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Return to

Ponti's public, enthusiastic support for Fontana's and Melotti's
ceramics as well as their high-profile commissions helped
raise the reputations of both artists, whose output in the
postwar period was extensive and diverse. While beginning
as private, internalized pursuits or studio-based experiments,
their postwar ceramics became very public symbols of
Italian modernism. Fontana and Melotti produced ceramics
ranging from public architectural elerents to nonutilitarian
sculptures to vases, ashtrays, and other domestic goods. Both
artists participated in numerous Milan Triennials, the trien-
nial design exhibitions Ponti often helped organize. Ponti
devoted extensive coversge to Fontana’s and Melotti's ceramm-
lesin the pages of Domus and his other publication, Stile,
between 1946 and 1961, whether through individual feature
stories, frequently written by Ponti's daughter, Dr. Lisa Ponti,

or by reproducing their work in the illustrations for reviews of
notable exhibitions and events. For example, on one of its
covers in 1948, Domus prominently featured a color reproduc-
tion of Fontana’s large-scale ceramic commission for the

20

Cinema Arlecching in Milan on its cover and in a lengthy spread
about the newly renovated movie theater, s

Inaddition to the Cinema Arlecchino project, Fontana completad
numerous small and large-seale ceramic commissions
vigible in the public domain, in the real, lived spaces of madern,
urban ltaly. He created private ceramic sculptures to adorn
cemetery plots at the Cimitero Monumentale di Milano (The
Monumental Cemeteary of Milan), interior schemes for
private residences, and collaborated with architects tasked
with rebuilding Milan in the aftermath of WWII bombings.
One of Fontana's largest architectural orojects was the creation
of textural and graphic ceramic panels (1947, fig, 71 for the
facade of the new building at 11 via Senato, designed by the
architects and industrial designers Raberto Menghi and
Marco Zanuso.

Meleth alsa completed numerous significant ceramic commis
sions, frequently collaborating with Ponti an his architectural
projects. In 1958, Melotti contributed large, ceramic sculptural
elements to Ponti's Alitalia ticket office in New York (1958, fig. 9
as well as various sizes of glazed ceramic tiles that blanketed
the walls of the space. His most extensive commi

Lucio Fantana and Fausto Melottis Divergent but P

howewver, was for Ponti's Villa Planchart, a single-family home
in Caracas. Ponti integrated Melotti’s ceramics throughout
the project. Ceramic tiles ssturated the open patio space located
at the center of the structure, and massive vertical strips of
colored rectangles, recalling dominoes with their circle-punc-
ated surfaces, covered the sole wallin the space (1955,
1g.9). In between thase ceramic rows, Melotti interspersed
thousands of veriously sized, ceramic circles, creating a
dynamic texture that continues through to the interior space
of the house. The ceramic cladding dominates the wall behind
the central staircase, broken up by two large ceramic figures.

Fontana and Melotti's prolonged personal and professional
involvement with Ponti suggests they supported his vision

of Italian maodernism. They expressed, verbally and through
their work, a desire to advance modern art and contribute

1o the cultural capital of postwar ltaly, domestically and as an
nternational export, but crucial to both endeavors was tha
need to redefine the parameters of ceramics. Their work in clay
undeniably provided a decent and stable source of income

for both men, but neither Fontana nor Melotti wanted to be

classified as & “ceramic” artist. They worked hard to distin-
guish their practices from traditional artisanship or high-quality
but mass-produced utilitarian objects. Melotti, especially in
intervigws from later in his career, expressed uneasiness, not
so much with working in clay. but with the commercial
connotations that came with such pursuits. 6 He acknowledged
that his success with ceramics provided a very good living
for him and his family, but he felt ashamed because asking a
sculptor to make ceramics was like "asking a poet 1o write
advertisements.” " Fontana, likewise, made the distinction
between the artistic and commercial aspects of his ceramic
work. In “La mia ceramica” (“My Ceramics”), a text he pub
lished in 1939 shortly before departing for Argentina,

Fontana wrote:

ver turned a plate

[ am a sculptor not & ceramicist. | have r
ona wheel or painted a vase. | detest the lacy designs and

amazing tec
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By the postwar period, howew
was quick to distinguish the " s
ceramicis

ntempaorary criticism
ri-ceramisty,” or sculptor

s, from traditional artisans, and like Fontana,

ess of their objects and hand ing of
material. The Italian critic Gillo Dorfles, for e
cussed the ceramic work of artists like Font
In & resolutely modarnist f

emphasized the unigu

nple, dis-
a and Melotti
wework, emphasizing their
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For Dorfles, modern o
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ramics excised the purely decorative
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Maodern ltalian ceramics
Innowvate stylist
Italian life. As Dorfles wrate, * One of the duties of modern
ceramic art is to sim

ssessed a distinctive capacity to
Iy and give form to the new spirit of

necusly

ert inta the modern

environment, the aesthetic gualities of painting and sculpture
and the practical qualities of househald furni
The choice to work with clay provided an opportun ty to reach
a wider audience, for Fontana's and Melot

hings."#

s works to be
seen from the street, used in the home, and exhibited not j
in the gallery but also at the trade fair.

ay also enabled

both artists to experiment, to try new sculptural technigques,
and disregard ic divisions between art and craft, In this
way, postwar Italian art

nd design built upen the desire to

Integrate art into life begun in the Fascist era or, to go even
further back, to the functionality and civic mindedness of art
1e Ren:

durin SaNCE.
Fontana’s and Melotti's ceramics, however, even when
embracing the quotidian practicalities of domestic abj or

maving outside the space of the gallery, always remained
firmly entrenched in the rarefied sphere of high art. For
insisted that his ceramics achieved the level of art

because they were “manotypes, ” unique objects directly
carefully modeled by the ar

# Melotti frequently denied
the functionality of his more overtly "commerci

" objects like
hem too large to be practical for a typical
cansurner ar by blocking the ability to
vessel by pinching the

vases by making

insert anything into the
ay together toward the top. The
paintwas not to make "artistic” ceramics or “useful” sculp-
Tur to merge the best aspects of both to create a

new, modern ltalian artistic language

The populism embedded in the critical and artisti conceptual
ization of postwar Italian ceramics, in the merging of art

and design, did have its limits. Panti's audience was not the
average ltalian but a combination of the in ternational cultural
elite and the news upper and middle

5585 that expanded d

Ponti's intentions were no doubt sincere, and both For
blished

and Melotti genuinely wanted to dismantle ests

entions they viewed as out of touch with contemn-
a and engage a wider public, their great experiment
ighly advanced formal language available 1o
generations of artists.

o ry

resultedi
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ar wo years after Fontana's death,

ti reflected on their friendship, asserting that while they
ressed through their careers on “divergent but parallel”
ey were connected by a mutual “conviction that art is

e material,” but
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nat born already shaped or forged in t
arnin the mind.”?? Melotti remembered watching Fontana,
¥ eave for another world and said that
eeted his friend at the dock in Genea in 1947, he
"8 Fontana returned to

* of Spazialismo or Spatialism,

a,

“back with clear ide
armed with the “ideas
tendency he developed in Argentina along with a group
s students at the Accademia di Altarira in Buenaos Aires.

n 1946, Fontana helped write the "Manifiesto blanco”
A Manifesto”}. The document servad as the first public
ation of Spatialism, which called for a new art invigo-

s an embrace of the “age of mechanics” and "discover-

ience. " Fontana and his fellow Spatialis

at is needed is a change in essence and in form. What is

needed is the transcending of painting, of sculpture, of

nd of music. We need a greater art that is in accord
ds of the new spirit.”** Spatialist art embraced

5, both physical and conceptual. As they

ts wrote that

White Manifesto”:

and space. ™

This set of artistic ideas infarmed and drove Fontana's artistic
output for the remainder of his career. Throughout the post-

war period, he published subsequent manifestoes autlining
ditional disci

Spatialist principles and gaine
amang his ltalian contemporaries, In the mid-1980s, his work

act as he explored the two modes

became increasingly abst

k making — perforating a surf

ot ma with either gaping holes
ar decisive, vertical slices — that would come to define his

career. Almost all of these later works, regardiess of medium
terial, bore g variant of the title Spa
. was not a means

cept

spaziale). Spatialism, howew

to develop a s re style or d set of artistic prin-
p
of experimentation, substantiated by the

tic activities, especially in his ceramics.

sized the spirit

ies. Fontana's postwar ideclogy emp

Like Melotti, who worked almast exclusively with clay unti
1959, Fontana concentrated most of his effort in the immedi-
ramics. Meither artist limited him-

ate postwar period on ¢

zramic technique, moving seamlassly

self to one style

between abstraction and figurat

dling, large and smal 5, rawv and glazed s
and Melotti both wanted to move beyond the exhausted
“dead language of sculpture” described by Martini, and the
specialized tachnigues and refined, formulaic aesthetics of
traditional ceramics. In her review of the 1948 Biennale, the
first held following the War, Lisa Ponti wrote that, "sculpture
... Temains in crisis: and we see our sculptorceramicists making

the most of this crisis. .. . In certain respects, this lively
ntervention of ceramics is somewhat like a florescence of
the barogue, provisional, capricious, in reaction to classical

seulpture, which is exhausted "2




Return ta Earth

Fontana's work from the first ten years after the end of WWII
was often de
motion of the barogue, not the exhausted classicism o
Renaissance, as a viable artistic antecedent far the new
machine age that appeared throughout Fontana's Spatialist
manifestoes. His use of the baroque was complex and not

meant to revive the style of painting and sculpture that emerged
in the seventeenth century, but rather to explare haw dyna-

mism and movement could be expressed through inert matter.

ribed as baroque, due in large part to the prao-

While Melotti never publically subscribed to the tenets of
Spatialism, his ceramics share with Fontana’s the desire to
synthesize color, movement, time, and space, and 1o
eliminate traditional boundaries between painting, sculpture,
and other art forms.

Fontana and Melotti achieved this synthesis primarily through
their uses of color. Both had used various glazes in their
ceramics from the 1930s, but deployed calor rather conven-
tionally to distinguish elerments of a compasitian. By the
19403, however, For

's and Melotti's approaches to glaz-
ing became increasingly more experimental. Melotti ascil-
lated between completely raw, minimally glazed, and r chily
layered surfaces, while Fontana amplified his overall
approach to color. In Fontana's and some of Melatti's mare

chaotically glazed works from the period, like Letter fo Fontana,
color abfuscates as much as it delineates. Both artists used
tallowed them to ooze, swirl, and drip,
coagulating into dynamic surfaces that emphasize the materi-

ality of the work mare than they encourage a coherent

multiple glazes,

reading. In Fontana’s Ascension, for example, the figuras are
differentiated from the ink-colored mass below by either
awhite glaze, applied so thinly the clay is still visible underneath,
or a deep, rusty brown. A similar approach is also visible

in his Battle (Battaglia) (1947, cat. 2) created in the same year,
The majority of the surface is treated with an iridescent,
coppery purple, with a handful of the warriors in the midst of &
vialent battle further coated with azure blue and pale vellow,
congealing in places into a mottled turquoise.

Similar to Jackson Pollack’s approach to an Abstract Expressionist
painting, Fontana's and Melotti's applications of glazes were
neither haphazard nor random. The colors are exquisitely bal
anced throughout the compaositions, lending a agracefulness

1o pieces whose material below the surface remained a torrent
of physical mass. Their particular uses of high aloss or metalic

glazes were also crucial. Many of Fontana’s and Melotti's
ceramics from this period share & comman formal characteris

wvertical orientation. The striations on Letter to Fontana, tha

upward gaze of Madness, the cutstretched limbs of Battle,
or the pointed peaks of Ascer
boundsz

o, project beyond the
a5 of the sculpture. The shine of the glazes extended

this effect, and further emphasized the rhythmic movement of
the underlying material

Fantana and Melotti both accentuated the t
extending its
the surface effects of their glazes, but their work stil betrays
divergent paths to achieve those results, Melo
no mat ir glazes or the largeness of their
form, retain a quiet intimacy and lyricism. Even in his most
visually busy or materially labored pieces like Untitied (Senza
titolg) (ca. 1955, cat. 28), his ceramics possess an emotional
hysical delicacy. In comparison, Fantana's ceramics are
bombastic, muddled masses exploding off of walls, flaors,
and tabletops, a deluge of matter, massive in foree regardless

of its ph

ctility of clay while
physical presence in time and space through

i's ceramics,

and

| dimensions. Thase differences have as much

o dowith unigue temperaments of each arlist as much as any

grander historical or

historical context, but

2y also
bilities ermbedded
within the materia s of cerar
Fontana and Melotti collapsed boundaries between painting
and sculpture, using the immediacy and malleability of clay
to synthesize space and time,

demonstrate the range of experimental po

clay and the proces

=]

While Fentana explored the principles of Spatialism through-
out the last twenty years of his life, producing numerous

barogue ceramics and Spatial Concepts, one of his most ambi-
tious “spatial” projects was the ure). The
seres consisted of massive, solid clay spheres with irregular

MNature sculptures (Nat

forms, pierced by either a crudely dug circular hale or linear
trench. Some of the warks are over 100 centimeters in diam
eter and weigh hundreds of pound , forcing Fontana to blend
the clay with grog - filler made from finely ground fragments
of previously fired ceramics — to pravent the sculptures from
exploding in the kiln during firing.2” Fontana also created a
related, smaller group of Nature sculptures, sometimes referrad
to as "ciottali” or "pebbles” (1959, cats. 14 and 15). Thesa
were also solid spheres of clay, but were subsequently cut in
.« painted, and often displayed side-by-side.

a

Better known today in the bronze versions Fontana ca
the Nat

t later,
re series began as an ambitious ceramic project in

tana and Fausto I

:ola at Ceas (Ceramisti Associatil in 1958, By the mid-
rwentieth century, Albisscla was already one of the leading

and oldest established centers of ceramic production in ltaly,
but in the postwar period it quickly cultivated a reputation
tion. The critical debates

s a location for artistic experimenta
y have been waged in the pages of Domus or in the

warious exhibitions and events on display across ltaly, but many
of the new forms and modarn aporoaches 1o clay sculpture
were created in Albissola. A popular tourist destination on the
1 Riviera, the city had no problem attracting a wide variety
from Milan and other cosmopolitan
“atural setting infused with

ofartwaorld lu
s. Albisso < k
the smell of sea salt and the rich local earth - a prime loca-
tion for tapping into primordial archetypes. With its long history
f ceramic production and established kilns, factories, and
eries, Albissola glso provided the infrastructure necessary to
nuriure an artistic enclave exploring the possibilities of clay,

ar

SEMVED

Tullio Mazzotti ran one of the most important factories in
Alpissola. Like Ponti, Tullie, who changed his name to

Tullio d" Albissola, was a fierce supporter of the resurgence
of ceramic practice in the postwar period, but he had encour
aged his father, back in the 1920s, to establish a separate

workshop within the factory where artists could come

and create ® Fontana met Tullio in 1934 and began working

consistenthy with him in 1936, experimenting with a wide

range of technigues and materials, including terracotta, grés
staneware,and srmoother ceramics. Through Tullio and

his workshop in Albissola, Fontana met and collaborated with
alian and international avant-garde artists

avastarray of |t
throughout the 19403 and 'G0s *#

Coinciding with Fontana's transition to his abstract,” Spatialist”
ceramics, the Incontri Internazionale delle Ceramica
{International encounters in ceramics) took place in 1954, The
2 t brought together a diverse group of artists to
Albiszola, including the Italians Enrico Baj, Fontana, and

even

n artist Matta, the French Canadian

Ernilio Scanavino, the Chile
poet and artist Roland Giguére, and Morthern European
artists associated with the avant-garde group CoBRA includ
ing Karel Appel, Corneille, Asger Jorn, and the Belgian
writer Theodor Koenig. The Incontri functioned as a kind of
infarmal artistic workshop, a technical training seminar,

and scholarly proceeding — all in a summer camp—like atmo-
sphere (fig. 10). Encouraged to experiment and let their
icipating artists produced, often

maginations go free, the
collaboratively, work that emphasized the materiality of
clay and made innovative use of color. Some works focused




|
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more on the painted surface than the form of the ceramic,
but most were undeniably sculptural — three-dimensional things,
expressively shaped and crudely handled.

Fontana's Nature series was one of the most materially
explicit projects to come out of Albissola in the postwar period.
He made the pieces with the help of Umberto Ghersi, a
local ceramic artist and technician. Ghersi prepared the earthen
material and kept it wet with dampened strips of fabric as
Fontana modeled the forms.® As photographs show, the cre-
ation of the Nature works was a laborious and physical
process. Fontana used his bare hands, a thick piece of rope, or
a large stick to attack and shape the clay, digging deep
holes or lacerating the surface in broad, rough cuts (fig. 11).
Ghersi then managed the firing process. Fontana briefly
returned to Milan during this stage, but wrote to Ghersi, implor-
ing him to “Look after the balls as if they were your own!”
Fontana insisted that these orbs would prove famous after their
creation and commended Ghersi for his faithful and coopera-
tive assistance through their “gestation.” Fontana closed

26

his letter by asking Ghersi to telephone him, noting that no
matter what happened he would come right to Albissola 3!

From the beginning the Nature sculptures generated a multiplic-
ity of mental associations and interpretations. Fontana displayed
them for the first time in Venice during the summer of 1960

as a part of the group exhibition Dalla natura all arte (From
Nature to Art), which then traveled to the Stedelijk Museum,
Amsterdam, in December. After seeing the Nature works at
Fontana’s well-received solo exhibition a year later at the Iris
Clert Gallery in Paris, the French critic Luce Hoctin wrote

that Fontana’s “ballons” or “balls” were enigmatic presences, 3
whereas Toni Toniato described the Nature works as “balls

of fire and earth,” “artificial meteorites, " “giant pods, “and
monsters released from hibernation or from a terrible night-
mare.”# Toniato focused most of his attention on the material
properties of the pieces using language laden with biological
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references, pointing out how their “shells” bore the cracks,
grooves, and traces of the artist's touch, and had “marks

like a tortoise.” Like many other commentators at the time,
Toniato also used language that highlighted the fertility

and violence of nature, stating that the clay cores were “impreg-
nated” and their “fecundity, inscrutable.”3¢

The sexual and reproductive connotations were warranted.
Many art historians have seen the holes and cuts of the
Nature series in the context of bodily orifices, both male and
female. Some have even pointed out that in the Italian ver-
nacular of the postwar period, natura, the singular form of the
word “nature,” was a slang phrase for genitalia, especially
female genitalia.®® Fontana himself encouraged this reading,
but also suggested another possible reference for the
Nature sculptures.3 He stated:

I was thinking of these worlds, of the moon with these . ...
holes, this appalling silence, which makes us anxious,

and the astronauts in a new world. And then, these... in
the artist’s imagination ... these immense things which
have been there thousands of millions of years ... and man
arrives, in deadly silence, in this anxiety, and leaves a vital
sign of his arrival. ... There were these closed forms, which
signaled a desire to make the inert material live.3

The reference to galactic, spatial bodies reflects both the wide-
spread global fascination with outer space during the
postwar period and Fontana’s obsession with the limitless-
ness and technological implications of modern physics

and space travel expressed in his Spatialist manifestoes.
The 1960s were the pinnacle of the space race, a moment
memorable for launching the first human into space and for
the first lunar landing. The silence, darkness, and chasms

of outer space were highly influential concepts for Fontana,
and he became fascinated by the photographs of celestial
surfaces and bodies taken from satellites. Fontana had even
viewed a meteor in the home of the Albissola artist and
fellow astronomy enthusiast Antonio Sabetelli just prior to
creating the Nature series.3®

ntana working on the Nature
ures, 1960.
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Fontana's interest in space as an organizing conceptual and
formal principle, as well as his increasing desire to create
spatial and sensory experience also shaped how he chose to
install the Natures for Dalla natura all'arte. The exhibition orga-
nizers allotted Fontana three galleries at the Palazzo Grassi.
Fontana transformed two of the galleries, creating unique
spatial environments. In one room, he installed Exaltation
of a Form (Esaltazione di una Forma). Using a considerable
amount of pink satin provided by SNIA, the textile company
and owners at the time of the Palazzo, diagonally stretched
bands, and a leaning polyhedron structure placed in the center
of the room, Fontana turned the gallery into a claustrophobic,
cave-like space (fig. 12).39

The Nature series occupied the final gallery. Fontana placed
each sculpture on its own pedestal, made from found objects
such as wooden stools and boxes. He painted the walls a
muddy ochre color and included some text incorporating the
phrase terra madre (mother earth), visible in an installation
photograph (fig. 13).# Walking into such a dark space, filled
with lumbering, visceral clay bodies and seemingly indeci-
pherable material smeared on almost every surface must have
generated quite a sensory experience in visitors to the exhibi-
tion. As the artist Gianni Colombo recollected, the entire instal-
lation felt “very barbaric” and “very direct.”4!

The Nature sculptures managed to simultaneously express

the raw origins of life on earth and the mysterious emptiness
of outer space. As Fontana wrote to the Belgian artist Jef
Verheyen in 1961, "I love them [the Natures] very much, they
are nothingness or the beginning of everything.”*? For
Fontana art was no longer about the simple presentation of
an autonomous object and figurative subject. He sought
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instead to enable viewers to create emotional and imagina-
tive experiences for themselves through their encounters with
his materials.

The Evolution of Material

The Nature sculptures marked Fontana's last significant foray
into ceramics. While he continued to thoughtfully engage
with materials, he increasingly turned his attention in the1960s
to using new technological forms of media to continue explor-
ing the possibilities of space. He created total environments
like his Ambiente spaziale bianco (White Spatial Ambience)

at the thirty-third Venice Biennale in 1966. In his 1961 works
Cubo di luce (struttura luminosa) [(Cube of Light) (Luminous
Structure)] and Fonti dj energia (Sources of Energy), installed
on the ceiling for /talia'67, Fontana embraced the artistic
potential of neon, a material that created ephemeral, dynamic
spatial effects.

Around the corner from Fontana's Italia’ 61 installation, of
course, stood Melotti's monumental wall (over 12 meters high)

which consisted of 800 ceramic tiles, each of them measuring
50 by 70 centimeters (fig. 14). The panels hungin a grid pattern
onan elaborate metal structure fastened over one of the
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makeshift exhibition walls. Overall the group was similar to
Melotti's previous large-scale architectural panel commissions
with a white and pastel color scheme, with a few more satu-
rated panels interspersed and four much larger, dark panels
breaking up the total field. Though most of the individual tiles
comprised abstract, geometric panels and grids, each panel
was meant to illustrate a different facet of “The Evolution of
Formin Craftwork, " the theme given to Melotti by the
exhibition’s organizers. The work became a highlight of /talia ‘61,
receiving ample coverage in the pages of Domus and even
making the cover of the international version of Ljfe 4 Melotti's
wall of tiles, however, also stands as a visual closing argu-
ment, attesting to the achievements of postwar ltalian artists
to merge ceramics with avant-garde practice. It also marked
the end of Melotti's sustained engagement with ceramics.

Like Fontana, Melotti turned his attention elsewhere, embark-
ing on a decades-long involvement with abstract metal sculp-
ture. As Fontana did with neon, Melotti's thin, linear sculptures
used a modern and industrial material. Both artists embraced
new materials and became increasingly interested in large-
scale projects and environmental installations, tendencies that
came to characterize much of the vanguard and experimental
artin the later postwar period.

The Nature series and Melotti's massive project for /talia'61
can be seen as the culmination of the utopian ceramic

Figure 12

Lucio Fontana, Exaltation of Form
(Esaltazione di una forma),
1960. Cloth, in the exhibition Dalla
natura all‘arte, Palazzo Grassi, Venice
August-October 1960

Figure 13
Lucio Fontana, installation view of

€, 1960, for the exhibition Dalla
nature all'arte at the Palazzo Grassi,
Venice, August-October 1960
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experiment of the years immediately following WWII. In the .
1940s and 1950s, clay provided something tangible and famil-
iar in a moment that must have felt both exhilaratingly wide
open and terrifyingly uncertain. With the passage of twenty
years, however, the world had again changed, and ltalian art-
ists, like their international colleagues, slowly moved away
from ceramic work. For avant-garde artists of the mid- and late-
1960s the traditional connotations of polychrome ceram-
ics and terracotta no longer held much interest. Their use of
raw, quotidian substances like water, dirt, and live anima\s,‘
however, suggest a continued interest in the artistic possi-
bilities of humble, immediate materials.

The wedge between the fine and decorative arts returned in
the late postwar period, but perhaps more significantly the
debate no longer seemed to matter much among most vanguard
artists.* Modernism established a footing in Italian art and
design, and there were new debates and new tendencies to
explore. Just as it had been before and after the Second

World War in Italy, however, this moment was not so much a
total break as a fascinating, complex continuation. The sculp-
tural projects of the next Italian avant-garde, Arte Povera —
Jannis Kounnelis's horses, Giovanni Anselmo’s wilting lettuce,
or Mario Merz's dirt and glass igloos — may seem to have
little in common with Melotti's theaters or Fontana’s polychrome
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ceramic figures of the late 1940s, but they indicated a new
dialect more certainly than a different language.

The next generation of Italian artists used and augmented many
of the tactics Fontana and Melotti developed in the 1940s
and 1950s. In the late 1960s, Fontana, alongside those artists
associated with Arte Povera, openly embraced collaboration
with commercial and industrial entities, working alongside engi-
neers, industrial designers, architects, and art dealers, just
as his ceramic projects depended on the assistance of techni-
cians and figures like Ponti or Tullio in the preceding decades.
More than anything, though, the artists of the 1960s sustained
the spirit of experimentation that informed so much of the
ceramic output in the postwar period, visible, for example, in
Albissola during the summer of 1954. Italian artists remained
committed to pushing forward the medium of sculpture
through an intense and unrelenting investigation of materiality.
The ltalian encounter with clay and ceramics in the immediate
postwar period may have been a brief, and at times a messy
mixture of contradictory stances, but it produced a new model
for artistic process based on the possibilities of radical,
dynamic experimentation with material.




