GENIO FUTl.JRISTA

Balla's tapusly
atthe Intermational Exhibition in Pals (1525)

Glacome Balla

“Genio Futurkta*{oflon tapestry canvas, 279 x 381 cm, the largest work ever painted by
Balla) has always bieen reganded with one accord, and abose all by Balla himself as the
limchpin of his show at the World's Fair in Paris in 1925, a highly symbolic presence for the
origin and developments of Art Déco, but alsn because it allows the public to approach
and rediscover the fasdnation of an exdting and prestigious wilection, built up with
patience and passion by Laura Biagietti and Gianni Ggna. The oil painting was made by
Balla for the Exposition des Arts Décoratifs Modernes held in Pars in 1925, where it was
shown for the first time in lion of derative artstogether works,
The Paris Expo set the seal on what was by this ime the widespread intermational diffu-
sion of the ieas of the Futurists wha, interpreting the theories of Filippo Tommaso
Mariretti, had already camied out a genuine ideological and artistic revalution in the
previous deade, and given voicetto thefmpetus thatwould dear the way forthe intema-
‘tional avant-gardes. The qult ofspeedand dynamism was linked toa new concept of art,
which the Futurists no longer saw as mere representation, butas concrete action in the
world. Inthe themes tackled this franslated into # paean to modzmity and progress and
embodied the opimistic and progressive vision of the early part of the century, The
hanging was put on display again in the echibition atthe association of Amatod e Cuttori
i Belle Artiin Romein 1928, ina dominant pasition at the centre of 2 large wall in the
anthological roam devoted work inwhich the artist

‘tion of the mostimportnt [: it isionistwork:

‘from the beginning of the century. Based on the clours of the alian flag (red, white and
green), seton a dark and light blue ground, the ‘prismatic’ composition is centred on the
schematicfigure of a man, with the head in the shape of a star, the arms outstretched i
forma sortof M, theinital of Marinett|, e ivventor afFuturism, and two red wedges for
‘the legs. From this anly vaguely anthrapomorphic abstract figure {the Futurist Genius,
essenfially Balla®s seff-portraft) radiate noke-forms that condense the artkts various
experiments with Futurist paintinginto a sort of artistic summa: from the sharp motor-

nofse forms to the astract vohumes of Feu dArtifice (1916-17), fiom the patriofic use of
‘the tricolour in Farme-grido Viva F'ftalia (Farms-Cry Lang Live ftaly, 1915) to the theorefi-
@l and theosophical representations of the fourth dimension’ inTrasformazioni forme-

spiriti{Form-Spirit Transformations, 1918) and Pessimisma contro Ot imismo {Pessimsm
verus Optimism, 1923) and o the intersecing triangles of the Compenetrazioni
iridescent (idescent Interpenetrations). The Genio futurista hanging is the precise:and
recapftulatary representation afan inspired process that led the artht to an awareness of
the universe, and todepict alours:
an avari-garde not just of forms, but also and above all of intellechus| intuitions, of
dimensions that go beyond the visible and ‘give skeletcn and flssh to the inisible’ as

thedynamic

Balla himseif put itin the manifesto of The Futurist Reconstruction ef the Universe (1915).

Fabo Bert

inaom dla, Geno izt 1925, on tapesty canvas, 275 301, Lauta BizgittColection, Guidania (Rome)

GIACOMO BALLA

Hewias born in Turin in 1871, After finishing his studies he enrolled in the ‘Accademia Albertina. A fundamental stage in b
development was his stay in Paris in 1900-01, where he encountered the Post-fmpressionist research into light conducted by
Seuratand Signac. (n 1910 he signed, along with Boeccioni, Severini, Caira and Russolo, the Menifesto of the Futurist Painters,
which drew on the conterts of the manifests published by Marinetti the previous year, and which was followed shortly
afterwards by the Technical Manifiesto of FuturistPainting, In 1915 he and Fortunatn Depero signed the manifesto of the Futu-
rist Reconstruction of the Universe, which set out to extend Futurist aesthetics to every aspect of the life, a fundamental
moment for of the European -gardes. Even before. in 1916, he had assumeda lzading
tole within the movement. He worked incessantly, participating in the making of the film Vita fiturista (1916), signing with
Marinetti and others the Manifesto of Futurist Cinema and in 1917 creating the scenery for Igor Stravinskys ballet Feu
dartifice, performed at the Tetro Costanzi in Rome by Diaghilev’s Ballets Russes. n 1919 he took part in the Grand National
Futurist Exhibition at the Galleria Centrale in Palazzo Cova in Milan. Right through the twenties he showed at the main exhibi-
tions of the Futurist group. In 19251 and in 1926 at the Venic whilein 1928 he
helda salo exhibition atthe Amatori e Cuftori. In 1929 he adhered for a short imeto the Manifesto of Aeropainting, but atthe
beginning of the thirties he made an abrupt break with Futurism, declaring that‘pure art lies in absolute realism, without
which it |apses imto decorative and omamental forms. He carried on with his artistic activity up until his death, producing a
wison of “realism that in many itid patedPop Art.

Balla diedan 1 March 1958in Rome.

GENIO FUTURISTA
at the Ara Pacis Museum

The two thowsand years sepafating the Ara Pads from the Genio Futurista can be
brushed aside if gazed upan with the eyes of the artist aiming to “yive form to the
nvistble”: beyand its appearance, the Roman altar rendes visible the essence of Augu-
stinian genius, just as Balla wished to capture the dynamic image of italian “genius™
embodied by Futurism, Destiny has decreed that during the Fascist years, Roman and
Futurist genius should meet: initially exalted and wooed by the rhetoric of the regime,
and then explaited and In substance betraged by its propaganda. Today, two symbolic
works of an efa meet once more and new meanings emerge from their prodmity,
The word “genius” shares its roots with the Latin gigno fcreate, generate) and with
gens (stock, people). The “genius™— be it of @ man or of 2 nation — presides over fife
and destiny, continues to five beyond the individual and makes a single people of a
community. In the figures portrayed processing across the Ara Packs, we find the gens
Julia, the stock of Casesar and Augustus, destined to comvey Rome from republic to
empire and ensureits dominion overthe world. The Ara Pacis it a paean to the golden
age, tothefullness oftime offered by Augustus, the moderate prince, who seeks o be
respectfi of the laws and of tracition, The enchantment did nat fast lang; perhaps its
wasnever true, but under &ugustus the Romans leam ed to pay tribute to the genius of
the emperorfor the first time in their history. But it is alsa true that 2000 years do not
pass without leaving trace. The optimism of the Am Pacis is expressed through the
oyclic ime“madevisible”by tthe base of the Ara, which
grow in a spiral and tum on themselves [ike the time of the seasons and of nature, to
infinity. The Augustinian optimism assumes the even-tempered manners of the
miature pringe, consclous that everything moves forward but alsa returns and that
nathing & fost forever. The optimism of Giacomo Balla’s Halian and Futurist genius
appears instzad fued in the instant of apparition, in its explosive expression. It is
young energy, captured at source, and which expands and pours outwands. The Futu-
rist Genlus speaks to his generation of the force of the here and now.

Twaways ofrendeiing visitle the essence of “geniuy” the pure forms of dassicism, the
dynamic nush of the avamt-garde.
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Ballain s studio weafing Futufistc outfits



