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THE ARTIST MAINTAINS THAT THE
CONCEPT FOR THE NATURE-CARPETS WAS
TO MERGE TECHNOLOGY AND NATURE—
NOT TO SET THEM IN OPPOSITION.
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anni Anselmo and Pistoletto, Gilardi's sculptures

GILARDI CONTINUED TO ORGANIZE
EXHIBITIONS, BUT BY 1969 HIS
DIFFERENCES HAD GROWN WITH
EUROPE’S CURATORIAL ELITE.
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THE PAV GROUNDS ARE RESERVED

FOR EARTH ART AND ECOLOGICALLY
ENGAGED OUTDOOR INSTALLATIONS BY AN
INTERNATIONAL GROUP OF INVITED ARTISTS.

fast being diffused and diluted. So began Gilardi's long self-imposed
exile from ltaly and the art world.

GILARDI DREW ON his “real world” experiences of the previous 10
years when he re-launched his art career in the early 1980s. He favored
collaborative art projects aimed toward stimulating community involve-
ment, Working with scientists and engineers, he developed elaborate
installations incorporating virtual reality, interactive video and other
electronic devices to stress the importance of technological research in
raising environmental awareness. He has also revisited the Nature-car-
pets, and continues to produce increasingly elaborate and fanciful com-
positions in that series. The recent pieces are typically shown as wall
reliefs of varying sizes encased in Plexiglas boxes. “Ruscelio nella neve'
(Stream in the Snow), a 2006 installation, features 10 circular Nature-
carpets, some hung on the wall, others placed on the floor. Counter to
the artist's initial aims, the works no longer have an interactive element,
since one cannot walk or lie on them. Presented as rarefied art objects,
they continue to be the works for which the artist is best known. Gilardi
bluntly admits to feeding the marketplace with the Nature-carpets by
fulfiling collectors' demands. Although to some degree compromising
his youthful ideals, he directs the proceeds from the Nature-carpets
toward his less marketable but more challenging new-media pieces,
Bio-art experiments and other endeavors,

He also continues 1o be engaged o a certain extent with writing
(particularly for PAV's growing series of publications), performing and
street theater. He presents a new theater piece in Turin each May
Day and sometimes on other special occasions. Last year's May 1
presentation, for example, addressed the worldwide banking crisis
Several performers on bicycles weaving through the May Day rally
wore artist-designed animal costumes. According to Gilardi, the
savvy Turin audience grasped the point that the costumas in the form
of crocodiles, wolves and snakes referred to local banks and multina-
tional financial institutions.
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AFTER SEVERAL YEARS of negotiations, the Turin government
in 2004 accepted Gilardi's proposal for an art and education
facility and a recreational area accessible to the surrounding
working-class community. It occupies abandoned industrial
park, and is financed through a combination of local government
funding and private donations. Working with a team of conser-
vationists, landscape designers and curators, Gilardi commis
or the park an expansive site-specific earthwork, Tréfie
(2006), by French artist and landscape architect Dominique
Gonzalez-Foerster. The first work completed for the park and
still the most prominent of the half-dozen outdoor installations
at PAV, Trefie features an enormous clover-leaf-shaped earth-
and-stone mound several feet high. Gonzalez-Foerster based
her overall design for the PAV installation on the floor plan of a
medieval Coptic church in the holy city of Lalibela in Ethiopia
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vall-like hedges, the artist’s quiet green enclosure is
by means of two stone paths on opposite sides of the
ge |
s alongside the mound, gently sloping for part of the way
some 12 feet into the ground. A meditative stroll along this path is
enhanced by the cascades of vines, flowering shrubs and other

vegetation that have been carefully planted on the mound's steep
sides. The piece's title (“three-leaved” in French) refers, in part, to

s from the park’s ground level, whila the other

meang

the three elevations at which one can experience the work

A more recently completed earthwork, Scavo (2009) by
Spanish-born, Rotterdam-based artist Lara Almarcegui, is simi-
arly engrossing. The work, a large (approximately 250-square-
foot) trench, appears 1o be remnants of an archeological dig
The artist, who specializes in urban excavations, painstakingly
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AFTER THE GRITTY AMBIENCE OF THE WORKS OUTSIDE,
THE INTERACTIVE EXPERIENCE THAT GILARDI OFFERS IN
“BIOMA" SEEMS OTHERWORLDLY.

ar
~f

fountain, a medieval well, fragments of

in ancient Roman wall and evidence of a

the pit to view the earth's ice Age stratun
metaphoric exploration of
me d the unconscious
} these earth K 3ioma building, is sur
rounded by berms, making re. Designed
no Vene
11 the ain parke
tior that, from a

MICHEL REIN paris/erusseLs My



MICHEL REIN paris/erusseLs My



