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QMy @ind of spaceQ is a different dimension. The Goled
isthis dimengon. [...] | make ahole in thecanvas in ode
to leave benind me the old pictorial formulag, the panting

and thetraditiond view of art, and | escape|...] from the
prison oftheflat surfaceO(Fontana, Ohe Last InterviewQ.

Toward Four-Dimensonality: Spatialist Environments and Television

Between theend d World War 1l and his death in 1968, he Italian conceptud
artist Lucio Fontanaattempted to realize a fundamentally new art form that presented art
in afour-dimensond space tha endured ove time. At once liberated from the boundsof
occupying Pace pe e, this art aso oughtto donesticate space inN and withN a
revolutionay new light, engaging with gace both as absence and presence. His work
ventured toward the Gesamtkundwerk of visud art: a onae panting, sulpture and
architecture within oneart object. Drawn to the emergent technologies of neon and
fluorescent lighting, Fontananaurally pursued the promise of atechnically similar
medium, television, for its literal four-dimensondity as a pictoria representation of
space occurring over a determinae length of time, with suppo®d globd reach and
pemanency.! This paper seeks to explicate Fontana(® work with gatialist environments
and atialist conaeptsN the buchi (holes) andtagli (cuts)N in his own terms and in terms
of the promise of television & medium, aspiring © fill this ggp in the present literature on

Fontana

! The sad irony ofthis statement and Fontana@® motivation is thus Fontana® workK if
broadcast at alN reached few viewers and norecordingsseem to have survived.
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|. Relnterpreting Kitsch: Fontana® Early Sculpture

Prior to fleeing Italy in 1940, Ludo Fontanaenjoyed afair anountof recognition &
a sculptor of kitsch. He worked mogly with ceramics, creating biightly colored art
objects that were vagudy absract.? A key example of this kitsch work is his (BranchioO
from 1936, ablack clay glob tha resembles acrab seated on arock throughFontana@
orangeglaze work (Fig. 1). These compostionsare novd and queint, butthere is hadly a
discernible conceptud program a work. They gppear mainly as kitsch, and little more.
This becomes mog gppaent in his depictionsof women from this period. For example,
his GBeated WomanOfrom 1934 gpears to bea sculptura rendition of Klimt pantings
with acertain trinket character.® Fontana(3 sculpture appesrs as a domestication of
Klimt@ panting in away tha lacks adlear artistic pupose and evidences his engagement
with kitsch (Fig. 2).

Conaeptudly, Fontana@ early sculptures appeer at first glance as either
uninteresting orconfused. These works approximate figuration withoutfully enveoping
themselves within aproject of representationdity. Yet they are notabgract for the sake
of abdraction. Any dialectic beween abgraction and representationdity seems absent or
conceptudly uninteresting in these works. The coloration of these works vibrates much

like thework of Hans Mack, alater artist from the ZERO Group ha Fontanaheavily

2 As Yve-Alain Bois points out, Fontanadid notbegin to @antd or artistically engage
with canvases, which may be more accurateN until 1949, ontemporaneouswith Figure
8, hisfirst Spatialist Environment (Bois 242)

% Thefacial expressionsand deorative abgraction mirror Klimt@ 1907 ®ortrait of
Adde Bloch-Bauer 1.00ne might expect a smaller version of Fontana@ piece to bea
papeweight
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influenced, yet Fontanal® sculptures seem to lack Mack@® conceptud sophistication.*
These sculptures indead appear to be poorattempts a figuration made by an immature
artist whose work does not explicitly engage with traditiond High Moden conaerns
Problematics of modean sculpture like medium, materials, floor placement, space,
illusonism and redlity dl lack prima facie expression and engagement in these art
objects. Thelack of acoherently articulated conogptud schemain the works has fuded
the hegemonic interpretation of these works as mere juvenilia, to bediscarded.

There is something & work here, however. Fontana® sculptural work beginning in
the mid-1930satempts to mediate panting and sculpture; they are hisinitial efforts
toward the Gesamtkunswerk.” In the case of the crab sculpture discussed ebove the crab
figure becomes apparent only asa result of the compostion® coloration (Fig. 1) Not
even with the GBranchioGtitle is it evident that the work depicts a crab. His horse
sculptures from 1936 ad the batle sculptures from 1947 drectly engage with this same
conceptud program (Figs. 3-7). Especialy in FHgures 3 end 6, he compostionscan be
viewed only as abdract blobswhen the forms done are consdered, withoutcolor. It is
barely conceivable that aviewer could ascertain the content of these compasitions
withoutthar titles and withoutther coloration. More than 9mply accentuaed by wlor,
color interrogaes the viewer@® assumptionsregarding their figuration. Figure Six contains
thefollowing cnceptud problematic: thework asks the viewer to goproach its figurative

content as people on hases batling, ofering support in the form of coloration and the

* Figure 4 gandsa strongexample of this color vibration, & do hetwo sculptures of
batle scenes (Figs 5, 6)

® This argument bears mos weight as arevisionist history, consdering it in light of the
reading | develop of Fontana@ spaialist environments. These early sculptures, | argue,
represent thefirst attempt at the kind of art Fontana realizes and conaeptudly articulates
laterN for the same conceptud reasonsthat television interests him.
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figuration accentuated by this coloration. Next the compogtion bingstheinquiry back
upon heviewer, to interrogae why ahorse should bedepicted in ydlow with the
base/ground n black and snow white. Beyond his, the ingances of black and white on
both @attleOsculptures cannotsimply beread as shadowing, for the work does not
adheae to any ddinite light source againg which the shadows rationdly spawn.

With these works we see the emergence of a conceptudly sophisticated program to
intertwines sculpture and panting in search of art objects that transverse and tranggress
medium. The sculpture is a once dso panting, ad vice versa, with each medium posng
guestionsof the other. These works foreshadow the sort of Gesamtkundwerk tha
Fontana later makes his chief artistic endeavor.® Fontanahas notyet expressed this
artistic intention in manifestos, and tisintention is only visible when reading these early
works through te late works like the Spaialist Environments, where, | argue Fontana
comes extraordinarily close to gynthesizing the arts into Gesamkungwerk.

1. Manifesto Blanco: Toward a New Art, 19461951

The @Vhite Manifesto0Fontanaand his pupis wrote in Argentina systematizes the
conaeptud overtones of Fontana® paiod of pog-war kitsch. @rt is nowin apeaiod of
latency,Othe manifesto begins It continues to st the broad gods that he beieves will
rguvenae the practice and tha he pursued when hereturned to Italy later that year.
These gods indudethe development of four-dimensond art usng tha Quminous
malleable subgance, Ofluorescent and nen lighting. He also seeks a conceptudly

complicated synthesis of artistic development and physca dements to beeffected in his

® | seethis articulated in his 1951 Manifeste technique Obut this discussion mmes later.
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work. Throughoutthe manifesto, Fontana expects technology will effect atrandormation
of artN and thusof societyN usng, diefly, the emergent lighting technologies.

The conaegptud gods of this manifesto center upan arguvenation of art through an
abandonnent of traditiond panted canvas and sulpture. At length heproduces a
narative of Western at that damondrates traditiond artistic media to beexhaused
technically and @mnceptually. His call for anew art therefore beginswith imploring
scientists to assist the @liscovery of this luminousmalleable subgance and [to work]
toward the creation of ingruments capable of produdng undstha will pemit the
development of four-dimensond art.OThis new art needsto recognize tha @he notion of
speed is condant in hunan life. OAny art that would fulfill these criteria has certain four-
dimengondity, occupying pace and tme dynamically. Although his seems mog like a
call for the usage of television in conceptud art, it only foreshadows this; Fontana3
artistic engagement with television will notcome until sx years and five manifestoes
later.

Fontana@ work changes congpicuousy with his retumn to Europeas hebeginsto
realize these conceptud godsin at objects. In 1949 Fontanacreated bot his first
gpaialist environment and his first canvas panting of holes (budi). Using fluorescent
lighting and papier-m%hZ for the spatialist environment, Fontana created an art object
that filled and oustripped the entire gdlery space.’” It floodel the gdlery space with
fluorescent light emanaing from an ehereal, demon-like object sugpended menacingly

fromthe ceiling. Reriod phobgraphscapture it as a ba-like figure poised to amite the

" In my research, | was unable to dgermineif there was an audio component of this
exhibition. Were there one, this would certainly suppott the claims | make later in the
paper; were there not, the Sidercomit Pavilion@ cinema furnishes this artistic synthesis.
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viewer and shatter the viewer@ stagnant conceptionsof art (Fig. 8) A 197
recondruction presents the environment in aless menacing way, perhgpsdueto alarger
gdlery space and an atempt to capture it as a venerable piece of art historyN thé is,
deadN rather than as an avant-garde art form meant to reshgpe future praxis (Fig. 9)
Fontana himself described the environment as an attempt to putthe viewer in aradically
new space tha demanded akind of seeing entirely different from tha of traditiond art
objects. Of it, hesad:
Upon entering, you ae absolutely done each visitor engaged with ther
own immediate reaction, notdictated to by an object, or by thingslaid out
like merchandise, man was faced with himself, with his own conscience,
with his own ignorance, his own physca bang (Whitfield 186)
Anthony White unpaks this sense of presence with great articulation in his article in
Grey Room He describes it as an at object tha engages the viewer and Gill[s] up he
architectural cavity and becom[es] one with itO(62). There is a certain slitary, GomaticO
connetion with the art White sees a period viewer experiencding in the galery space. For
White, the environment@ Qi—atalcenterpiece is a curvaceous arabesque form that he
interprets to symbolize Fontana® utopian aspirations Implicit throughoutwWhite®
description is theidea of this radically new art object shodking aviewer so asto tranamit
and trangmute its utopian, quai-political aesthetic into an integral pat of the viewing
expeience. For White, this piece symbolizes Fontana paayzing the viewer into
accepting and aloping the conaeptud program undelying the compostion.
Formally this environment demondrates many aspects that realize the conceptud

endeavors set forth in the @Vhite Manifesto.CFluorescent paint creates the formal basis of
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this compostion & Fontanahad called for in the manifesto. But this fluorescent lighting
is dso key to decoding the compostion cnoeptudly: Fontanailluminaes the
environment through acongant interaction béween the ambient black light and the
fluorescent pant on the suspendead obgct, thuscreating asteady sream of light that
interacts dynamically with the compostion © bahethegdlery space in color. The
environment® fluorescent luminescence conjoins sculpture and panting within the
gdlery space. However, Fontana® compostion dos notsmply occupythe gdlery space;
it domesticates, ddines and ransgresses the gallery space. In ome sense, the
environment likewise engages with its architectural surroundngs Period photographsof
the environment emphasize the Sze of the sugpended object as aforeboding presence that
domnaesthegdlery space. As Fontananotes, it creates a sense of clausrophobr,
tranggressive vertical space tha interrogates the relationship aviewer has to traditiond,
museumified at objects.

The domesticated gpace, however, is afinite onein which the viewer has clear
senses of location and limits. Fontana future work with environments will abandon his
finitudein favor of an illusonistic abyss beyond tie compostion®@ vertical bounday.
This illugonistic abyss is more compatible with Fontana@ conceptud god of abandoning
pictorial and gulptural formsin favor of four-dimensiond dynamism. Because Fontana
sees color as the comerstoneof space perception? his environments can irt the figure-
ground elation by mposng an infinite darkened abyss of ground béind/above the

compostion@figuration. With the figure-ground elation in hiatus Fontana®

® In the @Vhite ManifestoCFontanawrites of color as Qhe element of space,Oas he views
sound®relationdhip to time. Color and ound €rve as meansof peaceiving and
punduaing.
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compogtionsstand ouside the traditiond formulas of art praxis to import dynamism
from theindderminateness of its boundaies. As | draw outlater in the paper, an infinite
vertical axis will become a hdlmark of Fontana@ environments.”

[I1.  Electric Light vs. Spatialist Concept: Unpacking the Mature Environments

Oroday we demand art which is based on e necessity of a
new visionQ(Fontana, 'echnical ManifestoQ).

Fontana@® ingallation & the 1951 Mlan Triennial embodied afar more robust
realization of his conceptud endeavors. In this work, the 1953 $Sdercomit Pavilion
cinemaand 1961Font di Energia ingalation, Fontanaarguably realizes the conaeptud
gods with which hestruggled in his first Spatialist Environment (1949) and in his early
kitsch sculpture. Fontana dso makes a key migration from fluorescent pant on
sugpendeal at objects to adirect use of fluorescent or neon tubelighting. The
implementation of tubelighting removes Fontanafurther from the confines of traditiond
panting and sculpture, dlowing him to project light from his art cylindrical, non
figurative object rather than to reflect light off of an at object with aluminosty would be
propottionge to its surface area.

To undestand what Fontana@ work signified, it is first important to undestand
wha it was not In OThe Last Interview Given by FontanaOpublshed in Sudio
International, hecriticizes an interpretation of his work with fluorescent lighting & mere
@lectric light OHe deides the tendency to ovasimplify his work as smply holes, fancy
lighting ordashes canvases. Ingead, it is necessary to undestand the environments and
spaialist concepts as art objects. They are @o longer pictures,Chetells theinterviewer,

reiterating tha his engagement with pace avoidsthe pictorial formula, as does his recent

® Interestingly Fontanaamost aways sashes his canvases donga similar vertical axis.
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shift to tubelighting ingead of figurative objects covered with fluorescent pants. His
manifestos are replete with the specific technical articulation of this conagptud program,
although t requires unpacking o oorrelate the manifestos with his works, paticularly the
environments.

Turning toward Fontana@ 1951 echnical manifesto, Fontanaoutines specific
implements of his artistic vision. @Ve are pursuing the evolution ofthe mediumin at,0
the manifesto begins Flacing aheavy emphasis on dynamic nev media, it reiterates the
prior daim of stagnaion; (panted canvases and carved goneno longe have any
meaning.OFontana abandonstraditiond canvas painting and sulpture because they do
not recognize change as an essential condition oflife, nordo they reflect an integration of
labor that synthesizes artistic endeavor with scientific research into at indallations
Fontanathen declares, G new aesthetic forms: luminousforms through $ace, movement,
color, time and Pace are the conacepts of the naw art.Olt seeks to unie time and $ace in
the compostion, and o unite architecture and art; it seeks the Gesantkungwerk,
implicitly and in different terms. Thekey here, however, is the implementation of
architecture. Orhe fourth ideal dimension of architecture is art, OFontanawrites.
Fontana@® 1949 patidist environment lacked architectural nuance that prevented him
from fully implementing the conceptual schema

Fontana@ work 1951 ndallation for the Milan Triennial realizes much of this
manifesto® gods with adesire to link panting, Sulpture and achitecture. Fontana
collaborated with Italian architect Luciano Baldessari to design this ingallation (Figures
10, 11) In this compostion, the neon lighting donesticates the surrounding pece by

panting acolorful flow onto thewalls. Hanging éovealarge staircase, Fontana® light
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piece both illuminates the roomas anavigaiond aid and fills the empty space with
artistic ingiration. The phobgraph in Fgure 10 diaws out the experience of light
impeative in this compodtion, where the pant onthewalls and nen lights interact to
create an ommipresent luminescence and aglowing dynamism from static, immovable
walls. These lightsilluminate the space butaso engagein an exchange beween datic
walls decorated/vivified with neon light and decorative e ements intended to vivify the
space, asin theclash baween the dynamic light cast agang the solid-colored walls and
the decorative wall pantingsatop the staircase and the sculptural embdlishment on he
wall opposte it. In this tengon Fontana depicts the antagonism beween light as a
practical medium that facilitates sightN and viewing at objectsN and lightitself standing
astheart object itself.’® He demandsanew kind of seeing tha does notsmply treat light
as an uninteresting given within acompostion.

This compostion is ameaningful fuson of multiple artistic media and piactice
with paticularly interesting achitectural dements. FHgure 11 is paticularly hdpful for
giving asense of scale to the compostion: in the bottom of this phobgraph of the work,
we can faintly observe astanding peason who is dwarfed by the enormity of the
ingallation ace and by the sugpended at object®@ pavasive luminescence. The
experience of this indallation is an encounter with an ary, voluminousspace @aintedCby
afluid light source suspended from the celling. This space, however, retains the finitude
of the 1949 gatialist environment; there is notan illusory abyss imposng upon he

viewer from above Movement on hevertical axis crownsthis ingallation® concern with

19 Fontanal3 respon to this tenson in the next two case studies, the Sidercomit Paviliion
cinema and the Font di Eenrgia indallation will be a complete abandonnent of panting
and traditiond pictorial illusonism in favor of implementing eanergent techologies.
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perspective and gace, but it isa drictly ddinested movement a each end. The
compostion imposes upa theviewer climbing the saircase in an environment bathed in
neon light, ascending towards decorative elements in each end d theingallation gace.
Theviewer thusenters adynanic space that obfuscates the boundaies beween
architecture, panting, <ulpture and decoration, mdescing these disparate artistic
practices into asingle experience of presence with an at object.

This same attempt to synthesize artistic practices appears when looking, briefly, a&
Fontana@® Spatialist Concept works, the canvases of holes and aits for which Fontanais
famous The hole and the dash ae Fontana® attempt to add three dimensonsto the two-
dimendond canvas panting. Thevoidsin these compostionscreate literal moments of
demateriaization tha permit the art object® engagement with space to go frther. The
perforation of the canvas surface creates a vertical axis of engagement for aviewer. It
also pamits aplay of lightin which it is possible for aviewer to paceive the canvas as
having recessed pundures or as aflat surface with raised regionspainted black where the
pundures occur. Depending uponighting amnditionsand viewing angle, it is posible to
view these compogtionsether way, their meaning changing dynamically. Fontanadso
exploits this play with lighting when hepundured coppe sheets duling his sojoum in
New York; this metallic triptych actudly reflect light, dynamically as the viewer moves
aboutthe gdlery space (Figure 12).** Theliteral three-dimensiondity of the picture plane
situaes these traditiondly flat creationsbeween painting and sulpture with ther

invocation of illusonistic space. Fontana@ desire to combine panting and sulpture is

| write this from personal experience, having sen these works at the Guggenhém@®@
Ludo Fontana: Venice/New York exhibition in December 2006.Not knowing anything
aboutFontana@ work at thetime, | was struck by the sheer vibrancy of his compostions
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effected very tangibly in these works, and they shed light back upon hs intentionsfor the

pre-war kitsch sculptures.

Retuming © theingallations Fontana@ cinema in the Sidercomit Pavilion (1953)
and theFont di Energia (1961)are his mos mature work with gaialist environments,
manifesting the conceptud gods of his oeuvre from his early kitsch to the technical
manifesto and beyond. Both ingallations manifest the halmarks of Fontana® spaialist
environment: emergent lighting technologies obfuscate the separation beéween lighting
and wall panting; the decorative ®ackgrounddend the artistic Goregrounddintersplice
confusangly as both lose gability. Beyond hese dements, aconoeptudly interesting
ceiling and the strong rectangularity of the space@® architectural form cultivate an
emphasis on veticality. This emphasis on veticality findsits earliest full development in
these compostions which atempts to expand therole of dynamism in the compostions
Furthermore, the viewer@ experience of the space is thoroughly conddered and
meticuloudy controlled for both works.

Tuming first to the cinema, there are three interesting atistic advances Fontana
makes with this space. Frst, Fontana has pierced the celling and sugpended lighting that
create an illusonistic depth. The celling gpears to cover an unboundeal abyss above

through hese holes.*? Second, hie segmentation of the neon tbing nerks a departure in

12 Certainly thelighting onthe ceiling reinforces the presence of a barier and undemines
any noion of unobsructed veticality. Yet the holes make the celling gopear as more of a
curtain-wall form tha punctuates permeable interior and exterior spaces, with the holes
themselves suggesting multiple loa of confluence between aces and of boundkess
exteriority sStuaed in these pundures.
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Fontana@® work from asingle, contiguouslight source. This departure accentuaes the
holes in the celling and aeates a sense of individudity, as if each strip of lighting
corresponced to aparticular char placement within the cinema.’® Fontana(3 prescribed
char arrangement and the use of these small stripsof neon lighting sem to bdance
Fontana@® appreciation of individudity with arecognition of the space@ large-scale,
commund use.

Third and nmog obvioudy, the pace contains acinema screen ortelevision; it is,
of course, a cinema. The presence of this screen, however, draws out a technical
similarity beween the glowing images of the cinema and the artistic space of the ceiling
with its glowing nen sgments and illusonistic hole placement. The interrogaion of
lightas an at object per se and nore than 9mply a means of perceiving vision gans
another inflection in this space: in juxtapogtion to the celling, Fontanaimplicitly
suggests the light projected onb the screen beregarded as an at object pa se and
separate from the cinematic images it facilitates.™*

Mog importantly for Fontana@ conceptud ambitions the cinema literally exists
in four-dimensons Fontana® metaphyscs posts time as a sequence of moments

punduated by ound, br it is the @ ement of timeQes articulated in the QVhite

13 It isworth noing, dbeit in pasing, ha thewall adomments strikingly resemble
Fontana@® sashed canvases (tagli), and tat this design notif is effected varioudy
thoughoutthe space: the char seats, lace-secured seat backingsand abourding
straightness of the neon egments accentuae and perpetuae the design notif. Fontana
appears to implement this as a means of figuring and wnnecting disparate spacesin a
techniquein linewith his Gesamkungwerk ambitions

1 Thisidea has arather trite afterlife in subsequent film, where scenes of characters at a
cinema shot with the camera@ back to the screen routindy show the light of projection
establish the scene@ location. In this way, the light of the projector becomes an object of
artistic inquiry, aside from the images this light projects, which typically are nather
shown norof narative import.
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Manifesto. OPossessing the obviousarchitectural three-dimensondity augmented by a
cinema projecting images andsound Fontanais able to haness this quasi-televisud
reality to areate his first environment tha clearly punduaes itself in four dimensons
This is gpace acomplete realization of his gods, however; the Sdercomit
Pavilion dnema does not have the sort of boundess verticality of Fontana® later Font di
Energia. The cinema@ ceiling ontains moments of boundess verticality cohabitating on
afixed, nexrly contiguous ceiling plane inscribed within the architectural boundaies. The
Font di Energia marks agreat advance in this regard, for it presents an illusonistic abyss
abovetheviewer. The layers of neon tubes, ordered nearly at random create the sense of
agreat expanse of unknovn depth éovethe viewer. Moreover, the sheer scale of the
compostionN as seen by he size of the person insdetheingallationN demongrates
Fontana@ desire to ovawhdm the viewer with asense of transgressive verticality above
What is hgppening in this nebulous space abovethe viewer™N And isit threatening, &
was the 1949 Paialist Environment? These questionsintroduce dynamism into the
composgtion. The chance and randommess assodated with thar answers, varying from
person o pason, op@&sthe art object to fluid interpretations Furthermore, this piece
should bestuaed historically; 1961 was atime of leaps and boundsn gace exploration
in which the sky assumed arole beyond celestial heavens, as atangible realm
astronomical research. Notionsof space ddfine the compostion, boh astheroomin
which the art object resides or as the ether above earth. With this dluson Fontanareturns
to his WVhite ManifestoOdesire to assist the reorganization and integration of labor, of
scientists and atists working togeher, to form aliteral Gource of energyCes thetitle

implies.
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On apurely formal level, Font di Energia conjoins architecture, sculpture,
panting and Elevision mog succindly among he pieces in Fontana3 oeuvre. The
gdlery space@ wall appears to belined with variousingset televisionsfor the viewer@
perusal. Abovethe viewer are neon tubes engaged with the traditionsof sculpture. These
neon ubes, as with the previousingdallations pant the gdlery space with their flows of
light Here Fontanamod directly gpproximates the gods set forth in his many
manifestos, and the god of creating aGesamtkungwerk that drove his early career.

V.  Conclusion: Television asthe Promised Medium

Orhe spectator did notcontemplate a detached form before )
[higher] eyes, [ghe entered into the pictoria environment.O

Fontana@ brief television bioadcast states, Qelevision is the medium we have
been waiting for as our conceptua complement.3° Aside from the clear technical
similarities between television and fluorescent lighting, wha do Fontana@@ spatialist
environment ingallationsconceptudly sgnify tha would drive him to experiment with
television in 1951 Withoutany extant recordingsof the broadcast, it is impossible to say
with certainty what transpired atistically or conceptudly in the work. However, there are
broad themes that | have sketched as recurring in his work and shared with television*

Fontana@® work is driven by adesire to tranggress space and time, to be
omnipresent and smultaneoudy adistinct moment of art history. In his Grind

Interview,Ohe says,

> Thisis from the television menifesto. See note 16 bdow.

18 For the sake of argument, | am assuming thetelevision manifesto was read as pat of an
experimental television lroadcast. There are doubs in literature on Fontanal late work
as to whether this was ever produced or broadcast. | wish to assume tha it hgppened in
order to explicate the interesting conoeptual links between his other work and television;
whether this produdion or broadcast actudly did hgopen on 17 March 192 as claimed is
aquestion for an Italian archivist of television, and notmine
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| dso did the Manifesto on Elevision. | wanted to have an exhibition
simultaneoudy in New York, Milan, Berlin, thewhole world ove, to
tranamit forms. [...] We got togeher agroup d spaialists. We wanted to
tranamit smultaneoudy al ove theworld a satement, some kind of
gesture, to demondrate tha the whole world was simultaneoudy aware of
asingle thought*’
In this interview, Fontanareiterates his wish that Qhelife conditionsof society and of
every individud will betransformed.OThe omnipresence of his work, however, lines up
with theway his spatialist environments engage with gpace. While thelight quaart object
clearly emanaes from afixed source, it pavades the entire space of the ingallation
transform dl it touches, even thevisitor@ dothes in the case of the 1949 patialist
environment that used black light Furthermore, the material hgopeningsneeded to aeate
the broadcast need only occur oncg, in oneplace, to aeate this broadcast, from which
point it can beared nearly innunerable times ove an dmog limitless lifespan. Here we
can se Fontana reaching toward ye another emergent technology to further
dematerialize his artistic message by ddaching his art works even more from the bounds
of space and ime, Fontana@® work is pemitted to beeven more pavasive. Similar to how
thevertical confuson of Fonti di Energia creates an illusonistic abyss abovethe viewer,
detached from space, Fontana@ adopion oftelevision aeates an illuson of acomplete

detachment from space and ime.

*"In this interview Fontana casts doubs aboutwhether thetelevision bioadcast
hapopened; again, | wish to explicate the broadcast(@ sgnificance within his ouevre, which
isaquestion rather independent of the fact of the actud historical broadcast.
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Correspondingly, Fontana@® engagement with pace holds another moment of
poignancy. QVe want to liberate art in gace so it can last amillenium, even aoneminute
broadcast,OFontanawrites in thetelevision manifesto. He refers to a further
dematerialization of his art that would dlow for greater reach and preservation. In the
sense that this broadcast would betranamitted by arwaves, Fontana has further
dematerialized his art and pemitted it agreater reach. Thetrandtion o fluorescent and
neon lighting dlowed Fontanato @antOsurfaces dynamically and nore pervasively than
oil and anvas would dlow. His subsequent shift to television bioadcasts can bethought
of as extending this metaphor, where the artistic message s carried by arwaves with afar
greater reach than phobns.

Perhgps nowthefina conceptud nugge of thetelevision manifesto can be
decipheed, tha Fontanaand his colleagues Gearch for an aesthetic in which panting is
no longe panting, sulpture is no longe sculpture and the written page exceedsits
typogtaphical bounday.OFontana@ spaialist environments embody his most directly in
thar dematerialized ndure, often boundéss vertical spaces and s/ntheses of different
traditiondly distinct practices (panting, ulpture, architecture). The television &t isa
technically smilar medium, and onetha pe'mits aliteral four-dimensondity of
presentation by @upling video with sound n its essential form. Lastly, ugng atelevision
set to facilitate a viewer@ encounter with an art object, Fontana extendsthe narative of
his development desire to damaterialize art in order to broaden its engagement with

space.
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List of lllugrations

1. Ludo Fontana GBranchioOQ(Crab). Ceramic. 1936

2. Ludo Fontana GBignoiinasedutaQ(Seated woman). Ceramic. 1934.

3. Ludo Fontana @CavaloO(Horse). Ceramic. 1936

4. Ludo Fontana (CavalliO(Horses). Ceramic. 1936

5. Ludo Fontana BattagliaO(Battle). Ceramic. 1947.

6. Ludo Fontana BattagliaO(Battle). Ceramic. 1947. [[[[theround ong]]]]

7. Ludo Fontana. GBcultura spazialeO(Spaialist sculpture). Ceramic. 1947,

8. Ludo Fontana GAmbiente spaziale a luce neraO(Spatialist environment with black
light). Mixed media. 1949.

9. Ludo Fontana GAmbiente spaziale a luce neraO(Spatialist environment with black
light). Mixed media. 1949;phobgraph of 1976 econgruction.

10.Ludo Fontana (Btrutturad neon nélalX Triennale di Milano.O1951.

11. Alterndive view of Milan Triennial indallation, rom Figure 10.

12.Ludo Fontana (Bpatialist Concept, New York 1001962.

13.Ludo Fontana (Bidercomit Pavilion dnema.01953;two views.

14.Ludo Fontana Gronti di Energia.01961.



