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				Ugo Mulas — Aldo Jacober, Ugo La Pietra, Paolo Rizzatto, Boutique Altre Cose, Milano, 1969. Photographs Ugo Mulas © Eredi Ugo Mulas. All right reserved


			


		


	

		

			[image: ]

		


	

		

			

				5


			


		


		

			

				MU


			


		


		

			

				MU


				MUDEC United 


				A tribute to visions, outer worlds and friend-ships


				MUDEC DIRECTOR


				Marina Pugliese


				EDITORIAL DIRECTOR 


				Carlo Antonelli 


				Art Direction


				studio FM milano


				EDITORIAL COORDINATOR 


				Anna Antonini


				Translator and Editorial Reviewer


				Paolo Maria Noseda


				Editorial office


				Carolina Feliziani


				EDITORIAL BOARD


				Tarek Elhaik, Katya Inozemtseva, Alessando Oldani, Carolina Orsini,


				Sara Rizzo, Kibra Sebhat


			


		


		

			

				Every attempt has been made to locate all photographers of the works reproduced in this volume. The publisher apologizes for any unintentional omissions,


				and remains available for referrals, 


				and undertakes, in such cases, 


				to add references in future printings. 


				All rights reserved. No part of this publication may be reproduced, stored in a retrieval system or transmitted in any form or by any means, electronic, mechanical, photocopying, recording 


				or otherwise without prior permission 


				of the publisher. 


				For orders and information 


				distribution@neroeditions.com neroeditions.com 


				ISBN 9788880562429


				Printed and bound 


				March 2024 


				© 2024, NERO, MUDEC


				© texts: the authors


				© pictures: authors, unless 


				otherwise indicated 


			


		


		

			

				MUDEC – Museo delle Culture


				Via Tortona, 56, 


				20144 Milano


				ITALY


			


		


		

			[image: ]

		


	

		

			

				6


			


		


		

			[image: ]

		


		

			[image: ]

		


		

			

				EDITORIAL


				The second issue of MU, the magazine of the MUDEC, continues in its intention to morph the way of describing the collections, exhi-bitions and work of the museum itself by changing linguistic and aesthetic register each time. If with Rainbow the language was Pop, the new issue, “Exposure,” focused on the display is of a more academic label and both narrows and expands the theme while acting as a microscope and a telescope. Through “Exposure,” the power of the dis-play case is explored in shaping the rela-tionship among culture, art and the viewer, raising fundamental questions about its evolution over time and its impact on how works are experienced.


				The “Exposure” project is intended to immerse, both literally and metaphorically, all visitors in the museum's large display case, offering a profound insight into the multiple meanings an exhibited object can take on within an exhibition case.
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				The showcase is with the frame and pedestal, the quintessential symbolic device of the museum machine. It is meant to highlight that what is being displayed has out-standing value.


				But unlike the frame and pedestal, it also serves to protect, to separate, to filter perhaps even to neutralize.


				It is an instrument of preservation, mummification and desire and embodies the paradox of the museum as an ex-hibition machine that, in order to grant accessibility, ends up distorting the meaning of what is on display. A drum that is not played, a mask that is not worn...


				While in general museums today are at the center of a process of revision, just think of the long ICOM (Internation-al Council of Museums) debate on the new definition of a museum, those museums with non-European heritage epit-omize the crisis of the museum as a functional and educa-tional model.


				When we opened the Museo delle Culture in 2015, the presence of the World Cities Forum, that is, a representation of international citizenship was an innovative and experi-mental model. Today, both international citizenship and the countries from which the heritage we preserve comes see the western museum and its modes of operation as a dis-torting mirror. It is not yet entirely clear in which direction it 
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				Marina Pugliese


			


		


		

			

				is best to move to correct—if ever possible—this distortion. For sure, the dimensions of listening and sharing help the revision process. 


				Therefore, this issue was conceived as a need to re-consider the very idea of the ethnographic museum by comparing the use of the display case and exhibition para-digms with other settings.


				For the project “Exposure. The Showcase and its Im-pact between Cultures, Art and Fashion.” Mariana Castillo Deball and Theo Eshetu constitute together with the exhibi-tions three different episodes, fragments, without pretend-ing to completely explore the theme of the showcase in a European museum of different eras, but building a new dynamic, a fundamentally multiple approach to the theme, which can open new opportunities for institutions with eth-nographic collections.


				For the eponymous issue of MU, we asked ourselves what stories the museum device tells


				MU in this case is the showcase of the showcase, an in-cubator of thoughts and shapes, indispensable once again, to rethink MUDEC in particular as well as the very idea of a museum in general. 
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				I am told that the theme of the second issue of “MU-MUDEC United” is the showcase, the mechanisms of displaying, the exposure of objects, etc., to the gaze of oth-ers. I gasp. Then, as usual, I take three breaths. I steal some air around me. It's hot today, too hot. I breathe in this stale air and realize that I am myself under a stale oxygen case. I am a living subject under the canopy of a gaseous shrine called atmosphere. I fly out of my body. I see the terrestrial ball from outside and the living subjects gasping inside it, and I slowly get closer. I realize that there are showcases every-where. Planes, trains, cars. I see the city full of large contain-ers displaying or hiding what they pre-serve (even life from the sun). I observe millions of mechanisms of display under glass—often extraordinary, especially in Milan's history of the last hundred years—to create sometimes impossible wishes (for whose gaze? it has to be very well understood). I see flat towers as forms of preservation from the outside and of the family and individuals themselves. Often forced to “show” themselves as other than themselves, and also couples and families, all as delicate as containing ampoules. But also the homes themselves as little museums of them-selves. I see places of entertainment like discotheques and places of desire behind a screen, transparent or not, and ho-lograms of stars who have aged or disappeared but live on thanks—also—to A.I.. Last we forget, there is also the new “pro” vision of visors that become glasses of a new kind to enhance (say) reality. Mamma mia!
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				Carlo Antonelli


			


		


		

			

				I see plants choked and at the same time preserved in greenhouses and I see living animals (in aquariums and zoos) and I see long-gone animals—including humans—displayed in dioramas or crazy ampoules in the displays of natural history museums.


				And then I finally enter museums of ancient objects—even huge ones—or artifacts. I observe how they display “things” and, in the case of museums of cultures, how they almost always display what belongs to someone else. What to do? Return everything? In that case even a lot of West-ern stuff must take the road home, though, or not? Restore and preserve, perhaps using mechanisms of further study through technologies that are not yet available elsewhere? Put only copies on display? Yet, disappear altogether? The inescapable conversation around these issues—which starts from the acquired (hopefully) respect for the other—has been igniting research centers like MUDEC for some time now. Not to mention that many parts of the world are inflamed at the moment. 


				Therefore, the topic is very relevant, if one thinks care-fully about it. The journey you will find in the next few pag-es is this, taking on board great collaborators and friends from all over the world. Here then is “Exposure” on display. Breathe in and deep dive in. 
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				Villa Giulia Museum, south wing, room 26. 1960. ETRU photo archive. Author: Aleandro Anchora
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				Particle Tracks in AWAN Expansion Cloud Chamber, by Kebuk awan CCBYSA 4.1 share alike
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				Japanese manufacture — Extraordinary helmet (kawari kabuto) made of iron and lacquer in the shape of a fist holding a small cylinder, symbol of Kongo rikishi, one of the Guardians of the Buddhist Law. Edo period, 17th - 18th century — MUDEC, Milan, inv. G 917
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				Gamer Miriam Castella is locked in a coffin while participating in an extreme escape room named Catalepsia, in which she tries to escape from her simulated funeral by solving puzzles, in Barcelona, Spain, on January 18, 2024. #Albert Gea / Reuters
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				A three-year-old called Ethan climbed inside the prize-dispensing machine while out shopping with his family (Still from a video by Queensland police, Australia)
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				Installation view of Amie Siegel: Panorama, Carnegie Museum of Art, Pittsburgh (September 22, 2023–February 11, 2024); photo: Sean Eaton
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				Main body of the 2 m Bubble Chamber at CERN in Geneve in 1969 CCBYSA 4.1 share alike
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				It is said that “on the treasures of the greatest of kings should rest a crocodile.” Although the author of this aphorism has remained anonymous, its importance lies in the connotation of crocodiles as guardians of treasures. The origins of this association are shrouded in mystery and may be rooted in the presence of crocodiles in the work-shops of magicians and alchemists.


				In Crocodile on a Ceiling, I thought to revisit the trajectory of the modern museum by revisiting the phenomenon of the accumu-lation of curiosities from distant lands and the arrangement of collections in display cases known as wunderkammern. The work also reflects on the history of museums as spaces for collecting objects and the sym-bolism associated with taxidermied croc-odiles symbolizing strength, ferocity and ancient knowledge. From the Middle Ages to the later Enlightenment period, these wunderkammern played a significant role in Europe in the phenomenon of collect-ing objects from other cultures. According to Walter D. Mignolo in his book titled The Darker Side of the Renaissance: Colonisa-tion and the Discontinuity of the Classical Tradition, the European Enlightenment was fueled by the discovery of worlds outside Europe, which contributed to artistic, scien-tific, political, social, economic and cultural advances.


				While traveling in Italy, I noticed several times that crocodiles are also hung in numerous churches. Undoubtedly these depictions are a continuum with pagan tra-ditions and beliefs from other cultures and 
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				Revisiting the trajectory of the modern museum
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				tic societies. It raises questions about the relationship between materialism and spir-ituality and the role of museums as bearers and custodians of values.


				The video installation features four projec-tions on the museum ceiling that dialogue with the surrounding collections. Footage of African crocodiles in their natural habitat and footage taken inside a church in Italy are the visual basis of the work, which has a sound loop inspired by liturgical music. In the ideal presentation of the project, the background of the ceiling on which the images are projected is painted blue and adorned with numerous dried starfish as a reference to the ceiling of Giotto's Scro-vegni Chapel. 
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				Theo Eshetu 
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				THEO ESHETU


				Theo Eshetu (1958) is an artist with multi-national, multi-cultural background that speaks to the complexity of identity in an increasingly global-ized world. He has worked in media art, creating installations, video art works, and television doc-umentaries, exploring themes and imagery from anthropology, art history, scientific research, and religious iconography. In his works he attempts to define how electronic media shapes identity and perception, particularly the relationship of African and European cultures.


			


		


		

			

				indicate the importance of the crocodile as a symbol of knowledge and spirituality even in Christianity today. The presence of croc-odiles within sacred spaces emphasizes the connection between the natural and sacred worlds. It plays a role in the transition from alchemical study to religious spaces to the emergence of Museums in the modern era as bearers of knowledge.


				Museums, based on the etymological origin of the Greek muses, are regarded as cus-todians of culture and objects from other countries, proponents of knowledge and carriers of values. However, today muse-ums are increasingly perceived as custo-dians of materialism rather than places of inspiration. With my work I wanted to depict this dichotomy.


				This work is an exploration of the role of museums in society and the connection between the natural and the sacred. The role of art in today's society and its con-nection to ethnographic museums is a current theme in contemporary art. Can contemporary art offer new insights into ethnographic museum collections? I cre-ated the installation “Crocodile on a Ceiling” to raise the question of the role of ethno-graphic collections in museums. One of the most intriguing aspects of museums is to challenge themselves to find strategies to evolve within contemporary narratives while preserving the relevance of historical collections and artifacts. The installation aims at reconciling a secular post-Enlight-enment worldview based on reason with one based on beliefs and ideas from deis-


			


		


		

			

				Cesare Fiori (ca.1636-1702), Cabinet of Art and Curiosities of Manfredo Settala in Milan (graphic rendering) c. 1666, Etching, Milan, MUDEC - Museo delle Culture
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				Colorful daydreaming


			


		


		

			

				Beyond the transparency of the glass, the aura is sheltered, not only the work itself but its uniqueness, its being an object of cult. It can be touched with the eyes, but not with the hands, and the throwing of paint on the surface that protects the painting is a desperate attempt to penetrate the inaccessible zone, and deprive the painting of its val-ue as a fetish, in the name of social rebellion. This is being done in the way of the Dadaists who, against traditional art, displayed railroad tick-ets, buttons or newspaper clippings to annihilate the aura and dispose of the heavy legacy of past centuries. Yet, Walter Benjamin says, there are works that escape the age of technical reproducibility, cannot be reproduced except manually, at which point they are called fakes.


				Then, all that remains is to steal that more precious and more enticing halo suspended above the thing. Steal the authority of the object. The museum traps it under the crystal case, and there is noth-ing more erotic than breaking it or slipping it off, lifting the screen and touching it. It happens in Jules Dassin’s Topkapi (1964), which precise-ly stages the eagerness of mass fruition, the desire to remove it from the aristocratic gaze, from those who own a private gallery. The muse-um offers it for viewing, but forbids tactile pleasure. 


				Thus, a party of shamans penetrates Istanbul’s Topkapi Palace and one of them, an acrobat, reaches down from above to seize the dagger of the three emeralds from the dummy and in its place puts a copy. Here is the copy that refers to reproducibility while the dagger is an unrepeatable testimony of the Ottoman Empire. A copy is also the film itself, the ultimate example of the transition to another reception of the work of art, open to all.
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				Free the objects, said the thief
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				Mariuccia Ciotta


			


		


		

			

				P24–25 Scene from the film Topkapi (1964) in which the theft of the emerald-studded dagger kept in the famous imperial palace, now a museum in Istanbul, takes place
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				The ceremony of breaking the shrine in Topkapi is a sacred, slow, dangerous exercise, marking the transition from one era to another. This is shown by Federico Fellini in one of the episodes of Roma (1972) when the subway drill, in operation for subway excavations, tears down the diaphragm separating the gallery from a room (again, a broken shrine) decorated with marvelous paintings from the Roman era. But as soon as light invades the room, the paintings dissolve.


				Stardust.


				Cinema has abounded with stories of thieves in the nocturnal museum, generally armed with box cutters. Nothing, however, amounts to the act of “liberating the object from its sheath...” (Benjamin). Such is the case with Museo—Mad Robbery in Mexico City by Mexican Al-fonso Ruizpalacios where two students on December 24, 1985 stole (the story is true) 140 works from the National Museum of Anthropol-ogy. The camera focuses on the case that contains a mysterious ar-tifact, and the technique for ungluing it through a process using wax or silicone heated with an electric wire. The two thieves smile at each other through the glass in a crescendo of desire and enjoyment. The loot consists of pre-Hispanic artworks, statues, jewelry and the death mask of a Mayan ruler. 


				Magical tools, accessible only to priests and Gods. They are unique pieces (the two students could not sell them), ideally belonging to the indigenous communities from which they were taken. They are part of those untouchable treasures of History that not even breaking through a hundred display cases can become merchandise.  
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				Mariuccia Ciotta is a journalist and film critic, writer of radio and television programmes, and has written essays and books on authors and genres of the big screen. For a long time director of il manifesto, today she runs the blog “Il Ciot-ta-Silvestri” in which she discusses film topics.
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				14 Hour Technicolor Dreams


			


		


		

			

				Drugs, delirium, sex, rebellion. Lights, bass, sirens, sweat, mania. The club does anything—everything!—just to be better than this shit. Anything not to be bored and not to be boring. Not to be unremark-able and insignificant and unfuckable. Everything to forget earning shit money at a shit job and wasting your life away. To forget the inevitable tedium of you. Your frailties, your imperfections, your misgivings—all of them become sacrificial offerings made in the ritualistic fever of your own nocturnal emancipation. 


				The club is the temple of the ever-reincarnating populist avant-garde. It’s the play pit of pioneers. It’s four walls, a display case for our collective derangement. Hendrix. Dub. Rave. Jungle. Grime. Today’s Auto-Tune extremism... All of it existed in its most tantalizing form as club music. Before its eventual middlebrow-ificiation, before it’s museum-ification, music exists as a jolt of shocking impossibility. There’s a moment where it irradiates the zeitgeist. Makes it come alive. Nowhere does this happen more than in the swarming, cyclonic rap-ture of bass and drums and life that is the club. 


			


		


		

			

				The disco / teque is a display case or our collective derangement
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				It’s all part of the collection. All part of that culture-wide cura-tion of the outer bounds of human affect. Those blistering realms of screaming, inconsolable sensation. You’ll find it all there, in the scat-tered tomes and trinkets of nightclub cultures past and present—in John Coltrane’s Live in Seattle and Franco Rosso’s Babylon and Roast at the Astoria V and Jamaican Michael Jackson Dance to Squash Foot... Trane playing in tongues. Jah Shaka echoing into forever. Jun-gle’s joyous, lustfully destructive rhythmic eschatology. The psycho-active uncanny valley chatter of Jamaica’s Auto-Tune jihadis. All of them, totems of our insatiable will to insanity. We’re all looking for it—that eyes rolling to the back of your skull cognitive obliteration. That sublime ejaculatory gnosis. To walk into a club and be pulverized by sheer alien, unfathomable sonic/narcotic potency. It’s every genera-tion’s destiny to reinvent intensity. To reach new, shrieking, freakish extremes. The club is where we do it. Where we become more. Where we ascend. 
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				Kit Mackintosh is a London-based producer and musician. He is the author of Neon Screams and other writings on the most innovative aspects of contemporary music.


			


		


		

			

				PP 28–29 View of the dancers and partygoers at Club USA, a discoteque in New York, 1993 (photo by Steve Eichner/Getty Images)
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				The idea of the European museum originates from the 16th-century “cabinet of curiosi-ties”: in fact, a showcase, regularly restocked and updated, in which the owners stored objects for various extraordinary reasons. These spaces were already a place of public display and at the same time also of storage, initially for a limited number of guests: in many ways, they have thus been recognized as the prototype of today’s museums. 


				As in a synecdoche, when one part rep-resents the whole, the showcase became the museum. The several paradigmatic changes—educational, performative, post-colonial—that took place between the end of the 20th and the beginning of the 21st cen-tury, the so-called “turns”—hardly affected the basic spatial and semantic convention of the museum: objects are exhibited and pre-served behind glass, to guarantee the safety and security of the exhibits; the architecture of the museum must be favorable to the dis-play case; attempts to free objects from the display case reveal the inevitable resistance of conservators and restorers.


				The “Exposure” project at MUDEC, a museum that houses a vast ethnographic collection and does not escape the rationale of the showcase, started from questions and visual paradoxes related to this almost irrevocable order of artifacts.


				In 2003, the German artist Candida Höfer took an almost reportage-like photograph —Ethnologisches Museum Berlin III 2003—showing two people in protective suits working in the warehouses of Berlin’s Eth-nologisches Museum, with objects locked in display cases behind them. The scene is completely absurd—we are still a long way from a pandemic and the habit of suits and masks—because it is not at all clear what they are afraid of, working in a museum. Are they preserving objects (studying? restor-ing?) or are they preserving themselves, protecting themselves from a real danger? And what is this danger or, more precisely, the concept of danger in an ethnographic collection?


			


		


		

			

				Fear—a reaction to the unknown—takes on other meanings and parameters in our case. In this picture, the unknown consists of objects brought, stolen, illegally exported from countries and regions colonized by Europeans. Unexpected shapes, rare or exotic materials, on the other hand, deter-mine the attractiveness of these objects to the European eye. At the same time, newly arrived objects are a potential source of danger: for example, insects living in old wood, toxic pigments, unknown poisons, etc. Höfer’s photograph literally portrays a scene of encounter between “strangers,” based on mutual distrust and suspicion.


				In a way, the process of academic study of these objects helps to establish a frail trust, but we remain infinitely far from understand-ing not only the purpose of a given object, but also the original context, the ritualized space in which it exists. The “sanitized,“ tested, safe objects are often arranged in display cases in a rather arbitrary order. 


				In the exhibition, we wanted to question this order, or rather, what we recognise as an order, a typology, a scientifically based clas-sification. The design of the showcase deter-mines the number of objects, their shape, weight and so on; the objects are arranged by type of use, thus nullifying any narra-tive—poetic or linked to context and original source—leaving only a dry classification based on scientific principles resulting from the Enlightenment, or to the interpretation of the individual collector.


				This is the case for votive shrines of South American origin, Japanese portable altars, or reliquary figures of African origin, neatly stored in period cabinets, produced for Mil-anese civic collections in the early decades of the 20th century. Artifacts such as arrows are ordered by the 19th-century ethnographer to study the human groups with which the colo-nialist states came into contact; fragments of medieval pottery from Al Fustat are arranged by type, following archaeological criteria; 
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				Permanent Collection 


				Theo Eshetu (b.1958), Crocodile on a Ceiling, 2023, video installations, Milan, Museo delle Culture, ed. 1/5.


				Theo Eshetu (b.1958), Brave New World, 1999, multimedia and video installation, courtesy of the Artist.


				Hall I 


				“Look and don’t touch:” the vitrine as museum archetype


				Portable temples, reliquiaries and altars, Japan, 17th-19th century, Milan, Museo delle Culture.


				Historical displays and their update: the case of the Museum of Civilizations


				Pellegrino Claudio Sestieri, The museum of Prehistory and Protohistory of Latium (Luigi Pigorini Museum), 1975, printed publication, Rome, Museum of Civilizations.


				Francesco Minissi, Setup and furnitures of the Museum of Oriental Art, 1970, photographic art studio Prof. Gaggiotti, Rome; Roman College, Prehistoric Ethnographic Museum, Rooms XXVII–XXXX (Pre-literary history), 1940-1955; photographic art studio Prof. Gaggiotti, Rome; Roman College, Prehistoric Ethnographic Museum, Rooms XXVII–XXX (Oceania), 1940-1955, photographic prints on paper mounted on cardboard, Rome, Museum of Civilizations.


				“Quimbaya and Chincha ceramics. Museum Week. Roman College, Rooms of the Prehistoric Ethnographic Museum”, 1963, photographic print on paper mounted on cardboard, Rome, Museum of Civilizations.


				The house of the sacred concealed behind glass


				Reliquiary keepers and statues, Africa, 20th century, Milan, Museo delle Culture and Milan, Museo delle Culture, Comodato Passaré.


				A latent threat: otherness


				Candida Höfer (b.1944), Ethnologishes Museum III 2003, digital print on paper (printed 2024), courtesy of the Artist and VG Bild-Kunst, Bonn.


				 


				Deangle Mask, Dan People, Liberia or Ivory Coast, Africa, XX century, Turin, Capra Collection.


				Collecting and classifying to know: the ethnographer's vitrine


				Arrows, Parakanã and Asurini Culture, Pará, Brazil, 20th century, Milan, Museo delle Culture.


			


		


		

			

				Arrows, Africa, 19th-20th century, Milan, Museo delle Culture.


				From landfill to display case: archaeological series


				Pottery fragments, Egypt, Syria, Iran, 11th-18th century, Milan, Museo delle Culture.


				The case of Chinese porcelain: ordering to dis-orientate?


				Porcelains, China, 15th-19th century, Milan, Museo delle Culture.


				The vitrine as a “showcase”: accumulations of private taste


				Kapkap, ornament for traditional dance, Santa Cruz, Polynesia, 20th century, Milan, Museo delle Culture.


				Axes tips and arrowheads and splinters, Central and South America, Milan, Museo delle Culture.


				Small Heads, Teotihuacan culture, Mexico, 1st-7th century a.D.; Zapotec culture, Mexico, II century a.C. – V century and 10th-16th century; Aztec culture, Mexico, 15th-16th century, Milan, Museo delle Culture.


				Lip plates, Mursi population, Ethiopia, Africa, Milan, Museo delle Culture.


				Netsuke, Japan, 17th-20th century, Milan, Museo delle Culture.


				Tsuba, Japan, 18th-19th century, Milan, Museo delle Culture.


				Wonders: caskets and relics 


				Domestic altar dedicated to Virgin, Ecuador, Azuay Province, First half of the 20th century, Milan, Museo delle Culture.


				Milk tablets of the Madonna, North Africa, 19th century, Milan, Museo delle Culture.


				Land of Hebron with which the first man was made, North Africa, 19th century, Milan, Museo delle Culture.


				Architectural reliquary with Saint Luke, 18th century, Milan, Sforza Castle Museums.


				Box containing the grain of rice on which the Letter of Wishes to Pope Pius XI is written, India, 1923, Milan, Museo Popoli e Culture – Centro PIME.


				Bronze statue of Guanyin, China, 18th-19th century, Milan, Museo delle Culture.


			


		


		

			

				Ga'u Reliquary, Tibet, 19th-20th century, Milan, Museo delle Culture, Comodato Passaré. 


				A visual theatre for goods: the shop window


				Gene Moore (1910-98), Window display for Tiffany & Co., photo Virginia Roehl Studio, digital print on paper (printed 2024), Washington, National Museum of American History, Archives Center. 


				Albe Steiner (1913–74), Three project studies for window displays at la Rinascente, 1950-1955, collage and mixed media on paper, Milan, Politecnico di Milano Historical Archives, Albe e Lica Steiner Archive. 


				Albe Steiner (1913–74), Project study for a window display at la Rinascente, September 6th, 1952, handwritten notes on preprinted file, technical drawings and color proofs, Milan, Politecnico di Milano Historical Archives, Albe e Lica Steiner Archive; Housewares window display at la Rinascente, 1950-55, photo Farabola, gelatin silver print on paper, Milan, Politecnico di Milano Historical Archives, Albe e Lica Steiner Archive.


				Albe Steiner (1913–74), Four window displays at la Rinascente, 1950-55, photo Farabola, gelatin silver prints on paper, Milan, Politecnico di Milano Historical Archives, Albe e Lica Steiner Archive.


				Roberto Sambonet (1924-95), Four sketches for window displays at la Rinascente, ca. 1955-56, collage and mixed media on cardboard, Milan, Archivio Pittorico Roberto Sambonet.


				Giancarlo Iliprandi (1925-16), School and Perfumery window displays at la Rinascente, 1956-57, gelatin silver prints on paper, Milan, Giancarlo Iliprandi Association.


				Paola Lanzani (b.1933), Kinetic intervention for Christmas at la Rinascente, Piazza Duomo, Milan, 1970, digital print on paper (printed 2024), Milan, Triennale Milano Foundation, Paola Lanzani Archive.


			


		


		

			

				Hall II


				The display case in contemporary art: echo effect


				Sam Durant (b.1961), Echo/Anti-Echo, Der Chef/The Boss, 2004, iron table, glass case, felt, microphone, cable amplifier; cd reader; a framed collage of photocopies, Milan, private collection.


				Apparent archaeology: the display cases of Dion and Hirst


				Mark Dion (b.1961), Raiding Neptune's vault, 1997-1998, portfolio: 3 framed colour photographs, ed. 1/4, Milan, private collection.


				Mark Dion (b.1961), Raiding Neptune's vault, 1997, glass and wood showcase and ceramic fragments, Milan, private collection.


				Mark Dion (b.1961), Raiding Neptune's Vault. Voyage to the Bottom of the Canals and Lagoons of Venice. Installation Cabinet B, 1997-98, showcase cabinet, containing shards, glass, iron, plastic, Milan, private collection.


				Damien Hirst (b.1965), Dead ends, 1994, MDF, glass and cigarette butts, Milan, private collection.


				Monument to Vulnerability IV (Stoning of the Devil)


				Monia Ben Hamouda (b.1991), Monument to Vulnerability IV (Stoning of the Devil), 2024, neon, aluminum, spices, courtesy of the Artist and ChertLüdde, Berlin.


				 


				Before you leave... the emptied vitrine


				Wayside shrine, Ecuador, Azuay Province, first half of the 20th century, Bologna, private collection.
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				Chinese porcelain is ordered by color, perpet-uating a classification coined in France in the second half of the 19th century. 


				The private collector, on the other hand, arranges objects—e.g. Japanese netsuke or tsuba—in homogeneous series bent to their very personal taste or to the extraordinari-ness they attributes to the object they owns: a small box containing “earth from Hebron with which the first man was made” cer-tainly had special significance for Giuseppe Vigoni, a 19th century traveler. Even in retail, the arbitrary attribution of a value is the thought that commands the shop window, the threshold that shops use to exalt and nar-rate their merchandise. The figures of artist and window dresser mix easily: one above all, Gene Moore for Tiffany & Co. In Milan, a key role was played, starting in the 1950s, by la Rinascente and its creative team: Roberto Sambonet, whose incisive graphic sketches are exhibited; Albe Steiner, who designed the shop windows with a clarity indebted to Bau-haus and Russian Constructivism; Giancarlo Iliprandi, who trained as a graphic designer with “the Milanese department store,” and finally Paola Lanzani, who experimented with modular and chromatic spaces akin to kinetic art.


				The emptiness, if one may say so, of the “empty canon” of the shop window as a sign charged with and responsible for all museifi-cation, is staged in the practice of many con-temporary artists. The exhibition presents a series of works by the American artist Mark Dion: for him, the shop window, the cabinet or the frame become an important spatial symbol through which power relations and hierarchies are substantiated. In them he places, for example, broken bottles, crockery and shards found in the Venice lagoon,—all equally material witnesses of history—in mimic of the museum order and asking the viewer: What are we really seeing? To what extent is the display case or frame (with the pottery shards inside) responsible for our sense of value? 


				This situation is taken up sarcastically by Damien Hirst in a 1994 work with the met-aphorical title “Dead Ends,” when he places cigarette butts in a display case. And the dis-play itself—an ordinary shop window with seemingly neat elements inside—makes us think seriously about the sculptural qualities 


			


		


		

			

				of cigarette butts, makes us question the material and brings to mind various refer-ences, from Oldenburg to McCarthy. Isn’t that how one looks at arrowheads or ceramic shards? Joseph Beuys created iconic show-cases in which he placed ensembles of seemingly mundane objects, often relics of his “actions,” such as Der Chef from 1964. In turn, Sam Durant, in the early 2000s, cre-ated a series of works that reflect on Beuys’ artistic practice. In the showcase of “Echo—Anti Echo” (Der Chef), we find scraps of felt and a microphone connected to an amplifier that, however, does not emit any sound, a reminder of the “incomplete” performance of 1964.


				Many of the reflections related to the “Expo-sure” project emerged through the anthol-ogy of museological research (mainly based on South Asian materials collected by Saloni Mathur and Kavita Singh) No touching, no spitting, no praying. The title itself derives from an ideal formula describing the dramatic gap between the European—or European-ized—exhibition and the objects themselves, with which any interaction other than looking, most often through glass, is excluded. 


				We have no idea of the materiality of the objects: smells, textures, real use. This broken link between museum and reality is emphasized, if not repaired, in a new work by artist Monia Ben Hamouda, created especially for the project. Her statement, with its invitation to go beyond the museum walls and face reality, and the presence of non-museum and non-conventional mate-rials, comes as a welcome relief. 
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				Katya inozemtseva 


				Is adjunct curator of contemporary art at MUDEC (Milan), chief curator at Garage Museum of Con-temporary Art since 2020 (earlier, she was senior curator). In previous years, she worked in the Department of Experimental Programs at the National Center for Contemporary Arts, she was a curator at Gary Tatintsian Gallery, deputy art director at Proun Gallery, chief curator at Multi-media Art Museum. She has written extensively on Russian contemporary art and the Russian avant-garde.


			


		


		

			

				SARA RIZZO


				Is curator at MUDEC, where she coordinates and curates exhibitions and initiatives related to contemporary art and photography. In 2022 she curated Santiago Miranda’s exhibition “Torri Cotte” (ADI Design Museum) and the retrospec-tive “Robert Capa. Nella Storia” (MUDEC Photo).
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