olto la neve New York si trasforma

L'energia che abitualmente la al-
traversa rallenta, i ramon del traffico
58 fanno ovattati, come Altrati da uno
strale tovisibile. mentre § passant] ac-
celerano il passo, intirizrits, incrocian-
do sruardi rapid| in wna mota compll-
cith, 1l ciglo grigio diffende un freddo
chiaro ¢ astrallo, eppure L citt sem-
bra svvolta da una inatiesa forma di in-
timith. Cammino in questo paesaggio
rarefatto abbracciandomi stretta al
cappotto. Midirgo a Chelsea, uno degli
i district pia celebn al monda. dave
opgl mi aspetia una delle gure pid in
fluenti dell'arte post-concettuale sla-
tunitense: Stephen Prima. Puntuale
sorridente, serigsimo. La pelle lattea,
£h oechl armrm, plecoll e penstranti
come scintille in mezo al bianco della
neve. Lo sua presena é silenriom e
come una pletra vuleanica che
ne calore soffo ln superficie

Prina ¢ un artista la cul pratica at
traversi. con rigorosa ambizuith, |
territori del linguaggio, della musica
della performance ¢ della storia
dell'arte. Attive dalla fine degli anni
il sua tavoro indaga le strut
ture di potere e di desiderio che infor-
mano la produzione culturale, met
tendo costantemente in tensione
Videa di pulorialita, identita & rap-
presentazione. Attraverso [nstallazio-
of, testl, musica e interventi perfor-
mativi, Prina costrulsee sistemi aper-
ti. spesso autoreferenziall. in cui il
soggettn si frammenta e & riflette in
tna rete di eilaziond, assenze e ripet-
rioni. Una pratica articolota e coeren-
te, che metle in crisi le nozioni di st
bilita, intenzione, namrazione e lethu-
raunivoca dellopera

Al Mema si @ da poco eonelusa A
Liek and a Promuze, la prima grande
rassegna  focalizzata  sullimpegno
dell'antista con la performance o la
musica, a cura di Stuart Comer. " Ab
biama cominciato a lavorare su
sto progetio quindict annd fa, lo abl in
mo messo insieme lentamente. tassel
Io per tassello, Nonoslante un con-
fromto costante, Stuard mi ha lasciato
fare tutto cid che volevo. Il fil rouge
della retrospetiiva ¢ stato per me las
suplo (mutata dal Surrealismo) che
I'Iucommensurabile non esiste ¢ che,
di conseguenza, qualsiasi partitura
[ rale pub stare vicing a qualsiasi
] Furte di questa libertd, mi sono
itosad accostare miei lwori

s ira loro, Jasciandone in-
wmi ¢ riscrivendone altri
Lrehe la parte visiva legata al
1 pesnrmance fosse il pli semplice
piksibile. E ho amato il [atto che gue-
sta parte musicale e performativa fos
s indizeelubilmonte legata o delle
mie installazioni present] nel musea.
1l pubblico - ma anche | musicist -
dovevann attraversare queste instal
larioni per recarst nello studio in cul
venivano esegiiti i brani. E questo ha
creato una sorta di contrappunio visi
vo. in eul ognuno poleva podere della
propria percerione in maniera auto-
noma ¢ personale. Anche il titola del
lo show. A Lick and a Prowire & stata
unamia proposta. subilo accetiata dal
musen, Viene da un‘espressions idio-
malica spesso usata da min madeo (in
Htaliano dovrebibe suonare: “Una si-
stemala perora e promeito di far me-
glie s prossims velta™h. Semo eresciu-
te in una casa malto erdinata, appena
avevamo aspill mia mamma =i affret-
tava a pulire e @ metlere a posto ulte-
riormente. Se non riusciva a fare una
pulitti completa wsava quosto moda
di dire, Pensa a questa retrospettiva
come dedicata a lel”

A lal proposilo mi lorna in mente
subito Ewghsh for Foreigmers. altra

04’ ehie ha le gambe ma non cammin;

dia Epenureno i pantalonl, E'la Zip-L
progetio di Richard Hogers. che nel 1967 Immaginava una
casaa forma di struttura tubolare, composta da una sequen
radi pannelli corvati in alluminio glalln, sigillati tra loroda
cernlere (quindi estensibile), e ancoraln a gambe non fis.
te tn mode permanente al suolo iquindi agiler Sebbene mat
realinzata la Zip-Up House racchivde nel suo luminoso cara-
pace i principi che il celebre architetto avrebbe sviluppato
lungola sua carriera, materializati ned 10 edifich protagons-
G “edifiel parlanti® del libro-ogeet

ta, duegn.ﬂn dal ﬁv?n. Ab Rogers, ¢ trpirate all omonima
mosira al SirJokn Ssane's Museum di Londra, si raccontana
wvand letlont eui o primo
volgono, svelando § caplsaldi del pensiera dellar
chitetto. insieme a curiosit e aneddoti. Leggererza. adatta-
bilith, bassa impatto ambientale, leggibilita, trasparenta
sano aleuns delle idee che sitrasmettono di edificio in edifi-
o - sobbene cinscuna rispondn con soluxioni formali di-
verse alle specifiche lunziond che ¢ chiamato a svolgere -
suggerenda che quest sono al contempo in dialogo tra lom.
1 libro nasee dalla eonvinzione di Rogers che |'arehi-
tetiuradebba comunicare conle persane, @ cosameglio di

stidi Talkmg Hnid

role semplicl, sdatte ai
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Le radici, l'insegnamento, la ricerca instancabile. “A Lick and a Promise”,
la rassegna al Moma, ¢ un omaggio alla liberta e alla trasformazione

pitt ‘patrimoniale’ che emotiva Quan
do avevo 20 anni ho ereditato da mio
padre un libro con gquel titolo, Englsh
for Foreigners. Mi fece arrabbiare mol
tlissimo: & un testo per chi @ appenn
arrivato in questo paese, por impars
re 'inglese. ma l'agenda ideologica &
quella di prendere Iimmigrato eome

opera con spunto antabiografico pre-
sentata al Modre di Nopali nel 2007,
che racconta Uesperienza del padre
dell'artista, Pielro Prina, scappato
giovanissimo dalllalia Fascista nel
1923, E chiedo a Stephen di raccontar.
mi di piis a iguarde. "In quel caso ho
immaginate il lavors in un'accezione

materia grezza ¢ trasformarls in un
cittadino seeettabile. E queslo mi ha
fatto stare male. A un certo punto ho
pensale: deve in qualche modo libe.
rarmi di quests sentimento, metterlo
fuori, analizarlo ¢ condividerlo con
altr facendone un'opera. Aveve bise-
gno di una valvola di sfogo artistica

[opera

No, mon la se-
Hower, il primo

un libro per bambind por veieolare § eriteri di eomunica-
bilita e leggibilita che aMidava al suoi progetti? 1 leporel-
lo - estensibile, agile - si dispioga dulla Zop-Up Howse alla
Drawing Gallery di Chiteau La Coste (2020), passansio per
il Centre Pompidon di Parigh (1977), realimato con Renes
Piano, che col suo eadicale desizn “inside-out” con tuba
ture e ascensorl avista e le faceiate trasparenti ha rivalu
zionato la fruirione del museo, creando un luogo leggibi-
le, aceessibile e integrato alla citti. Scopriamo che 1 Mil
lennittm Dome a Londra (18990, gleantesco “ombrello
che pesa meno dell'aria che conticne, & nato da un tova-
gliolo tenuto sospeso da 12 matite; e che il terminal 4
dell"acroporta Barajas di Madrid (1097 sormde con un ar-
cobalenn di 52 sfumatune i chiva ¢ a chi viene, sealdando
i nonluago per eccellenza. I libvro eccede il formato ret
tangolare:{ profili degli edifici ssvrastana le singole pagi
ne, trattegziando Lo skyline di una citta colerata e mobile
Una citta che ciascune possa sentire propria, secondo
V'etica di Rogers, corto che lo scopo dell’architetiura sin
quello di migliorare la qualita della vita, stimolare U'im
pegna. ispirando giocosith - che piceoli e grandi possona
ritrovare tra le pagine di Talkmg Bud

g
Sam De Chiarn

passanti.
contesto

RICHARD ROGERS

TALKING BUILDINGS

Ab Rogers, con Philippa Wyatl
illustrazioni di Yeonju Yang
¢ Claudio Ripol

(hel & Dog Playbook, Landan
Spp. 22 J10 derlime

Tornando ai mie: genitor - entrambi
dt origini italiane - devo dire che la
loro identith, non ha marcato la mia,
almene consapevelmente. Guello che
ha fatto la differenza & stata Ia lorm
attitudine. Erano due persone mollo
semplicl, mio padre aveva la prima
media ¢ mis madre la terza. Eppure

L!nprrn Tilted Are di Richard Serra si im
pone nello spazio di Federal Plara co-
me una lunga barriera d'aceiaio che infer-
rompe ¢ ridefinisce il flusso quolidiano dei
Pensata in dialogo diretto con il
urbano,
piazza in un'esperienza fisica e perceltiva,
anclo il pubblico a confrontarsi con la
SUll presen

Fotograiata poco prima della rimorione nel
WES, Fopera testimonia il dibaitito tra arte
puliblica, spazio civico e partecipazione eollet-
tiva nella New York degli anni Ottanta,

la seultura trasforma lo

Richind Serra, fited dec prima della sua simarions daia
Federsd Plara, New York, 10 maggia 1385,
Fola d Rebert R, MeBlioy,/Gelly Imisgas
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mi hanno supportato tl pid possibile
Quando disst fom. all'improvwise che
non avrel studisto architetiurn ma ar-
te, dissero: ‘Non U capiamo, nea ca-
plame cosa stal facenda, ma devt sa.
pere tu cosa @ meglio per e, Ci ho
messa lantissimo lempo a riconcscere
quanto questo foxse un dono enomme
Non sono riuscile a dirgliele prima
che se ne andassero, ma resta comun-
que cosi”

Stephen & stato un enfani prodige: a
dodiei anni dipingeva a elio e a quat-
trdici st esibiva suonando in una
band. “Sono sempre stato un artista
interdisciplinare, me ne somo reso
conto gidalluniversits Detto cib, per
me & fondamentale indagare a fondo
ognl genere ¢ lavorare per progetil
Dgni progetio parte da una domanda:
questi sono i materiall che voglio ani-
mare, come 1 porto in forma? Guesio
vale per scultura, musica. pittura
guagglo o performance. Non si tr.
di ereare un ibrido di tulto, ma di af-
fotidare i pledt in un terniloro spect-
fco ogni volta, Col tempo, guardando
Vinsleme del miel lavert, st vede che,
pur abitands territord diversi, sono
srutturalmente collegsti, Un ap-
procelo imerdisciplinare pud esiste-
re solo se sel molto forte in ciascun
ambito”

Prina ha insegnate & Harvard per
pils di ventannl e all'Ar Center per
ventltré: in totale, quarantatré annl in
anla. Qual & stata 13 tua linea di meto-
do, gli chiedo,

Ho sempre corcato di far si che |
miei stendenti trovassero un modo per
far emergere cio che avivano dentro,
che avessers uno spazio non astruilo
in cui perseguire i propri interessi
L'educarione spesso si mette di mez
0. Enoné affatto Cacile eliminare ut
ta Ia sovrastrutiura, Daltra parte es-
sere artists oggi, ¢ proprio questo, sa
por rispondere al proprie ambiente
E conesso anche alla storia e agli arti
st che ei hanne precedulo, e trovare
qualcasn che sia rilevante nell'athun.
le, che rifletta cib che abbliamo eredi
tato dai nestri predecessort. Guesio
pud assumere forme diverse, In fon-
do, tukto cid che possiamo fare ¢ i
spondere alle circostanze in ot citro-
vimmo. Ma mnche questo @ pin difficile
di quanto sembn, Essore artisti vl
dire exsere presenti. Omuno a modo
proprio. Alcuni temono influesge-x
trui ¢ non voglions esporsindil aiis
opere, ma io questo non lo soplseo
voglio essere contaminatonls 1
it cose possibile, voglioesspre ’
", Aproposito di sfide, gli w e
=a pensi dell'intelliponza artiraia

“Molti voplione regolamenfarss
ma io non sono daccerdo, Alla fine &
come chiedersi: come userd quesia
matita® Non & la matita il problema
E'splo uno strumento, Anchel'Alloe.
Aleuni la usano in mod o convenziona
le, altri trovane modl che ampliano
davvern il lore vecabelaria. Non sono
contrarie, anche s¢ mon so usarla
Forse ho gid usata senza saperio. 11
potenciale sta nella sus complessita
algortmica nella copaciti di organiz.
zare enormi quantith di dati. Questo
pud generare qualeosa di interessan-
te e stimolunte, Perché no? Polrebbe
essere il mio prossimo progetin”

Nella lua prassi, come arista post-
concetiuale, cosa viene prima. Pideao
Vemorione? “Prima di tutto arriva la
passione: cioche caltura la mia atten-
zlone. Tutto inizia con uma rieerca,
con materiali che rorganizzo finche
non emerge qualeosa. Pod mi chiedo:
qual & la farma glusta per questo ma-
teriale? E" un processo di trasforma-
zone. O altrazione, seduzione. E
ogni volta @ diverse”

Geraldina Polverelli

CARMELD BENE-
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Interview with Stephen Prina
Geraldina Polverelli for Il FOGLIO ARTE
New York, December 15t 2025

Beneath the snow, New York is transformed. The energy that usually
courses through it slows down. The noise of traffic becomes muffled, as if
filtered through an invisible layer. The passersby quicken their pace, chilled
to the bone, exchanging brief glances in a silent complicity. The gray sky
diffuses a cold, pale, abstract light, and yet the city seems wrapped in an
unexpected form of intimacy. | walk through this rarefied landscape,
clutching my coat around me. | am heading to Chelsea, one of the world’s
most celebrated art districts, where today | am meeting one of the most
influential figures of American post-conceptual art: Stephen Prina. Punctual,
smiling, utterly serious. Milky skin, brown eyes piercing like sparks amid the
white of the snow. His presence is silent and dense, like a volcanic stone
retaining heat beneath its cold surface. Prina is an artist whose practice
traverses, with rigorous ambiguity, the territories of language, music,
performance, and art history. Active since the early 1980s, his work
investigates the structures of power and desire that inform cultural
production, constantly placing under tension the ideas of authorship,
appropriation, identity, and representation. Through installations, texts,
music, and performative interventions, Prina constructs open, often self-
referential systems in which the subject fragments and reflects itself in a
network of citations, absences, and repetitions. It is an articulated and
coherent practice that destabilizes notions of stability, intention, narration,
and univocal readings of the artwork.

At MoMA, “A Lick and a Promise” has just concluded, the first major survey
devoted to the artist’s engagement with performance and music, curated by
Stuart Comer.

“We began working on this project fifteen years ago. Stuart is the one who
proposed that, and then we started, almost laying bricks in a wall. It was a
survey from the beginning, but maybe that’s something that also emerged in
our discussions. Despite constant dialogue, Stuart let me do whatever |
wanted. The fil rouge of the retrospective, for me, was the assumption—
borrowed from Surrealism—that Incommensurable does not exist, and that,
consequently, any musical score can sit next to any other. With this freedom,
| set about juxtaposing very different works of mine, leaving some unchanged
and rewriting others. The piece ‘A Lick and a Promise’was completely new.



| wanted the visual component related to performance to be as simple as
possible. And | loved the fact that this musical and performative aspect was
inseparably linked to some of my installations in the museum. The
audience—but also the musicians—had to pass through these installations
to reach the studio where the pieces were performed. This created a sort of
visual counterpoint, in which everyone could enjoy their own perception in
an autonomous and personal way. The survey didn’t have the title “A Lick
and a Promise”from the beginning. | went to a meeting at MOMA and | said,
‘Well, what about this as a title?’ And | thought they would shoot it down, but
they immediately went for it. | don’t know if you’ve heard the phrase ‘a lick
and a promise’ before. It comes from an idiomatic expression (in Italian it
would sound something like: ‘a quick fix for now, and | promise I’ll do better
next time’). My mother would say this. | grew up in a very tidy household.
When company was coming to visit, and my mother couldn’t do the complete
cleaning, she would give it ‘a lick and a promise’, so it would be presentable.
| think of this retrospective as being dedicated to her”.

This assertion immediately brings to my mind “English for Foreigners’
another autobiographically inspired work presented at the Madre Museum in
Naples in 2017. It recounts the experience of the artist’s father, Pietro Prina,
who fled Fascist Italy at a very young age in 1923.

| ask Stephen to tell me more about it. “In that case, | imagined the work in
a ‘patrimonial’ sense. When | was in my early twenties, | inherited from my
father a book with that title, ‘English for Foreigners’. And it made me so
angry. It was a book that was given to people who had recently come to this
country so that they could learn English. But the ideological agenda is to take
the immigrant as raw material and shape that person into an acceptable
citizen. This made me sick. So | thought | had to make an artwork about this.
| had to get rid of this sentiment. That was really the heart of that.

y

Returning to my parents, my father was originally from ltaly. My mother’s
parents were from the same Northern Italian village—Canischio—as my
father. They immigrated to the United States, where my mother was born.
My parents met in the US. My father was a man of few words... | have to
say that their identity didn’t mark mine, at least not consciously. What made
the difference was their attitude. They were very simple people: my father
had completed the sixth grade, my mother the eighth grade. And yet they
supported me as much as they could. When | told them —out of the blue—
that | wanted to be an artist, rather than study architecture, they said, ‘We do



not understand you, we don’t understand what you’re doing, but you must
know better.” And | didn’t realize what a gift that was, an absolute gift. It took
me a long time to acknowledge that. | wasn’t able to acknowledge that to
either my mother or my father before they passed; it remains so
nonetheless.”

Stephen was an enfant prodige: at twelve he was painting oil on canvas, and
at fourteen he was performing in a band.

“I've always been an interdisciplinary artist; | realized that already at the
university. But what was very helpful to me was reading Theodor Adorno—
“In Search of Wagner” —which is a scathing critique of Wagner. Somewhere
in Adorno, | got the idea of really investigating a genre. So | didn’t think of
myself as always making interdisciplinary projects. Every time | was a
project-based artist. Project to project, | would start with: ‘These are the
materials | want to animate. Now, how do | animate them? How do | bring
them to form?’ And it would be the same thing with a sculpture project, a
project in language, or a project in music. It wasn’t making a hybrid of all
these things, but every time | would make a project, | would want to really
dig my heels in and discover. If | was working on a photographic project, how
to make it as photographic as possible? Or a painting project as painterly as
possible? Over the course of time, it was my hope that members of the
audience would see all of my different projects and realize that they were in
different territories, different areas, but there would be a structural
connection between them. So that’s how | really started to think about it. If
you’re going to talk about the interdisciplinary, that kind of changes how the
disciplinary functions. You have to be very strong in each discipline.
Otherwise, what’s the point?”

Prina taught at Harvard for more than twenty years and at Art Center for
twenty-three: a total of forty-three years in the classroom. | ask him about his
teaching method.

“l want my students to find a way to take what’s inside of them out. | try to
stand back, and education can be so damaging. Especially at Harvard, so
many times students would come to me wanting my permission to do
something. But what’s important is actually figuring out what is at stake for
you in developing a practice: that is very, very difficult. | want to make sure
that they have unobstructed space where they can pursue their own
interests. Education gets in the way so much with that kind of thing. It’s not
as easy as it sounds to strip away all of that framework.”

And what’s the role of the artist today, | ask Stephen.



“It is to respond to our environment, but that environment includes history
and the artists that precede us, and to find something that is relevant to you
today, that reflects upon what we have, what our inheritance is. That can
take many different forms, but | think that’s all we can do, is to respond to
our extenuating circumstances. That is also more difficult than it sounds,
because there are so many preconceptions about what an artist is supposed
to do and what an artist is supposed to develop.

Some artists don’t want to be exposed to other artworks because they think
they will be influenced and that will desecrate their essence. | don’t
understand that. | want to be contaminated by as many things as possible —
things that | don’t know, that challenge me. That’s my temperament: | live to
be challenged”.

Speaking of challenges, | ask him what he thinks about artificial intelligence.
‘I don’t understand it; | think I’'m the wrong generation. There are a lot of
discussions today —should the artist use it? Shouldn’t the artist use it? There
are all these people who want to regulate Al. They’re never going to be able
to regulate it in the way that they would like to, that is, to basically neuter it
and eliminate it. And doesn’t it always come down to the same thing: how
am | going to use this pencil? It’s not about the pencil. There’s nothing special
about it. It is how you use it. | think the same thing with Al. Some people want
to use Al in the most doctrinaire and conventional ways, and I'm not
interested in that. But some people are finding ways to use Al to expand their
vocabulary. I’'m not against it at all. | don’t understand it, but maybe I've used
it already without knowing it—probably. When you really think about what the
potential of Al is, it is to be so algorithmically complex that it can organize
and accommodate much more data than we would ever be able to. So it
could really generate something worth engaging—and challenging—also. So
why not have Al? And | certainly wouldn’t want to regulate it in the way people
were talking about it. | think that you could use Al in all sorts of different ways.
Maybe that’ll be my next project: to figure out a way to use Al in a more
engaging way for myself.

In your practice as a post-conceptual artist, what comes first: the idea or the
emotion? “l usually don’t talk about things in terms of the emotional, but | will
talk about it in terms of the passionate. It is about what grabs my attention,
what demands for me to be engaged with it. A lot of my projects begin with
some kind of research, and | think about it like a desktop with a bunch of
photocopies on it, and | rearrange them and rearrange them until something
starts to emerge out of that. | start asking the questions: if | am going to work



on this material, what is the appropriate form that it takes? So that’s not really
an idea. | have never seen ideas. That is a research that comes in contact
with the desire to give it form so that it might have the capability of being
transformed into an artwork. And every time is different.”



