











77 Study for a Lampshade (Village
Festival), 1918, tempera and inks on

cardboard, 17 x 31.8 cm

78 Lampshade, 1918, enamel on
cardboard, 13.7 x 30.5 cm

79 Study for a Lampshade, c. 1918,
pencil and tempera on paper

20.7 x 32 cm

80 Tarscilbalbu’ (Design for Chest and Clothes-stand), 1918-20, tempera, pencil and ink on paper, 34.8 x 23.5 cm

101



81 Coat Hanger, c. 1919, painted wood, 7 x 34.5 cm

82 Futurist Flower, 1918-20, painfed wood, h. 29 cm 83 Panel for Child’s Room, 1916, tempera and ink on paper, 36.5 x 67.5 cm
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84 Futurlibecciata ('Futurlibeccio’), 1919, embroidered fabric, 34 x 176 cm
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oy

85 Design for Shop Furnishing, 87 Balcornice ('Balframe’), 1925,
1920-22 tempera, pencil and ink on paper, painted wood,
41 x 26.8 cm 22 x 25 cm
86 Design for Shop Furnishing, 1920-22, 88 Futurcipressi (‘Futurcypresses’), project for
tempera, pencil and ink on paper, a tapestry, 1925, tempera on paper,
28.5x42.5cm 22.5x 29 cm
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89 Study for the Decoration of a Plate
with Caproni Aeroplanes, c. 1925,
tempera and pencil on paper, 23 x 29 cm

Q0 Pearlescent Reality
(Ceiling Light Fixture), c. 1926,
oil on wood and metal board, & 62 cm

91 Red Studio Door, 1928,
oil and enamel on wood,

210x 91 cm

Q2 Clothes-stand, 1928,
oil on wood, 220 x 200 x 50 cm

@3 Portable Study Lamp,
c. 1928, oil on wood,

60x25x 11 cm
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Q4 Interpenetrating Prismatic Motifs
(Design for a Rug), c. 1930,
tempera on paper, 25 x 37 cm

96 Motif for a Rug (Flowers + Space), c. 1930, tempera on cardboard, 24 x 32.5 cm
95 Motif for a Rug, c. 1930,
tempera on paper, 28.5 x 32.8 cm
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Works on Paper

Q7 Child’s Room for Iris Calabria, 1932, il on wood (4 pieces|, various dimensions 98 My Fiancée at the Pincian Hill (Study for a Portrait), 1902, pencil and pastel on paper, 27 x 22.5 cm
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99 Nude Study, c

100 Nude Study, c

1 Nude Study, c.

19006, pencil on paper, 14.5 x 22.5 cm

1906, pencil on paper 14.5 x 22.5 cm

1906, pencil on paper, 12.5 x 10.5 cm
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102 Study for Iridescent Interpenetrations, 1913, pencil on paper, 12.5 x 10.5 cm
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103 Vortex, 1913-14, charcoal on grey paper; verso: charcoal on paper, 11.8 x 18.2 cm

104-105, Page from Notebook (recto e verso), Lines of Speed and ‘Free-word’, 1913-14, watercolour on paper, 12.7 x 19.8 cm

106 Page from Notebook, Speed + Environment, 191314, pencil on paper, 12 x 8 cm

107 Page from Notebook [verso), Vortex Plus Densities of Space, 1913-14, pencil on paper, 8.1 x 12.7 cm




108 Self Portrait, 1918, coloured pencil and ink on paper, 13.5 x 10 cm

109 Lines of Speed, 1914, watercolour on paper, 10 x 41.5 cm

110 Postcard addressed to Guglielmo Jannelli, 1914, ink wash on cardboard, 9 x 14 cm
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111 The Marchesa Casati with Greyhound and Parrot,

1916, ink on paper,
32.3x24.6cm

112 Lines of Speed Plus Landscape, 1916,
pencil, tempera and embroidery thread on paper,

21.5x25cm

113 Figure Plus Space (Dancer from the Bal Tik Tak), 1921, pencil on paper, 31 x 22 cm

114 Abstract Composition, 1923, tempera on paper, 28.6 x 53.8 cm
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115 Preparatory Study for ‘Futurist Genius’, 1925, pencil on paper, 20 x 28 cm

116 Porirait of Luce Sewing, c. 1928, pencil on paper, 16 x 13 cm 117 Infinity, 1958, ink wash on paper, 13 x 16 cm
122 123



Bibliographical Note

In many ways, crifical interest in Balla has fended
to reflect the trajectory of Futurist scholarship itself.
Immediafely affer the Second World War there was
an understandable reluctance on the part of most in-
tellectuals in ltaly (and elsewhere) fo shun anything
tainted by association with the Fascist regime, even if
the relationship had ‘only’ been of cultural character.
Despite this, inferest began to develop in the work of
both Balla and Boccioni. Of these two great artists
— in different ways representing the two fundamental
pillars of artistic Futurism — the latter enjoyed a faster
and initially more complete rediscovery (thanks to the
early work of Maurizio Calvesi, who published the
first catalogue raisonné of the artist in 1953, with an
infroductory essay by Giulio Carlo Argan). This was
no doubt influenced by the fact that Boccioni's death
in 1916 pre-dated Mussolini's rise to power. Balla’s
Futurist work received its first revaluation of the post-
war era in 1951 (the following vear, a long illness
would force the artist fo virtually abandon his creative
activities for the rest of his life). This took the form of an
exhibition at the Galleria Origine that was promoted
by some of the greatest ltalian artists of the day (Burri,
Capogrossi and Colla, as well as other figures related
fo this group in one way or another, including Man-
nucci and Dorazio) and an article by Ettore Colla of
1952. Although broadly covering the same period,
the dynamics of these reappraisals were very different:
Boccioni’s work received the attention of two of the
most important ltalian critics of the era; by contrast,
Balla's was explored by young artists much more infer-
ested in it from a creative point of view than in ferms
of its historical significance. However, with eminent
pragmatism, American museums and collectors indis-
criminately bought the works of both artists, along with
those by other early members of the movement.

With the publication of the Archivi del Futurismo
(1958-62)," Futurist studies had a foundation on
which to build, and the figure of Balla also began
to emerge with greater philological complefeness. In
1963, Enrico Crispolti organized (with Maria Drudi
Gambillo) a large and significant exhibition of his work
that served as a starting point for further exploration.?
The curators stressed the significance of the ‘Futurist
Reconstruction of the Universe’ as one of the turning
points of contemporary art, greatly increasing the im-
portance of Balla’s Futurism in terms of its chronological
range. But the path was not entirely smooth: in 1967,
Calvesi provided innovative interpretations of his Futur-
ist work® and, immediately afterward, the Archivi del
Divisionismo (1968)* systematically chronicled his ear
ly figurative period; that year, Maurizio Fagiolo also
traced his path from Divisionism to early Futurism in
three catalogues accompanying exhibitions in a pri-
vate gallery.® Despite such farsighted research, an ex-
hibition of 1971 at Rome's Galleria Nazionale d'Arte
Modema, curated by Giorgio De Marchis, essentially
limited ifs evaluation of the artist’s achievements to his
early Futurist works. (However, the same show also
produced one of the best bio-bibliographical summao-
ries of Balla's career, edited by Livia Velani.)®

During the 1970s, the study of Balla’s work was im-
pacted by a range of factors that proved foo com-
plex to be resolved by scholars at the time: the variety
and breadth of his research (which few were willing
to study with any tenacity); the esoteric, theosophical,
scientific and mathematical nature of the interests that
formed the basis of his aesthetic reflections; the length
of his Futurist phase, which came to be seen as having
led to mannerism (interrupted only at the beginning of

the Thirties, by which point the movement's other ma-
jor figures had long since abandoned Futurism); the
inability properly fo inferpret his Futurist and post-Fu-
turist refurn to figuration; and finally, his proximity fo
Fascism. Other, external, factors influenced the critical
appraisal of Balla’s work, such as the management of
his legacy by his daughters Luce and Elica,” dedicated
and uncompromising — but sometimes rather ‘difficult
— defenders of their father's work, who promoted his
late figurative period above his abstract-Futurist output,
which they considered to have been a parenthesis,
albeit an important one. Then there was the perception
of Balla as a ‘provincial’ artist, due to the fact that
he almost never left ltaly and was surrounded by his
two unmarried daughters with their antiquated ideas
(Morandi's similar lifestyle was instead seen as evi-
dence of his solitary and ascefic commitment to artistic
research).

In the 1970s and early 1980s the most significant
contributions to the field were made by Enrico Crispol-
ti, Maurizio Fagiolo and Giovanni Lista.® If Crispolti
comprehensively confextualized Balla’s role  within
Futurism,® Fagiolo investigated his work in a number
of sporadic publications, summarized and culminat-
ing in three organic and rich exhibitions incorporat-
ing a great deal of documentary material.'® In 1982
Lista produced the first catalogue raisonné of Balla's
work!" — an essential iconographical tool. However,
these contributions rarely explored crucial issues in any
depth, merely rearranging and re-proposing known
material and tracing ideas already fully explored.
Consequently, they were important insfruments of con-
sultation, but not sufficiently rigorous as to give a deci-
sive impetus fo the study of a figure so complex and,
ultimately, so mysferious. In addition fo these, a number
of smaller scale publications (small in terms of their pro-
file, not their scholarly significance) were produced by
Federica Pirani,'? Flavio Fergonzi,'® Valeria Mosini'4
and other authors cited in the texts of this catalogue.

In recent years | have produced a number of works
on Balla containing new findings and exploring new
avenues of enquiry. These began with an exhibition
of 1996 in Moscow!'® (in the catalogue of which |
clarified many unfamiliar aspects of his career) which
was followed by two monographs — one fairly small,'¢
the other far more extensive'” — in which | opened up
new ways of interpreting Balla's work in relation to his
theosophical interests and his return fo figuration. More
recently, | have defined several crucial points concern-
ing Balla’s early Futurism and his work in the sphere of
the applied arts.'®

Since 2000, many other studies have dealt with Balla,
enhancing and enriching our knowledge about the art-
ist and offering new perspectives on his work.'? A num-
ber of exhibitions have also reconsidered his career,
always favouring the Futurist and pre-Futurist periods,
and thereby failing to arrive at complefe reconstruction
of his artistic activity.2

Fabio Benzi

Giacomo Balla: A Brief Biography
1871

On 18 July Giacomo Balla was born in Turin to the
photographer Giovanni Balla and Lucia Gianofti.
Following the death of his father, the young Balla aban-
dons the violin — and his schooling — being consfrained
fo start work. Simultaneously, he devotes himself to
drawing and painting. During these years Balla suffers
a nervous breakdown.

1888

He attends the Accademia Albertina in Turin, and
exhibifs his first painfing, Sunsef, at the city’s Mostra
Promotrice (Promotional Exposition) of 1891. He en-
counters the photographer Oresfe Bertieri — the brother
of a fellow student af the Academy — who is friend with
Pellizza da Volpedo.

1895
In January Balla moves to Rome, where he will remain
for the rest of his life.

1896
He rents a studio in Via delle Terme di Diocleziano,

which he keeps unfil 1903.

1897

Balla meets and becomes engaged fo Elisa Marcuc-
ci. Elisa is the sister of Alessandro, a friend of Duilio
Cambellotti and later of Giovanni Cena, with whom
he will go on fo develop a project fo establish schools
of literacy in the Roman countryside (an idea inspired
by the humanifarian socialism typical of the pericd).
Balla exhibits March Sun at Turin's Mostra Promotrice.

1899

He exhibits a painting tiled Impressionist at the Mostra
degli Amatori e Cultori (Exhibition of Amateurs and
Connoisseurs) in Rome.

1900

In February he exhibits a work filed The Bitplayer at
the Mostra degli Amatori e Culiori. On 2 September
he visits Paris, where he remains until March 1901 as
a guest of his friend, the illustrator Serafino Macchio-
fi. He also visits the Universal Exposition held in the
French capital that year.

1901

Upon his refurn to Rome, Balla meets the young Gino
Severini. He exhibits nine works at the Mostra degli
Amatori e Culfori.

1902

He exhibits 13 works af the Mostra degli Amatori e
Cultori. He also meets Umberto Boccioni, who be-
comes his pupil.

1903

Balla moves to Via Salaria, remaining there until 1904.
Mario Sironi [whom he mees this year), Severini and
Boccioni form a compact group of Divisionist artists led
by Balla. He exhibits six paintings af the Mostra degli
Amatori e Culfori and one at the Venice Biennale; he
also exhibits a drawing at Munich'’s Glaspalast.

1904

Balla marries Elisa Marcucci and the couple move to
Via Parioli 6 (now Via Paisiello, opposite Villa Borghe-
se) where they remain until the building is demolished
in 1926. An article dedicated to his work by S. A.
Nappi is published. Tilled ‘Giacomo il notturno,” if



alludes to the artist's predilection for nocturnal scenes
illuminated by artificial lights.

He exhibits nine works at the Mostra degli Amatori e
Cultori, including the masterpieces Bankruptcy, VWork
and Elisa at the Cate. In Disseldorf and Munich he
also exhibits two works created some years earlier.

1905

Balla exhibits eight works at the Mostra degli Amatori
e Cultori, and executes several drawings for the social-
ist newspaper L'Avanti della Domenica.

1906
He exhibits two works at the Mostra degli Amatori e
Cultori and one at the Mostra del Sempione in Milan.

1907
He exhibits four works at the Mosira degli Amatori e Cuk
fori, including the triptych known as The Worker’s Day.

1908
He exhibits four works at the Mostra degli Amatori e
Culfori.

1909

He exhibits five works at the Mostra degli Amatori e
Cultori. He also exhibits a group of seven painfings at
the Salon d'Automne in Paris, including the four sec-
tions of the Polypfych of the Living.

1910

Together with Boccioni, Carlo Carrg, Luigi Russolo and
Severini, Balla signs the ‘Manifesto of Futurist Painters'.
The document is dated 2 February, although in fact
Balla joins the group slightly later, in April.

On 11 April he also signs the “Technical Manifesto of
Futurist Painting”.

He exhibits the triptych Affections and Saying Good-
bye at the Mostra degli Amatori e Cultori.

Between the end of this year and the beginning of the
next he paints Villa Borghese (Rome, Calleria Nazionale
d'Arte Modernal, conceived as a monumental polyptych
of fifteen separate panels fo be presented af Futurist exhi-
bitions, butf the work is rejected by his colleagues.

1911

He exhibits two works at the ‘Exhibition of Fine Arts" as
part of Rome's Esposizione Internazionale; in June this
event hosts the exhibition of the Schools of the Agro
Romano, where he presents a series of studies depict-
ing peasants and landscapes, as well as his Porfrait
of Tolstoy.

1912

On 5 February the exhibition Peinires Futuristes ltaliens
opens af the BernheimJeune Gallery in Paris. The cat
alogue lists Balla's painting Lumiere electrique (Arc
Llamp) created in late 1911 (although Balla will later
back-date this piece to 1909); however, the painfing
does not appear in the exhibition because the artist’s
Futurist language is still not considered to be sufficiently
mature by his colleagues.

Between July and August Balla visits Disseldorf, where
he sftays at the house of the L&wensteins in order to
undertake the decoration of their study. He refurns there
between November and December fo complefe the
decoration. During this second visit Balla experiments
with his “iridescent interpenefrations” and executes the
painting Rhythms of the Bow. He had previously stud-
ied movement in paintings inspired by Efiennejules
Marey's ‘chronophotography’ (Girl x Balcony) and the
‘photodynamism’ of Anfon Giulio Bragaglia (Leash in
Motion).

1913

In February Balla participates in a Futurist exhibition held
in the Foyer of Rome’s Teatro Cosfanzi alongside other
members of the movement, presenting three studies of
mofion made in the second half of 1912 as well as Arc
Llamp of 1911. He also creates examples of ‘iridescent
inferpenetrations’ for the cover of a catalogue of an ex-
hibition of the Secession (although this is never realized).
In April, Balla publishes a leaflet in which he declares
that the ‘old’ Balla is dead, and that his works will be
sold off at the Galleria Giosi (in fact, no auction takes
place).

He again exhibits the four paintings displayed in Rome
at Futurist exhibitions in Rotterdam and Berlin (June and
September). That November he participates in the exhibi-
fion of Futurist painting organized in Florence by the jour-
nal lacerba, contributing four studies of speed painted
during the preceding two or three months. Balla finally
elaborates a mature Futurist style, employing a language
all his own, far removed from the Divisionist fradition.
His ‘abstract speed’ series — along with his ‘iridescent
inferpenetrations’ — represent the artist’s key contributions
fo the European avant garde during these years.

1914

He exhibits 28 works at the Mostra degli Amatori
e Culfori. All are pre-Futurist works, except for two:
Rhythm of the Violin and Electric Light (Arc Lamp). He
exhibifs three pre-Futurist works at Probitas in Rome.
Parallel to this exhibition, Balla sends 12 Futurist works
fo an exhibition of Futurist painfing at the Galleria
Sprovieri in Rome, which subsequently fravels o Na-
ples. He participates in the Futurist exhibition at the
Doré Gallery in London.

On 11 September he publishes the Futurist manifesto
‘The Anti-Neutral Suit’ (which had already appeared in
French on 20 May under the file 'le v&tement masculin
futuriste’) marking the beginning of Balla’s passionate and
profound inferest in fashion as an expression of Futurist
aesthetics in everyday life. However, Balla had been ex-
perimenting with Futurist clothing from as early as 1912,
as revealed in a lefter fo his family from Disseldorf).

1915

On 11 March Balla signs the manifesto ‘Futurist Recon-
struction of the Universe’ with the young painter Fortu-
nato Depero, infroducing a highly innovative concept
info international avantgarde practice — namely, the
rigorous application of Modemist and Futurist aesthet-
ics to every aspect of daily life.

Balla is arrested with Marinetti and other Futurists at
an interventionist demonstration outside the Chamber
of Deputies.

He exhibits paintings by Late Balla and Futurist Balla af
the Sala d'Arte Angelelli in Rome.

He exhibits nine works at the Panama Pacific Inferna-
tional Exposition in San Francisco, as part of a Futurist
group show.

During 1915, Balla adopted a synthetic style in which
any references to Divisionist fragmentation are aban-
doned, and abstractdynamic forces are represented by
means of geometric or sinuous shapes painted in pure,
vibrant colours (the socalled ‘interventionist” paintings).

1916

During the summer Balla acfs in, and helps fo write,
the film Vita Futurista (Futurist Life) directed by Arnaldo
Ginna, Emilio Settimelli and Bruno Corra.

On 11 September he signs the manifesto of ‘The Futurist
Cinema’ with Marinetti, Corra, Settimelli and Ginna.

In December Sergei Diaghilev commissions Balla to re-
alize ‘sculptural scenery’ for Stravinsky's Feu d'artifice
(in accordance with a skefch approved by Diaghilev).

During the war years Balla devotes much of his time
to the applied arts and fashion, designing fapestries,
fies, etc. These projects are pioneering in terms of
the interesfs of the European avant gardes, anticipat-
ing the systematization of arfistic production and the
concept of ‘design’ enshrined in the work of Bauhaus
arfists.

1917

The premiere of the film Futurist Life takes place on 28
January.

Feu d'artifice is staged at Rome's Teatro Costanzi on
12 April, employing Balla's abstract scenery (sculptural
and geometric shapes in bright colours) and a ‘chore-
ography’ of moving coloured lights. On the opening
night a technical fault means that these remain fixed in
place; however, af the premiere — to which the reviews
refer — they function perfecily.

1918

In October Balla holds a large solo exhibition of 40
works at Bragaglia’s Casa d'Arfe exhibition space; in
the catalogue he publishes his ‘Manifesto on Colour'.
Following the war, Balla develops themes relating fo
the ‘states of mind" and movements of nature, exploring
a number of theosophical ideas that had been popular
at the turn of the century.

1919

He participates in the Great National Futurist Exhibi-
fion at Palazzo Cova in Milan, exhibiting free-word
compositions, ifems of clothing and designs for hats
alongside a number of paintings.

1920

Along with Marinetti, Mario Carli and Settimelli, he
edits the weekly journal Roma futurista.

In March he exhibits a number of ‘passéist’ paintings
at the Galleria in Piazza della Scala, Milan, and in
December he exhibifs five paintings at the Exposition
Internationale d’Art Moderne in Geneva.

1921

Balla is engaged in the decoration of the Bal Tik Tak,
a 'night club” in Via Milano, Rome. Immediately there-
after he

undertakes the decoration of the Futurist Hall in the new
headquarters of Bragaglia’s Casa d'Arte in Via degli
Avignonesi.

He exhibits at the Galerie Reinhardt in Paris, and as
part of the Futurist group in Prague.

In the 1920s Balla's work in the sphere of the applied
arts almost outweighs his painterly acfivities.

He begins fo create figurative painfings once again,
such as Valle Givlia, 1921 (Rome, Galleria Nazion-
ale d'Arte Moderna). Sporadic at first, such imagery
will come to dominate his work during the 1930s.

1925

In January he exhibits at the Futurist exhibition organ-
ized by Marinetii af Palozzo Madama, Turin. In March
he exhibits 11 works at the Futurists’ group exhibition
at the Third Rome Biennale.

Balla receives a gold medal for his Futurist fapestries
exhibited at the Exposition Internationale des Arts
Décoratifs et Industriels Modernes in Paris.

1926

Balla moves temporarily to Villa Ambron in Via Aldo-
vrandi, having had to abandon the house in Via Pa-
rioli, condemned fo destruction along with all of ifs
Futurist furnishings.

He exhibits four works at the Venice Biennale.

1927

Balla exhibits two works at the Turin Quadriennale. A
travelling Futurist exhibition (Bologna, Palermo, Milan,
Imola) includes a number of his paintings.

1928

Balla displays 93 works spanning his entire career in a
dedicated room at the Mostra degli Amatori e Cultori
in Rome.

1929

Balla moves to Via Oslavia 39, where he will live until
his death.

He has another solo show at the centenary exhibi-
tion of the Amatori e Cultori, predominantly com-
prising figurative, post-Futurist works, but is simulta-
neously represented in the Futurist room by abstract
works.

1930
Balla exhibits with the Futurists at the Venice Bien-
nale; he also has a solo exhibition at the Galleria

del Dipinto in Rome, where he presents works from
all phases of his activity in addition to many works
of decorative art.

1931

Along with Benedetta, Depero, Gerardo Dottori, Fillia,
Marinetti, Enrico Prampolini, Mino Somenzi and Tato,
Balla signs the ‘Manifesfo of Aeropainting’.

At the First Rome Quadriennale he exhibits both Futurist
and figurative works.

A number of exhibitions featuring Balla’s works take
place in ltaly and abroad during the 1930s; interest
in works from his Futurist period increases in the United
States (for example, the collector G. Goodyear buys
Dynamism of a Dog on a Leash).

1935

Balla is nominated an Academician of San Luca.

He exhibits a single figurative work at the Second
Quadriennale in Rome. The Galleria L'Anfonina in
Rome's Piazza di Spagna mounts an exhibition of his
works and those of his two daughters — and pupils —

luce and Elica. Balla begins definitively to distance
himself from Futurism.

1937

Balla writes a lefter fo the newspaper Perseo in
which he completely dissociates himself from Futurist
activities.

1942

Balla holds a large solo exhibition af the Galleria San
Marco in Rome, exclusively dedicated fo his postFu-
furist works.

1947-58

A solo exhibition af the Accademia di San luca
planned for 1947 does not take place due fo dis-
agreements over its organization and the choice of
works to be exhibited, which also probably included
recent versions of Futurist works.

Balla continues fo paint works of a realist character in
a manner consistent with his artisfic choices subsequent
fo his Futurist period.
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Museum, 1996 (then Rome, Chiostro del Bra-
mante, 1998).

16 F. Benzi, Balla, Florence, 2000.

17 F Benzi, Balla. Genio Futurista, Milan,
2007.

18 F Benzi, Il Futurismo, Milan, 2008; ‘Giaco-
mo Balla: dalla Moda Futurista alla Ricostruz-
ione futurista dell’'Universo’, in C. Cerutti and
R. Sgubin, eds, Futurismo, moda, design: la
riscostruzione futurista dell'universo quotidiano,
exh. cat., Gorizia, Musei Provinciali, 2009;
‘Qualche nota aggiuntiva sulla visione feosofi-
ca in Giacomo Balla e nel primo Futurismo’, in
Dal Razionalismo al Rinascimento. Per i quar-
anta anni di studi di Silvia Danesi Squarzina,
Rome, 2011; ‘Giacomo Balla: The Conquest
of Speed’, in V. Greene, ed., lfalian Futurism
1909-1944: Reconstructing the Universe, exh.
cat., New York, The Solomon Guggenheim
Museum, 2014, pp.103-15; ‘Giacomo Balla
e le Compenetrazioni iridescenti: approfondi-
menti e novitd documentarie’, in Storia dell’Arte,
n. 139 (January - April 2014), pp. 157-73; Gi-
acomo Balla — Genio Fulurista: da Expo Parigi
1925 a Expo Milano 2015, exh. cat., Milan,
Expo, Palazzo lialia, 2015.

19 On the rediscovery of Balla’s Futurist work
and its importance for the postwar avant garde
see, above all, G. lista, Giacomo Balla. Futur-

ismo e neofuturismo, Milan, 2009 and D. Viva,
‘Gli antenati elettivi. Giacomo balla astrattista
tra Forma 1 e Origine (1948-1954)', in Studi
di Memofonte, 13, 2014, pp. 195221 Var-
ious exhibition catalogues have promoted Bal-
la's work, presenting familiar works, not always
providing philologically definite interpretations
(as we have observed), and including works of
doubfful authenticity: G. Lista, P. Baldacci and
L. Velani, Balla. la modernita futurista, exh. cat.,
Milan: Palazzo Reale, 2008. See also M. Fo-
giolo (with the collboration of E. Gigli), Futur nat-
ura. la svolta di Balla 1916-1920, exh. cat.,
Milan, Galleria Fonte d'Abisso, 1998-99; M.
Fagiolo (with the collboration of E. Gigli), Balla
a sorpresa. Astratiismo dal vero, decor pittura,
realtd nuda e sana’ 1919-1929, exh. cat.,
Milan, Galleria Fonte d'Abisso, 2000:01; A.
Masoero, ed., Nel Giardino di Balla. Futuris-
mo 1912-1928, exh. cat., Milan, Galleria
Fonte d'Abisso, 2004. Reference should also
be made to a small publication filled, Balla,
Milan 2004, supplement to Il Corriere della
Sera, with an infroductory (posthumous| text by
M. Fagiolo, based on a work of 1992, with
notes by V. Gavioli.

2 The most recent have been Balla. la mo-
dernita futurista, curated by G. Lista, P. Bal-
dacci and L. Velani, Milan, Palazzo Reale,
2008 (including some uncertain works), and
Giacomo Balla, curated by E. Coen, Alba,
Fondazione Ferrero, 2016 (unfortunately, this
included some outofdate references, and
mistakes in ferms of the chronclogy of some
of the works).
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