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ence, as in 1969 when, on the occasion of a large-scale performance 
val in Como, Italy, he attempted, literally (as the title of the com­
tion he performed there, Suonare la citta, would have it) to play 
:ity, using the urban fabric itself to make music. 

VIE 

-Francesca Pola
Translated from Italian by Marguerite Shore. 

>mina Bassu
JDIO SALES DI NORBERTO RUGGERI 

Male Gaze," Romina Bassu explored a certain model of femininity 
>Se genesis can be traced back to the idea of the mindless, submissive, 
rfect" housewife of the 1950s. Inspired by vintage photos, films,
TV ads she has collected for years, the Italian artist borrows atmo­
:res and poses from that era to look beneath its pervasive and sub-

tly abusive propaganda for a world 
built around the demands of domi­
nant male culture and the consumer 
society. While the female subjects of 
Bassu's paintings are defined by the 
artifice of their socially prescribed 
roles, she alters their appearance to 
intensify the grotesque element of 
their unnatural perfection. 

The nine paintings in this show, 
with their rapid, fresh brushwork, 

"- are animated by a sense of absur­
dity and sarcasm in which the mor­
dant irony of the artist's own critical 
gaze counters the tyrannical male 
gaze. The focus is on the body, 
hands, faces: Gestures are forced, 
postures are excessively euphoric or 
enhanced by a seductive charge. 
But the eyes are often painted over 
with slanting brushstrokes: opaque 
holes dug into nothingness. Lack-

.___ ing the identifying feature of the--_,;;"----------' 
eye, the face is depersonalized and 

:s on the fixity of a mask. The female gaze of these figures is lost 
ind fiction and alienation. 
lassu's paintings exude a sickening chromatic atmosphere; their 
tel colors-pink, green, light blue-are as sugary as macaroons, 
tplementing the claustrophobia of the nondescript interiors in which 
;e women are trapped. The artist is not afraid to venture into the 
cness that lies beneath the slick surface of lives devoted to perfection, 
natter how sad or sordid it might be. A compendium of neuroses 
:rges from those illusory domestic delights: In Intervallo (Interval; 
rnrks 2017), a faceless woman lies on her bed, crushed perhaps by 
ression or anorexia, but with little pink feather slippers on her feet 

all attention to her ornamental role. The worn and reddened fingers 
: cliread a needle in Anancastica (Obsessive Compulsive Personality 
Jrder), or hold a lipstick in Liturgia (Liturgy), reveal an exhausting, 
functional automatism. In the diptych Attacca (Attack), the blood­
ned hands of an impeccably coiffed woman bear the evidence of a 
em event; perhaps stricken by madness after a homicide, she laughs 
:erically alongside an obnoxious little pink poodle that bares its teeth: 
deranged trophy wife's companion in solitude. Cinematographic 
-rences abound in these close-up portraits, frozen like film stills 

between romance, emotional drama, and satirical thriller. But where 
are we? In an Alfred Hitchcock remake of The Stepford Wives (1975)? 
Or in a Revolutionary Road (2008) sequel shot by David Lynch? 

In the eight black-and-white watercolors of the series "Rhapsody," 
the figures appear to fluctuate between the intolerable acceptance of 
norms and their transgression: The naked bodies in some of the pieces, 
worn out from the effort of holding up appearances or devastated by 
domestic abuse, are juxtaposed with the frivolous euphoria of burlesque 
or the erotic poses of Bettie Page. Bassu pulls away the curtain of rep­
resentation and observes the psychological and physical corrosion that 
lies behind the facade of that artificial female world, revealing its 
fissures and consequences while denouncing its latent violence. 

ST. MORITZ, SWITZERLAND 

-Ida Panicelli
Translated from Italian by Marguerite Shore. 

"Dan Flavin, to Lucie Rie and 
Hans Coper, master potters" 
VITO SCHNABEL GALLERY 

Handicraft is not something Dan Flavin valued in his own work, so it 
might seem a little odd that with his series "untitled (to Lucie Rie, 
master potter)" and "untitled (to Hans Coper, master potter)," both 
1990, he paid homage to two ceramists. But Austrian-born Lucie Rie 
(1902-1995) and her German-born protege Hans Coper (1920-1981) 
were not just two more figures among the eclectic group of artists, 
friends, and family to whom Flavin dedicated his works. In fact, he had 
collected their pots, which were included alongside his fluorescent light 
installations in this exhibition, framed as a group show of three key 
figures·of the postwar avant-garde. 

Refugees from Nazism who for a time shared a studio in London, 
Rie and Coper modernized British pottery with a pared-down style 
characterized by innovative forms and use of materials. The show fea­
tured fifteen vessels from Flavin's collection, as well as nine pieces from 
each of the two series dedicated to them. All of the works for Rie had 
the same basic configuration: six long fluorescent light tubes vertically 
affixed to the wall and six shorter fluorescent tubes horizontally stick­
ing out, like the arms and telescopic eyes of a humanoid. The colors, 
which included blue, green, pink, and yellow, altered randomly from 

View of "Dan Flavin, 
to Lucie Rie and 
Hans Coper, master 
potters," 2017. From 
left: untitled /to Lucie 
Rie, master potter) 
1w. 1990; untitled 
/to Lucie Rie, master 
potter) 1fff, 1990. 
Photo: Stefan 
Altenburger. 
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