b/w, 14 x 35 cm

Beaune

Musée E.J. Marev et des Beaux-Arts
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Georges Mélies

20,000 Leagues under the Sea The Impossible Voyage With Marinettian energy, Méliés drew
1902 1904 the costumes and machines, staged,

China ink and blue pencil on paper China ink on paper, 17 x 26 ¢m played, shot and distributed his own films
21 x 30 cm Paris, Cinématheque Francaise

Paris, Cinématheque Francaise

A Trip to the Moon The Devil Makes a Hullabaloo
1902 1906

ink on paper, 25 x 32 cm China ink on paper, 16 x 23 cm
Paris, Cinématheque Francaise Paris, Cinématheéque Francaise
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Edvard Munch

Children on the Road
1906

oil on canvas, 75 x 90 cm
Oslo, Munch-Museet
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Giuseppe Pellizza da Volpedo

Car at the Passo del Penice

1904

oil on paste-board, 35 x 50 cm
Romagnese, Pavia, Italo Pietra Collection
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Giuseppe Pellizza da Volpedo

The Rising Sun

1903-04

oil on canvas, 150 x 150 ¢cm

Rome, Galleria Nazionale d’Arte Moderna
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Gaetano Previati

Paolo and Francesca

1901

oil on canvas, 230 x 260 cm

Ferrara, Galleria Civica d’Arte Moderna




Gaetano Previati

E]'O.:L‘:f

1907

oil on canvas, 116 x 144 ¢
Private Collection
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Romolo Romani Romolo Romani

Lewdness The Scruple

undated undated (1904-06)

pencil on paper, 62 x 47 cm pencil on paper, 63 x 48 cm

Brescia, Musei Civici d’Arte e Storia Brescia, Laura Ronchi.Braga Collection
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Medardo Rosso

Smiling Child

1889

wax, 27 x 19 x 18 cm

Lugano, Pieter Coray Collection

Madame X
1896
wax, 30 x 19x 17 cm

Venice, Galleria Internazionale
d’Arte Moderna, Ca’ Pesaro

Child at the Kitchen-Range

1892 c.

wax, 45,5 x47,5 x 13 cm

Milan

Danila Rosso Parravicini Collection

Portrait of Mrs Noblet

1897

plaster, 67 x 57 x 55 cm

Rome, Galleria Nazionale d’Arte Moderna
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Medardo Rosso
Bookmaker

1894

wax, 48 x 43 x 46 cm
Milan

Danila Rosso Parravicini Collection

60






Luigi Russolo

Nietzsche and Madness

1907-08

etching, 12,6 x 12,7 cm

Milan, Civica Raccolta delle Stampe
Achille Bertarelli, Castello Sforzesco




Georges Seurat

The Eiffel Tower

1889 c.

oil on panel, 24 x 15 cm

San Francisco, The Fine Art Museum
of San Francisco

purchase William H. Noble Fund

This painting was nade before
the Eiffel Tower was completed
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-Knox Art Gallery

Le Chabut (Final study)
oil on canvas, 67,2 x 57,8 cm
Buffalo-New York, Albright

Georges Seurat
1889-1890

General Purchase Funds, 1943
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Georges Seurat
«Le cirque, study
1891
oil and pastel on canvas, 53 x 45 cm
Paris, Musée d’Orsay
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Mikhail Vrubel

The Pear!

1904

pastel and gouache on paste-board, 35 x 47,7 ¢cm
Moscow, Tretjakovskaja Galeria
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Giacomo Balla

Street Light

1909

o1l on canvas

174,7 x 114,7 cm

New York,

The Museum of Modern Art
Hillman Periodicals Fund
1954
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Giacomo Balla

The Hand of the Violinist

or Rhythm of the Violinist

1912

oil on canvas, 52 x 75 cm

on loan from Salome and Eric Estorick







Giacomo Balla

Girl Running on a Balcony, study

1912

pencil and ink on paper, 24 x 26,5 cm

Private Collection

Giacomo Balla

Girl Running on a Balcony, study
1912
ink on paper, 17 x 24,5 cm

Milan, Civica Galleria d’Arte Moderna
Raccolta Grassi
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Giacomo Balla

Gurl Running on a Balcony

1912

oil on canvas, 125 x 125 cm

Milan, Civica Galleria d’Arte Moderna
Raccolta Grassi
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Giacomo Balla

Abstract Speed + Noise

1913-14

oil on wood, 54,5 x 76,5 cm

Venice, Peggy Guggenheim Collection
(Solomon R. Guggenheim Fund)

Giacomo Balla

Abstract Speed

1913

oil on canvas, 53 x 75 cm
Private Collection

Giacomo Balla

Speeding Car

1912

oil on wood, 55,6 x 68,9 cm

New York, The Museum of Modern Art
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Giacomo Balla Giacomo Balla

Dynamic Expansion + Speed Abstract Speed (or Passing Car)
1913 1913

lacker on paper pasted on canvas oil on canvas, 78 x 108 cm
64 x 106 ¢m Private Collection

Rome, Private Collection
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Giacomo Balla

Speeding car + Light

1913

oil on paper, 84 x 109 cm
Stockholm, Moderna Museet




Giacomo Balla

Speeding Car + Light + Noise
1913

oil on canvas, 87 x 130 cm
Zurich, Kunsthaus




Giacomo Balla

Speeding Car. Abstract Speed

1913

gouache and tempera, 70 x 100 cm
Amsterdam, Stedelijk Museum

Giacomo Balla

Speeding Car + Lights

1913

oil on golden paper, 39,5 x 54 cm
Rome, Private Collection

Giacomo Balla

Speeding Car

1913

oil on paper, 48 x 66,5 cm
Private Collection
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Giacomo Balla

Speeding Car + Lights

1913

oil on paste-board, 48,3 x 68 cm

New York

Morton G. Neumann Family Collection
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Giacomo Balla

Speeding Car

1913

oil on paste-board, 66 x 94 cm

Milan, Civica Galleria d’Arte Moderna
Raccolta Grassi

o

Giacomo Balla

Speeding Car

1913

watercolour on paste-board on canvas
46,5 x 60 cm

Private Collection



Giacomo Balla

Rbythm + Noise + Speeding Car

1913

lacker on paper pasted on canvas, 64,5 x 72,5 cm
Naples, Giaquinto Collection
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Giacomo Balla

Dynamism of a Car

1913

China ink and lacker on paper
53 x 75,5 cm

Rome, Private Collection

Giacomo Balla

Car + Speed + Light

1913

watercolour and seppia on paper

67 x 88,5 cm

Milan

Magda and Riccardo Jucker Collection

on loan to Pinacoteca of Brera

Giacomo Balla

Speeding Car

1914

lacker on paper pasted on canvas
53,8 x 73,3 cm

Jerusalem

Sam and Ayala Zacks Collection



Giacomo Balla

Speeding Car

1913

oil and mixed media on paper and paste-board
73 x 104 cm

Private Collection
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Giacomo Balla

Study for Furniture

in Lowenstein House in Diisseldorf
1912

colour inks on paper, 73 x 97 cm
Private Collection
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Giacomo Balla Giacomo Balla

Iridescent Compenetration n. 13 Compenetrations

1912 1913 c.

tempera on paper pasted on canvas mixed media on paper pasted on canvas
94 x 72 cm 50 x 25 cm

Turin, Galleria Civica d’Arte Moderna Zurich, Turske & Turske
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Giacomo Balla

Iridescent Compenetration n. 4

(Study of Light)

1913 c.

oil on paper pasted on canvas, 55 x 76 cm
Zurich, Turske & Turske




Giacomo Balla

Iridescent Compenetration n. 5
(Eucalyptus)

1914

oil on canvas, 100 x 120 cm
Private Collection
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Giacomo Balla

Radial Iridescent Compenetration

(Prismatic Vibrations)

1913-14

tempera on thin paste-board, 41,3 x 54,2 cm
Turin, Galleria Civica d’Arte Moderna




Giacomo Balla

Iridescent Compenetration, study
1912-13

watercolour on paper, 18 x 22 cm
Zurich, Private Collection

Giacomo Balla

Iridescent Compenetration, study
1912-13

watercolour on paper, 12,5 x 17,5 cm
Zurich, Private Collection

Giacomo Balla

Iridescent Compenetration, study

1912

watercolour and pencil on paper,

24 x 18,5 cm

Turin, Galleria Civica d’Arte Moderna




Giacomo Balla

Iridescent Compenetration n. 2, study
1912

watercolour on paper, 22 x 18 cm
Turin, Galleria Civica d’Arte Moderna
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Giacomo Balla

Iridescent Compenetration

Radiating in the Circle, study

1912

watercolour, 22 x 18 cm

Turin, Galleria Civica d’Arte Moderna

Giacomo Balla

Radial Iridescent Compenetration, study
1912

watercolour, 22 x 18 cm

Turin, Galleria Civica d’Arte Moderna

Giacomo Balla

Iridescent Compenetration
(Round Ceiling), study
1912

watercolour, 22 x 18 cm

Turin, Galleria Civica d’Arte Moderna

Giacomo Balla

Iridescent Compenetration

(Square Ceiling), study

1912 :

watercolour, 22'x 18 cm

Turin, Galleria Civica d’Arte Moderna
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Giacomo Balla = & s

Iridescent Compenetration n. 11, study Y
1912 L
watercolour on paper, 20,5x 12,5 cm ] ‘,’:’5‘

Turin, Galleria Civica d’Arte Moderna

Giacomo Balla

Iridescent Compenetration n. 9, study
1912 s
watercolour on paper, 20,5 x 12,5 cm
Turin, Galleria Civica d’Arte Moderna




Giacomo Balla

Swifts: Paths of Movement + Dynanzic

Sequences
1913

oil on canvas, 96,8 x 120 cm

New York, The Museum of Modern Art

purchase, 1949

926




Giacomo Balla

Paths of Movement + Dynamic Sequences
1913

tempera on paper pasted on canvas

49 x 68 cm

Milan, Mattioli Collection
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Giacomo Balla

Mercury Passing in front of the Sun
1914

tempera on paper, 120 x 100 cm
Milan, Mattioli Collection
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Giacomo Balla

Mercury Passing in front of the Sun
1914

oil on paper, 61 x 50,5 cm

Paris, Musée National d’Art Moderne
Centre Georges Pompidou

Giacomo Balla

Mercury Passing in front of the Sun
1914

tempera on paper pasted on canvas
45 x 34 cm

Private Collection
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Giacomo Balla

Printing Machine or Typography Printing Machine or Typography Printing Machine or Typography

project for choreography Rumorist Onomatopoeia sketch for a costume

1914 1914 1914

inks on paper, 22 x 32 cm red ink, 32 x 22 cm pencil, ink and collage on paper, 32 x 22 cm
Milan, Museo Teatrale alla Scala Milan, Museo Teatrale alla Scala Milan, Museo Teatrale alla Scala

o

AN

Q/

\
/

-

- 5 : ==t

s efipian -
M—- Idpzt '«:(_ /A< Ar?m
7o 7”/4

¢ 4

/7 e : /WA’M‘;;UQ Jd:u vt A ')?“"/'
& >y cr i ? pors e 4—_7‘7/1.&(. srzaernanly de

7 7;/ﬁ /j‘;#:r //2' ;4/%/“’7‘ i:‘\

) © ;
:\‘ & FU 1214 N1EPLFL ILE L FLLPLELLILE L} £ EPLE P 10
A 7 © (i I M <~ K CoS oy Y { t LY
1 Ittt bttt VTLeett s Lt 2Lt VYL
-

o AL L Bl e e e
o pitaaalllana il iniad B AAn nhvase
et o e g
‘ frtaratetatadat Mabn bodmtobnbiataianls
| e
g R R 1D COh e e CPrey
Zs r:’;;f/z. ; ‘;er;c/r;r)uf/a/f

-V U PEE T e veve M)ev@ e e ,\ : ‘
L ?
—“:(7‘ '."-\0 (%% wxé\ )ul/rl M‘I‘GIW > 4444(./)‘7»‘4"
q
= > - ]
,'/’ D
Yz /, rd
o A AT
\ WA

100



Giacomo Balla

Printing Machine or Typography

sketch for stage

1914

ink and pencil on paper, 22 x 32,5 cm
Milan, Museo Teatrale alla Scala
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Giacomo Balla Giacomo Balla

Synoptic Mimic Art or Spring Synoptic Mimic Art or Spring

Rumorist Text, 1915 Landscape, 1915

ink on paper, 22 x 32,5 cm watercolour on paper, 22 x 32,5 cm

Milan, Calmarini Collection Milan, Calmarini Collection

Costume for Valley, 1915 Woman Tree or Woman Flower, 1915
watercolour on paper, 32 x 41 cm pencil and watercolour on paper, 43 x 32 cm
Milan, Museo Teatrale alla Scala Milan, Museo Teatrale alla Scala

Womzan Sky, 1915
watercolour on paper, 32,5 x 44,5 cm
Milan, Museo Teatrale alla Scala
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Giacomo Balla

Poster for the Exhibition

of Galleria Angelelli, Rome

1915

watercolour on paper, 94 x 65 c¢cm
Milan, Calmarini Collection
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Giacomo Balla - Francesco Cangiullo
Palpavoce (Tactile word)

1914

ink on paper, 37 x 24,5 cm

Milan, Calmarini Collection

Giacomo Balla

Confuse Moods

1916

pen on paper, 31,5 x 22 cm
Milan, Calmarini Collection

Giacomo Balla

Sironi Going to Milan

1914

ink on paper, 28 x 22 ¢cm
Milan, Calmarini Collection

Giacomo Balla

Abstract Onomatopoeia ‘Baltrrr”

1914-16

pencil and watercolour on paper, 30 x 22 cm
Rome, Milena Ugolini Collection
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Giacomo Balla Giacomo Balla

Feu d’artifice, sketch for stage, detail Feu d'artifice, sketch for stage Commissioned by Diaghilev in 1916
1915-16 1915 for Stravinsky’s Feu d’artifice,
tempera on paper pasted on canvas. tempera on paper, 15,9 x 19,5 cm this ‘‘scena plastica’ by Balla

33x 48,5 cm Milan, Museo Teatrale alla Scala was performed on 12 April 1917
Milan, Museo Teatrale alla Scala at the Costanzi Theatre in Rome
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Giacomo Balla

Flags at the Country’s Altar
1915

oil on canvas

100 x 100 cm

Rome, Private Collection
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Umberto Boce

Riot at the Gallery

1910

oil on canvas, 76 x 64 cm

Milan, Pinacoteca di Brera

Bequest Emilio and Maria Jesi
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Umberto Boccioni

States of Mind: The Farewells

1911

oil on canvas, 70,5 x 96,2 cm

New York, The Museum of Modern Art
Gift of Nelson A. Rockefeller, 1979




Umberto Boccioni

States of Mind: Those who go

191

oil on canvas, 70,8 x 95,9 ¢cm

New York, The Museum of Modern Art
Gift of Nelson A. Rockefeller, 1979
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Umberto Boccioni

States of Mind I: The Farewells

1941

oil on canvas, 70 x 95 cm

Milan, Civico Museo d’Arte Contemporanea
Palazzo Reale




Umberto Boccioni

States of Mind I: Those who go

1911

oil on canvas, 71 x 96 cm

Milan, Civico Museo d’Arte Contemporanea
Palazzo Reale




Umberto Boccioni

States of Mind I: Those who stay

1911

oil on canvas, 70 x 95,5 cm

Milan, Civico Museo d’Arte Contemporanea
Palazzo Reale
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Umberto Boccioni

Men

1910

tempera on paper, 14 x 20 cm
Private Collection

Umberto Boccioni

The City Rises

1910

oil on wood, 17,5 x 30,5 cm

on loan from Salome and Eric Estorick

Umberto Boccioni

The City Rises, sketch

1910-11

tempera on paper on canvas, 36 x 60 cm
Milan, Pinacoteca di Brera

Bequest Emilio and Maria Jesi

Umberto Boccioni

The City Rises

1910

oil on paste-board, 33 x 47 cm
Milan, Mattioli Collection



Umberto Boccioni

The City Rises

1910-11

oil on canvas, 199,3 x 301 ¢cm

New York, The Museum of Modern Art
Simon Guggenheim Fund, 1951

)

Painted in 1910-11, instially emtitled Work
it was exhibited for the first £me

on 30 April 1911 in Milan

at the Mostra di Arte libera.

Ore of tre frve large canvases

painted by the frve major futurist artist




Umberto Boccioni

Modern Ido!

1SN

oil on wood, 59,7 x 58,4 cm

on loan from Salome and Eric Estorick




Umberto Boccioni

The Laughter

1911

oil on canvas, 110,2 x 145,4 cm

New York, The Museum of Modern Art
Gift of Herbert and

Nannette Rothschild, 1959

Exhibited in April 1911 at the Mostra
]

di Arte libera in Milan, this canvas provoked
such reactions in the press and in the public
that an unknown visitor ripped it.

It is known that the canvas was completely
repainted in the fall of the same year




Umberto Boccioni

Simultaneous Visions

1911

oil on canvas, 60,5 x 60,6 cm
Wuppertal, Von der Heydt-Museum

Uil 2
(Fi8:
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Umberto Boccioni

The Street Enters the House

1911

oil on canvas, 100 x 100 cm
Hannover, Kunstmuseum Hannover
mit Sammlung Sprengel




Umberto Boccioni

Elasticity

1912

oil on canvas, 100 x 100 cm

Milan, Riccardo and Magda Jucker Collection
on loan to Pinacoteca of Brera
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Umberto Boccioni

Table + Bottle + Building

I

pencil on paper, 33,4 x 23,9 cm
Milan, Castello Sforzesco
Civico Gabinetto dei Disegni

Umberto Boccioni
Head + House + Light + Studio

1912
charcoal and watercolour on paper
61 x 48,8 cm

Milan, Castello Sforzesco
Civico Gabinetto dei Disegni
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Umberto Boccioni

Drawing for the cover of Musica Futurista
by Francesco Balilla Pratella

1912

tempera and ink on paper, 53 x 39 cm
Ravenna, Pratella Collection



Umberto Boccioni

Houizontal Construction

1912

o1l on canvas, 95 x 95 cm

Munich .

Bayerische Staatsgemildesammlungen




Umberto Boccioni

Materia

1912

oil on canvas, 225 x 150 cm
Milan, Mattioli Collection







Umberto Boccioni
Anti-gracious

1912

oil on canvas, 80 x 80 cm
Private Collection
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Umberto Boccioni
Dynamism of a Cyclist
1913

oil on canvas, 70 x 95 cm
Milan, Mattioli Collection




Umberto Boccioni

Dynamism of a Soccer Player

1913

oil on canvas, 193,2 x 201 cm

New York, The Museum of Modern Art
Gift of Sidnev and Harriet Janis, 1967
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Umberto Boccioni

Decomposition of a Womran Figure

or Woman in a Café

or Compenetrations of Lights and Plans
or Woman at a Table

1912

oil on canvas, 86 x 86 cm

Milan, Civico Museo d’Arte Contemporanea
Palazzo Reale




Umberto Bocciont

The Drinker

1914

oil on canvas, 87 x 88 cm

Milan, Riccardo and Magda Jucker Collection
on loan to Pinacoteca of Brera
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Umberto Boccioni

Charge of the Lancers

1915

tempera and collage on paste-board

32 x50 cm

Milan, Riccardo and Magda Jucker Collection
on loan to Pinacoteca of Brera

Umberto Boccioni

Dynamism of a Racing Horse + House
1914-15

gouache, oil, wood, paste-board, copper
and painted iron, 112,9 x 115 ¢m
Venice, Peggy Guggenheim Collection
(Solomon R. Guggenheim Foundution)



.. The condition of this work — Boccioni's
sole surviving futuiist construction — of
which only circa fifty per cent remains in the
original fowmn, poses considerable probless,
both for an understanding of the astist’s
intentions and for an assessment of the degree
to which he achieved them.

The earliest surviving record of the condition
in which he probably left the piece at his
death, is a photograph published in 1923.
However, it is likely that Boccioni never
regarded the work as finished, and that he
was still struggling with the resolution of its
conceptual problems when he died in 1916.
The existence of an important group of
carlier drawings and watercolours on the same
theme, many of which were 1913-14 studies
for paintings, throws considerable light on

the natuve of Boccioni's ambitions for
Dynamism of a Racing Horse +

House. Taken together with his own
theoretical statements, these works on paper
provide a background for the reading of the
image: the notion of the horse's speed was to
be conveyed through an integration of its
form with that of its environment. I bis
1913 catalogue preface for the La Boétie
exhibition, Boccioni had articulated the
essential components of the problem for the
first time: “if a spherical form (the plastic
equivalent of a head) is traversed by the
fagade of a building situated farther back,
the interrupted semi-civcle and the square
fagade which intercepted it will form a new
unit, composed of environment + object...
The conception of the sculptural object

becomes the plastic result of the object and
its environment, and thereby abolishes the
distance which exists, for example, between a
figure and a house 200 metres apart. This
conception produces the extension of a body
in the ray of light which strikes it, the
penetration of a void into the solid which
passes before it.”
The issues articulated in this text remained
critical for Boccioni as he worked on the
construction Dynamism of a Racing Horse
+ House. “not pure form, but pure plastic
rhythm, not the construction of bodies, but
the counstruction of the action of bodies.”
Above all, he aimed to achieve a “‘complete
fusion of the environment with the object by
means of the interpenetration of planes” ...
(Angelica Zander Rudenstine)
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Anton Giulio Bragaglia

Thais, stills

1916

Rome

Antonella Vigliani Bragaglia Collection
Centro Studi Bragaglia

Script by A.G. Bragaglia and R. Cassano
Cast: Thais Galitzky, lleana Leonidof
Augusto Bandini, Mario Parpagnoli
Costumes and stage, E. Prampolini, 1446 m
Commercially distributed

in Italy and abroad in the summer of 1917







Francesco Cangiullo

Pisa (plate)

1914

tempera on paper, 57 x 74 cm
Milan, Calmarini Collection

Francesco Cangiullo

Words in Freedom

1914

watercolour and gouache on paper
58 x 74 cm

Private Collection

Francesco Cangiullo

University (plate)

1914-15

grey ink and watercolour on paper
21 x 27 cm

Private Collection
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Francesco Cangiullo

Beautiful. Humanized Letters

1914
pen on paper,

27,6 x 21,6 cm

Milan, Calmarini Collection
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Carlo Carra

Night Scene in Piazza Beccaria

1910

oil on canvas, 60 x 45 c¢cm

Milan, Riccardo and Magda Jucker Collection
on loan to Pinacoteca of Brera
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Carlo Carra

The Swimmers

1910

oil on canvas, 105,3 x 155,6 cm

Pittsburgh, Museum of Art Carnegie Institute
bequest G. David Thompson, 1955
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Carlo Carra

Funeral of the Anarchist Galli, sketch

10
stel o

10

78 cm

24 X {

1 paste-board,

llection
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Private C
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Carlo Carra

Funeral of the Anarchist Galli

1911

oil on canvas, 198,7 x 259,1 cm

New York, The Museum of Modern Art
acquired through

the Lillie P. Bliss Bequest, 1948

One of the five large paintings by the five
artists in the central Futurist group
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Carlo Carra

Portrait of Marinetti
1910-11

oil on canvas, 100 x 80 cm
Private Collection
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Carlo Carra

Jolts of a Cab

1911

oil on canvas, 52,3 x 67,1 cm

New York, The Museum of Modern Art

Gift of Herbert and Nannette Rotschild, 1965










Carlo Carra

The Galleria in Milan

1912

oil on canvas, 91 x 51,5 cm
Milan, Martioli Collection




Carlo Carra

= Horse and Rider or The Red Rider
19113

ink and tempera on paper pasted on

canvas, 26 x 36 cm
Milan, Riccardo and Magda Jucker Collection
on loan to Pinacoteca of Brera
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Carlo Carra

The Chase

1914

collage on paste-board, 39 x 68 cm
Milan, Mattioli Collection
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Carlo Carra

13 Introspections

1914

ink, pencil and collage on paper
26,5 x 21 cm _

Private Collection

Carlo Carra

Sun of Cowardice

1914

ink on paper, 28 x 23,5 cm
Milan, Calmarini Collection
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Carlo Carra

Report of a Milanese Noctambulist

1914

ink and collage on paper, 37,4 x 28 c¢m

Milan, Calmarini Collection



Carlo Carra

Interventionist Demonstration

1914

collage on paste-board, 38,5 x 30 cm
Milan, Mattioli Collection
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Carlo Carra Carlo Carra Carlo Carra

Cineamore Homage to Blériot Atmospheric Swirls. A Bursting Shell
1914 1914 1914

ink and pencil on paper, 39 x 28 cm ink, pencil and collage on paper ink and collage on paper

Milan, Calmarini Collection 39 x 28 cm on loan from Salome and Eric Estorick

Private Collection

Carlo Carra

Naval War on the Adriatic Carlo Carra

1914 Graphic Composition

ink and collage on paper, 37 x 27 cm 1914

Turin ink and pencil on paper, 31 x 21 ¢cm
Antonio and Marina Forchino Collection Private Collection
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Mario Chiattone

Bridge and Study of volumes

1914

watercolour and China ink on paper

65 x47,5 cm

Pisa, Dipartimento di Storia delle Arti
dell'Universita, Gabinetto Disegni e Stampe
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Mario Chiattone

Construction for a Modern Metropolis

1914

watercolour and China ink on paper

106 x 95 ¢cm

! Pisa, Dipartimento di Storia delle Arti
dell’Universita, Gabinetto Disegni e Stampe
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Pisa, Dipartimento di Storia delle Arti
dell’Universita, Gabinetto Disegni e Stampe

China ink on paper, 57 x 40 cm

Mario Chiattone

Factory
1914
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Pisa, Dipartimento di Storia delle Arti
dell’Universita, Gabinetto Disegni e Stampe

Palace for Exhibitions Il or Building with

Corner Pillars or Workshop

1914
pencil on paper, 30 x 40,5 cm

Mario Chiattone




Mario Chiattone

1914

i

Apartment Building 111

e

watercolour and ink on paper, 47 x 41 cm
Pisa, Dipartimento di Storia delle Arti
dell’Universita, Gabinetto Disegni e Stampe
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Mario Chiattone

Concert Hall -
1914

watercolour and China ink on paper

32,5x 58 cm

Pisa, Dipartimento di Storia delle Arti

dell'Universita, Gabinetto Disegni e Stampe

170










went Building VI or Luxury Building

Jective Building

Mario Chiattone

Apart

or Co
1915

China ink and pencil

watercolour,
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Fortunato Depero

Movements of Birds

1916

oil, tempera and enamel on canvas
100 x 135 cm

Rovereto, Galleria Museo Depero
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Fortunato Depero

The Big Wild Woman .
1917

tempera on canvas

197 x 129 cm

Zurich, Private Collection
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Fortunato Depero

Costume for Mimismagia

1916

watercolour on paper, 24 x 16 cm
Rovereto, Galleria Museo Depero

watercolour on paper, 30,5 x 20 cm
Rovereto, Galleria Museo Depero

watercolour on paper, 23 x 14 cm
Rovereto, Galleria Museo Depero

Fortunato Depero

Ballet Dancer for Le chant du rossignol
1916

collage of colour paper on paste-board

50 x 38 cm

Modena, Galleria Fonte d’Abisso Edizioni

Prepared for Stravinsky’s ballet but never
performed by the Russian Ballets




" Fortunato Depero Fortunato Depero

1 Ballet Dancer Ballet Dancer, study of costume

‘ 1917 1917
China ink diluted on paper tempera on canvas, 75 x 52 ¢cm
18,9 x 13,8 cm Rovereto, Galleria Museo Depero

Rovereto, Galleria Museo Depero

Fortunato Depero

Costume (the Chinaman) for

Le chant du rossignol

1917

blue ink on velino-paper, 14,9 x 9,8 cm
Rovereto, Galleria Museo Depero

177






179

G NS TR SRS




Fortunato Depero

Geometric Construction of a Lady
1917

oil on canvas, 63,5 x 60 cm
Private Collection
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Fortunato Depero

Blue Doll

1917

oil on canvas, 60 x 51 cm
Milan, Private Collection
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Fortunato Depero

Idol Dancer

1917

oil on canvas, 75 x 71,3 cm
Trento, Museo Provinciale d’Arte
Contemporary Art Section

Fortunato Depero
Portrait of Clavel

1917

oil on canvas, 70 x 75 cm
Milan, Mattioli Collection







Fortunato Depero Fortunato Depero

Lady with a Rosary = Chinaman

1918 1917-18

marquetry of coloured wood, 60,6 x 45,5 cm wooden collage, 52 x 44 cm
Trento, Private Collection Private Collection
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Fortunato Depero
Plastic Ballets

1918

oil on canvas

100 x 70 cm

Rovereto

Galleria Museo Depero

AL'TEATRO-C
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Fortunato Depero Fortunato Depero

Man with Moustache Costume for the Teatro plastico, sketch
costume for I baffuti giganti 1918

1918 China ink on paper, 21,6 x 27,5 cm
China ink on paper, 28,7 x 29,4 cm Rovereto, Galleria Museo Depero

Rovereto, Galleria Museo Depero
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Filippo Tommaso Marinetti Filippo Tommaso Marinetti

Words-in-Freedoi: (Chandronneries) : Words-in-Freedom (Gréve)

19122 1912-14

ink on paper, 31 x 21 cm ink and collage on paper, 31 x 21 ¢m
Private Collection Private Collection

Filippo Tommaso Marinetti
Words-in-Freedom (Anche noi)
1914-15?

ink on letter paper, 26,5 x 20,5 cm
Private Collection

2 \CHAUDRONNERJES
GAZOMETRES

MOULINS

SARDINES
FABRICATION e CABLE'S  rome tommnsiiaes

1915 c.
GM ink and pastel on paper, 31 x 21 cm
Wof}}). 0)/"/‘ MW Cf\c AO -9[‘40‘ Private Collection
Nrwp/ do,f Filippo Tommaso Marinetti
Cl Ct ARETTES o Words-in-Freedom
B A ST O S (Manicure-Faire les Ongles a I'ltalia)
ink on paper, 31 x 21 cm
JU‘X w,c.a,wot&v: ; %’/‘f Private Collection
’

_ o C\E\'
K LA REUN/O, 4’0/’\ &.tam_ms.t KR LIR2)

)

2 RE <
k" ILUNARES,
7, | PARC &
2

GUERIT TOUT

NBAINS 7%, Canline

BRUXELLES 0((\ de 1'usine

188



I EEEEEEEE—

Fcamafes moun ¢ Sl |
a4 Loty (S T S ’

g 2. A [ d
3 L "‘*—a"—gu EE I R
>

ONDULATIONS -~
e A e o

VICHY CELESTINS
SCIERIES DE PIERRES BLEv:=s

Wfper e w,w $e 5 Wm e ey

oo abiches Snms e I"”“‘”‘* et

b gk gl fuded” & s dianen

-

i =

>
mownw [y f

<
& Seonush u‘d.unl\,- _‘REVt/ 5 m

¢ hawwa swvie B = C’

"J{-t' L':;\&’T"

C’ e WA ¢ AJU' (4N l7’t;u b

f\.faﬁ\ et )n]uw

1t}

e
TIEDEUR DES LACS = e ™.
, r OO ST S SRy Gy 2 PEle
i‘ﬂov:- [ “-&/f\/.km} ;Wvlm.f ' ,‘ e

ot EAA (/E&c,:. wtcy "\/-\—C-_M,e/)
Yes nowALn

RESPIRATION DE LA TERRE

: ECHANGE REGULIER DE GAZ
; ENTRE UINTERIEUR DU GLoBE
ET U ATMOSPHERE

RSO SIS o ,e\

¥}
:

TERRE aesorBeER

EXHALER

Z

i

REGIME DEs _Ef: MEicdss

[M&_WMQ,{’K{,M‘&‘ 'E&Ac—n

MANICURE FAIRE LES QNGLES < HTAU

6‘
[ JFJ— Uy, 'AO
A, - Gy
<, (‘-
K7} TETE ac, ’é
FMNCA/LLE P,’JJ;JUS LE RASC:R J'J/A\ ( )
‘s & I
b o% /‘ \\\« "
'\.".\ \‘-‘)
S MAIN DROITE
o )
MAl!A?pAoUC - &"“? j \ﬂ(t B¢ ATITUDE
L ana Hare “Q‘ & ) LO le,‘_ BT h“vtx y BE
> ¥ fmt S e
o ot fok TSmO ENTIR
r‘vj;u MA.UA.uC) FETITE N | - 28 ol
;..,.:4 sty Se LAmEE afale ¥ P Rans
(7 sAnsesare, (o M- Tenramen 6‘44.:-(
to bouche afteniive 4,4(
(lhiebique hd . .
A &w B o,
e avtriar b leg prawa ] Q\y{;‘ v
o X
Yolepn Lownds b Seer YIS
3 I 8 e s t’
e s =t 4
Ak s ¢ Fa
W : abtun I ;
S C«MW (.f"'{ p L
11\;1:/&’4 potn VASELINE ,,:,-' i~
BLANCHE(\O‘""M«‘“A_“ \i' .
for pronc | e et fait amroran

W { r\-v!ri& s
?04& varcline my(_
tha.a-—q‘&AM R 2% 24 ;mhum]
acler Linma < | li‘d'\.--‘vu'- AR,
cankom it CL $ARRFAARARARARN AL 3
el Ly et
= r cunenky chauds frnds Beatre S Wigpen (il
2 r_.,..b-u. naa |

omanmait deasr Ver 463 beigh frectds

th mmedtet anabes sun Caj HENNISSEMENT S~ [en o - A P
yein Hone piasns Ml Euus lon 1500 horemer 7=9)

PROPRETE carceren

Ao oL WartiapEaenis
LAt Aamatand”
DEUN THEORIES LCCCRA bonitflids tan bor maas

CONTRE LES PEAUX TASL,WML..M«) '\ et o van s eompan
Loa towgpar ! obies remaauent| it fen eaPres 3 s }ﬁm‘h B s
1y Tpoesrin iANGOISSE DUN| e TS < tabie lus boiek Soirens

MINISTRE ENTEMPS DE GREVE Y u.r.'r..;,q, 1. apiliviants

Wuwg‘m

189



Filippo Tommaso Marinetti
Words-in-Freedom: (Premier Récord)
1914

China ink on paper, 35 x 26,5 ¢cm
Rome, Private Collection

PREMIER MOl SEULEMENT

Pramier

Mo Premier
03
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Filippo Tommaso Marinetti Filippo Tommaso Marinetti
Words-in-Freedom (Train anguish) Words-in-Freedom (Rideau drapé)
1915 c. 1915 c.

ink on paper, 21 x 31 cm ink on paper, 21 x 31 cm
Private Collection Private Collection
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Flllppo Tommaso Marinetti
Words-in-Freedom

Casa del popolo)

ink on paper, 21,5 x 27,5 cm
Private Collection

Dosso Cassina Lago di Garda, 1915
ink on paper, 31 x 42 cm
Private Collection

Lake between Two Mountains, 1915

ink on paper, 31 x42 cm
Private Collection
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Filippo Tommaso Marinetti

“Words-in-Freedon:

Telegramma 69, 1914-15
ink on cable form, 17,5 x 26,5 ¢cm
Private Collection

Mountain Defence, 1915
pencil on paper, 15 x 21 ¢m
Private Collection

Lake between Two Mountains, 1915
ink on paper, 31 x42 cm
Private Collection
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Filippo Tommaso Marinetti : Filippo Tommaso Marinetti

Words-in-Freedom Words-in-Freedom

Vive la France, 1914-15 Duel, 1915-16?

ink and collage on paper, 31 x 32,5 cm ink on paper, 21,5 x 27,5 cm
Private Collection Private Collection

Propeller, 1915-16? Air Raid, 1915-162

ink on letter paper, 21,5 x 27,5 cm ink on paper, 21,5 x 27,5 cm
Private Collection Private Collection

Bombing, 1915-16? Action, 1915-16?

ink on paper, 21,5 x 27,5 cm ink on paper, 21,5 x 27,5 cm
Private Collection Private Collection
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Woman + Ambience
1915
oil on canvas, 116 x 50 cm

| Enrico Prampolini
i Private Collection
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Enrico Prampolini

Béguinage -
1914

collage on wood, 18 x 22 cm

Modena, Galleria Fonte d’Abisso Edizioni

198










uaeaM"Q\ca,c un ounu

iw’riu FM EWM& -4 Wwiq 14

L P

4";33 Ve /,Wr /,m.«m/azmw /Ja wlla _/2?&/1@4_ el [au.l’t/nf/n. <¢ a./uc/h‘kea.&
| Sorogno Via /Axamu/p c P12 se oh c/e// el Loty casrico ,”//g logis' 25 Cuiegyus
;:55 s 233¢, /acf/m/p /825 n/ 2052 c 18 clhogeie /88Y, 11 35@;@3 )“/»,7¢
lownead. dilla Setso  dale 1 1013 [ ferie 3°) ./m n’.udf d. M/au —

ol 20 . fd’/um {/7?.; oie. //3(/ -_..:.‘.__ -

= s
= =
———

7o

® o
: .

b‘ ‘ .
‘ -

i"g ."
\

201




Ottone Rosai Ottone Rosai

Dynamisn Bar San Marco : Zang Tumb Tumb

1913 1913-14

oil on paste-board, 51 x 55 c¢m oil on canvas, 42 x 34 cm

Milan, Mattioli Collection Milan, Riccardo and Magda Jucker Collection

on loan to Pinacoteca of Brera
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Ottone Rosai
Decomposition of a Street
1914

oil on canvas, 63 x 53 cm
Milan, Mattioli Collection
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Luigi Russolo

Memories of a Night
1911

oil on canvas, 100 x 101 cm
New York, Private Collection

gr




Luigi Russolo
Music

1911

oil on canvas

225 x 140 ¢cm

on loan from Salome
and Eric Estorick




Luigi Russolo

Revolt Exhibited at the Mostra d'Arte libera, Casa
1911 del Lavoro, Milan, on 30 April 1911.

oil on canvas, 150 x 230 cm Orne of the five large canvases

The Hague, Haags Gemeentemuseum by the five major futurist painters
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Luigi Russolo

Untitled

1912

colour pencils on paper, 18,6 x 51,2 cm
Geneva, Jean Krugier Gallery
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Luigi Russolo

Dynamism of a Car

1912-13

oil on canvas, 104 x 140 cm

Paris, Musée National d’Art Moderne
Centre Georges Pompidou
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Luigi Russolo

Houses + Light + Sky

1912-13

oil on canvas, 100 x 100 ¢m

Basel, Oeffentliche Kunstsammlung Kunstmuseum
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Antonio Sant’Elia

New City, Tenement Building

with Terrace on Double Level Street
1913

ink and pencil on paper, 27,5 x 11,5 cm
Milan, Paride Accetti Collection




Antonio Sant’Elia

New City, study

1914

ink on paper, 30 x 17 ¢cm
Milan, Paride Accetti Collection
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Antonio Sant’Elia

The New City, study

1914

watercolour on paper, 45,3 x 35,3 cm
Private Collection
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Antonio Sant’Elia

New City, Terraced Building

velled Street

over two-le

1914

ink on paper, 27,5 x 11,5 cm

Milan, Paride Accetti Collection
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Antonio Sant’Elia

Terraced Building with exterior elevators
1914

ink and pencil on paper, 38,5 x 24 cm
Como, Musei Civici
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Antonio Sant’Elia

Terraced Building with extertor elevators
1914

ink and pencil on paper, 28,8 x 17,9 cm
Como, Musei Civici
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Antonio Sant’Elia

Airport and Railway Station with Elevators  Diawing published on the leaflet

and Funiculars over Three-levelled Street of the Manifesto of Futurist Architecture
1914 and in Lacerba, 1914

ink and pencil on paper, 50 x 39 cm

Como, Musei Civici




Antonio Sant’Elia

Power House

1914

inks on paper, 30 x 20 cm
Milan, Paride Accetti Collection
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Antonio Sant’Elia

Power House

1914

pencil and inks on paper, 30,5 x 20,5 cm
Milan, Paride Accetti Collection
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pencil and inks on paper, 31 x 20,5 cm
Milan, Paride Accetti Collection

Antonio Sant’Elia
Power House

1914
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Antonio Sant’Elia

Monumental Building

1915

ink, watercolour and pencil on paste-board
32x23 cm

Como, Musei Civici
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Gino Severini

The Boulevard

1911

oil on canvas, 63,5 x 91,5 cm

on loan from Salome and Eric Estorick
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Gino Severini

La danseuse obsédante

1911

oil on canvas, 73,5 x 54 cm
Private Collection




Gino Severini

Nord-Sud

1912

oil on canvas, 49 x 64 cm
Milan, Pinacoteca of Brera







Gino Severini

The Blue Dancer

1912

oil on canvas, 61 x 46 cm
Milan, Mattioli Collection




Gino Severini
Dynamism of a Dancer
1912

oil on canvas, 60 x 45 cm
Milan, Riccardo and Magda Jucker Collection
on loan to Pinacoteca of Brera
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Gino Severini

Speeding Car

1912-13

oil on wood, 20 x 50 cm
Switzerland, Private Collection
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Gino Severini

Portrait of Mrs Paul Fort

1913

watercolour on thin paste-board
56 x 76 cm

Prato, Farsetti Gallery




Gino Severini

Féte at Montmartre

B)115)

oil on canvas, 86 x 116 cm

New York, Richard S. Zeisler Collection
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Gino Severini

Plastic Rhythm on July 14th

1913

oil on canvas, 85 x 68 cm

Rome, Nino and Gina Franchina Collection




Gino Severini

The Bear Dance

1913-14

oil on canvas with sequins, 90 x 104
Prato, Farsetti Gallery

cm
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Gino Severini

Train in the City

1913

charcoal on paper, 50 x 65 cm

New York

The Metropolitan Museum of Art
The Alfred Stieglitz Collection, 1949

Gino Severini

Flying over Rheims

1915 c.

charcoal on paper, 60 x 47,5 cm
New York

The Metropolitan Museum of Art
The Alfred Stieglitz Collection, 1949




Gino Severini

Italian Lancers at a gallop
1915

oil on canvas, 50 x 65 cm
Private Collection




Gino Severini

Armoured Train

1915

oil on canvas, 116,5 x 87,5 cm

New York, Richard S. Zeisler Collection
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Gino Severini

The Hospital-Train

1915

oil on canvas, 117 x 90 cm
Amsterdam, Stedelijk Museum
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Gino Severini

Homage to Flaubert
1916-17

oil on canvas, 71 x 69 cm
Venice, Private Collection







Mario Sironi Mario Sironi

Café Plasticity and Rhythm of Things

1913 1914

pencil on paper, 19 x 17,5 cm tempera and pencil on paper, 14 x 11 cm
Private Collection Private Collection
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Mario S

ironi

Mario S

Composition with Horse

1914 c.

Synthesis of a Landscape

1915

tempera on paper, 17 x 11 cm

Private Collection
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