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Francesca Santamaria & Sarah K. Kozlowski

Reimagining
the Neapolitan
Veduta in the
20th- and
21st-Century
City

Porosity, hybridity, and
the hybrid marine

Since 1925, when Walter Benjamin and Asja Lacis pub-
lished a now-famous essay that described Naples as
“porous”, scholars and critics have investigated the
city as a place both ambiguous and unresolved, where
outside and inside, public and private, sacred and pro-
fane, wealth and poverty, drama and comedy interpen-
etrate.! Ruth Glynn has recently reconstructed the re-
ception of the essay, showing that renewed interest in
the porosity of Naples emerged in the 1990s with the
collapse of the polar divisions of the Cold War and the
resulting opportunity to trace the city's Mediterrangan
roots and networks.? In the same period, the theoret-
ical frameworks of postmodernism and postcolonial-
ism developed the concept of hybridity, a term that had
first appeared in the eighteenth century in the natural
sciences, and that was now taken up to describe pro-
cesses of cultural confluence and transformation. In
1992, the Venetian geo-philosopher Massimo Cacciari
revisited Benjamin and Lacis' text, defining Naples as
a “porous city” but also as a "threshold city”, thus ex-
tending the idea of porosity from the city’s urban fabric
to its boundaries.? In a similar way, in 1997, the French
geographer lean-Frangois Troin aligned Naples with
other Mediterranean metropolises such as Barcelo-
na, Cairg and Damascus that he considerad “frontier”
or “hinge cities"* Although both Cacciari and Troin
pointed out positive aspects of Naples' liminality,
their analyses were inflected with moralising lan-
guage and adopted what Glynn has recognised as a
“northern view" of the city and its “relative moderni-

1 Benjamin and Lacls wrote the essay in 1924; |t appearad with minor
revisions in the Frankfurtar Zeitung on 18 August 1925 (year 70, no. 613). The
edition consulted for this chapter is: Waiter Banjamin and Asja Laois, Napoli
porasa, ed., Elanio Cigchini {(Mapoli: Dante & Descartes, [1925] 2020), which
synthasisas the two versions.

2 Ruth Glynn, “Porasity and its Discomntents: Approaching Naplesin
Critical Theory™, in Cultural Critigue, vol. 107 (2020), 63-98

3 Massimo Cacclarl, in Claudio Velardi, ed., Conversazioni su Napoli
{Napali: Cronopio, 1982), 157180,

4 Jean-Frangois Troin, Le metropoli del Mediterraneo. Citta cerniers, citta
frontiara (Milan: Jaca Book, 1987).
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ty".5 It was only with the Naples-based postcolonialist
scholar lain Chambers and his 2007 essay Naples: A
Porous Modernity, that the apparent conflict between
modernity and porosity was overcome, and the city's
complexity was taken not as a defect but as a produc-
tive critical term.B In this historiographic current, it was
the city's porosity that opened it to cultural hybridisa-
tion. "Applied to the physical and metaphysical sense
of the city, the idea of porosity can be extended to in-
clude its historical and cultural formation”, Chambers
writes. “Porous matter absorbs whatever it encounters;
it soaks up external elements while maintaining its
initial form. It embodies and incorporates foreign ele-
ments and external pressures. The history of Naples
is also, and perhaps more significantly, the history of
such processes”’ It is no coincidence that in the same
year, the British photographer John Davies curated a
photographic project in Liverpool called Cities on the
Edge, which drew connections between six port cities
whose complicated histories were considered in rela-
tion to their roles in a new, expanded Europe: Liverpool,
Naples, Bremen, Marseilles, Gdansk, and Istanbul.®

Beginning in the first years of the twenty-first century,
the concept of hybridity has been used to investigate
not only Naples' “essence” but also cultural and artistic
production over the city’s long history. For example, the
art historian Tanja Michalsky used the term in 2008
to understand fifteenth-century Neapolitan funerary
monuments, in which artists and patrons selected and
recombined diverse forms to communicate new mean-
ings in a specific local context.? In Alex Marlow-Mann's
“Gold and Dust: Hybridity, Postmodernism and the
Legacy of Neapolitan Narrative”, a chapter in his 2011
volume New Neapolitan Cinema, the film historian
showed how local filmmakers interrogated, subverted,
and reconfigured cinematic conventions to reexaming
Naples’ identity.'”® More recently, this kind of analysis
has been brought to bear on twentieth-century Nea-
politan music, and in exhibitions of contemporary art.”

5 Ruth Glynn, *Poresity and its Discontents: Approaching Naples in
Critical Theory”, 87.

g Jain Chambers, Le molte voci del Mediterraneo (Milan; Raffaello Cortina
Editore, 2007), 77-138. The first edition of the book appeared in Italy In
2007 and was published in English the following year as Mediterranean
Crossing: The Politics of an Interrupted Modernity.

7 lain Chambers, Mediterranean Crassing: The Politics of an Interrupted
Modernity (Durham, NC: Duke University Press, 2008}, 81.

8 Foracritical analysis of that initiative, we refer to & talk that Gabrigl Gea
gave in 2021 for the Edith O'Donnell Institute of Art History, avallable here:
https://arthistory.utdallas.edu/video/naples/research-seminar/2021/ges.

8 Tanya Michalsky, “The Local Eve: Formal and Social Distinctions in Late
Quattrocento Neapolitan Tombe®, in Janis Elliott and Cordelia Warr, eds,,
Import/Export: Painting Sculpture and Architecture In the Kingdam of Na-
ples, 12861713, special issue of Art History, vol. 31, no. 4 (2008), 484 -504,

10 Alex Marlow-Mann, Tha New Neapolitan Cinema (Edinburgh: Edinburgh
University Press, 2011), 114158

M In 2003 the Fondazione Morra Greco launched a series of exhibitions of
contemporary art entitied Hybrid Naples: the order of ideas must proceed
according to the.order of things, curated by Jorg Helser, On the history

of musie, see, for example, Jean Paul Baldacching, "Renato Carosone and
Neapolitan Music: Chatlenging Paradigms of Hybridity in the Meaditerranean’”,
in Mediterranean Studies, vol. 26, no. 1 (2018), 54 -79.
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Reimagining the Neapolitan Veduta [...]

Antonio Joli, Embarkation of Charles of Bourbon in Naples, view from land, ¢. 1759, oil on canvas,
127 % 199 om, Naples, Museo e Real Bosco di Capodimonte, on deposit from Museo di San Martino, inv. no. 24,
Courtasy: Ministero deélla Cultura, Museo & Real Bosco di Capodimonte.

Against this background of explorations of Naples as
porous and hybrid, this essay engages with what the
present volume terms the hybrid marine. As the editors
set out in their introduction, the hybrid marine encom-
passes both hybridities of form, or artistic modes that
engage with and move beyond traditional artforms, and
representational hybridity, or the integration of multi-
ple points of view. The present essay studies four art-
waorks, all created in the last thirty-five years for public
sites and collections in Naples, that explicitly or im-
plicitly represent the city’s coast and port dimensions:
an untitled installation that Jannis Kounellis made for
the Museo di Capodimonte in 1983; two mosaics called
Naples Procession that William Kentridge designed in
2012 for the Toledo station of the city’s subway system;
Michal Rovner’s 2015 Passages. a video installation for
the Municipio station; and, from the same year, the in-
stallation !l mare non bagna Napoli (The sea does not
bathe Naples), which the artistic duo Bianco-Valente
made for the rooftop terrace of the Madre Museum. In
diverse madiums, formats, and representational modes,
all four works engage with structuring elements of the
Neapolitan veduta or view tradition, in which the sea
plays a prominent role. Proposing new models for rep-
resenting Naples as a port city at the interface of land
and sea, each artwork dismantles or disrupts the for-
mal, medial, and iconographic elements of the vedu-
ta, and reassembles them along with new elements.
In conversation with the Neapolitan veduta, the works
propose marines that are what we would call hybridities

of medium. Even as they draw on pictorial elements of
the marine painting tradition, they introduce a range of
other mediums — found objects and materials, cartog-
raphy and mosaic, mural painting and video, language
and the urban fabric itself — to create new hybrid ma-
rines, In turn, these hybrid marines propose to reima-
gine the city itself.

From the Neapolitan veduta
to the modern city

In their introduction to the monumental lconografia
delle citta in Campania: Napoli e i centri della provin-
cia, Cesare De Seta and Alfredo Buccaro set out four
types of early modern vedute or views of the city of
Naples: perspectival views recorded from one or more
actual points in space; profiles taken from ground level
with three-dimensional volumes projected against a pic-
ture plane; bird’s eye views captured from an imagined,
elevated position in order to show the broader natural
and built topography of which the city is part; and or-
thogonal or zenithal projections that encompass indi-
vidual streets and buildings. All of these pictorial strat-
egies, De Seta and Buccaro showed, aimed to present
images of the city that were, or at least claimed to be,
both objective and complete.™

12 Cesare de Seta and Alfredo Buccam, eds., lcanagrafia delle cittd in Campanis.
Napoll & | centri della provineis (Naples: Electa Napoli, 2006), T: "metodi iconograt-
ici ath a permettere una lettura il pil possibile ‘oggettiva’ delle divarss citta nel loro
insiama, caratterizzats cioe dall'imtenzionalita di offriré un rtratto urbano globale”
Uinless otherwise noted, this and all following trenslations are the authors’

Mad /2025
HYBRID MARINES



Francesca Santamaria & Sarah K. Kozlowski 43

When, in fall 1759, the Modenese painter and sce-
nographer Antonio Joli took a commission to doc-
ument the great court and civic celebration of the
rise of Charles of Bourbon, King of Naples, to the
throne of Spain, he drew on two of these veduta
types: the perspectival view and the bird's eye view.
In a pair of monumental canvases, Joli presented,
in the first, a sweeping view of the Bay of Naples
as seen from land to show Charles’ embarkation
aboard a Spanish ship on the afternoon of 6 Octo-
ber 1759, and in the second, a view of the coastline
and city from the sea as the fleet departed the next
morning, with the rise of favourable winds.'® Along
with the canvases now held in Naples at the Museo
di Capodimonte, Joli produced multiple versions of
this pair of views, which the Bourbons dispatched
to the major courts of Europe, including those of
Spain and Vienna. In Joli's vedute, commanding,
authoritative views of the city and bay represent a
particular place in order to project Bourbon power
on a European stage.

While Joli's view of the city from the sea
looks back to seventeenth-century cartograph-
ic traditions, the pictorial elements that struc-
ture his veduta of the sea from the shore —
oblong format, elevated point of view facing
the bay, horizon line anchored at left by Vesuvius-
Mount Somma, and the city’s port embedded in a
seascape in which nature and culture form an indi-
visible whole — would continue to inform the veduta
tradition in Naples into the later nineteenth centu-
ry.'* In this formulation, the port is shown primarily
as a gateway to the historic city, whose monumental
buildings were immediately visible upon disembark-
ing in Naples. By the end of the eighteenth century,
the romantic topos of Naples as a place of dramat-
ic contrasts had taken hold in literature and began
to shape visual representations of the city: the en-
trenched cliché of a paradise inhabited by devils,
its cultural heritage ruined by the rabble, artistic

13 Antonio Joli, Embarkation of Charles of Bourbon in Maplas, view from
[and, c. 1759, ofl on canvas, 127 x 189 cm, Naples, Museo e Real Bosco di
Capodimonte, on deposit fram Museo di San Martine, inv. no. 24; Departure
of Charles of Bourban for Spain, view from the sea, c. 1753, ail on canvas,
128 x 205 om, Naples, Museo e Real Bosco di Capodimonte, on deposit from
Museo di San Marting, inv. no. 23. For catalogues of the known varsions, sea
Mario Manzelli, Antonio Joli: opara pittorica (Venice: Studio LT2, 1999), cat.
no M.1-N15; and Ralph Toledano, Antanfo Jali; Medena 17001777 Napoli
{Turin: Artema, 2006), cat. nos N.XV1-9 and N.XVI.1-3. On the pair at
Capodimonte and for further bibliography s=e Nicola Spinesa and Leonardo
Di Maurg, eds,, Vedute napoletane del Settecento (Naples: Electa Napoli,
19859}, cat. no 72; Roberto Middione, Antonio Joii (Soncino [CRI: Edizioni del
Soncing, 1996), cat. nos 28 and 29 Manzelli (1999), cat. nos N.2 and N.12:
Toledano (2006), cat. nos N.XV.2 and N.XV1.2; Nicola Spinosa, ed., Alla
corte di Vanwvitalll. | Borbone e le arii alla Reggia di Caserta (Milan: Electa,
2008), 174; and Middione’s entries in Vega de Martini ed., Antonio Joll tra
Napali, Roma e Madrid: le vedute, e rovine, | capricel, le scenografie teatrall
(Maples: Edizionl Scientifiche Italiane, 2012), cat. noz 123 and 12b,

14 For an exhaustive study of the history of views of Naples from the
fifteenth to the nineteenth centurles, sea the axhibition catalogues La citta
di Napoli tra vedutismo e cartografia. Piante e vedute dal XV al XiX secolo,
gds., Giulio Pane and Viadimiro Valerio {(Maples: Grimaldi, 1987); All'ombrs
del Vesuvio. Napali netla veduta europsa dal Quattrocento all'Ditocento
(Naples: Elacta Napali, 1990); and Maria laccaring, “Levoluzione
dellicenografia di Napali dal XV al XIX secolo”, in Cesare de Seta and
Alfredo Buccaro, eds., lconografia delle citta in Campania. Napoli e i centri
della provingia, 109-167,
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refinement at odds with the violence of the street,
and Mediterranean light contrasting with the shad-
ows of narrow alleyways.'®

With the advent of photography and cinema, the
production of the veduta passed to the new mechan-
ical arts, but it inherited subjects and compositions
from artists' workshops, as well as a taste for the pic-
turesque, the antique, and the intertwining of nature
and culture.’® In this same period, between the end of
the nineteenth century and the beginning of the twen-
tieth, Naples was also one of the departure points for
a great wave of Italian emigration: a 1901 law had es-
tablished that emigration could take place only from
the ports of Genoa, Naples, and Palermo. Cinema and
photography frequently communicated nostalgia for
the homeland, with emigrants mourning precisely what
attracted foreign visitors, in a feedback loop between
self-representation and hetero-representation.’” The
traditional veduta with its formal and symbolic ele-
ments persists in contemporary representations of the
city designed for mass tourism.

These representational processes relate to chang-
es that the city itself has undergone in recent dec-
ades.’® Since the land reclamations of the late nine-
teenth and early twentieth centuries, the Neapolitan
coastline has been characterised by a sharp division
between the eastern stretch, intended for harbour in-
frastructure and activity, and the western stretch, with
its long and uninterrupted promenade from Santa Lu-
cia to Mergellina and its eighteenth-century Villa Co-
munale, which open onto expansive views of the city's

15 Croce traced the history of this romantic formulation in 1922 (Bened-
atto Croce, “Un paradiso abitato da diaveli®, in MNapoll Nabilissima, ns. 3
(1922-23}, 153=157), The formulation persists; see, for instance, the portrait
of Napies in Jean-Francois Troin, Le metropoli del Mediterranen. Citta
cerniera, cittd frontiera, 38-41, in which the lush natural erviranment and
Elorious past are set against contemporary urban decay, stagnant economic
development, and corruption and clientelism.

16 For an in-dapth study of photographers active in Naples betwaen the
nineteenth and twentieth centuries, see Giuseppe Galasso, Maria Antoniet-
ta Picone Petrusa, and Daniela del Pesco, Napoli nelle collezioni Alinari e
nef fatagrafi napoletani fra Ottocento & Novecento (Naples; Macchiarali,
1981), snd Gaetano Fiorentino and Gennaro Matacena, eds,, Napoli in posa
18501810, Crepuscolo df una capitale (Naples: Electa Napali, 1983). On
representations of Naples as a port oity in film up to the 19505, Massimo
Clemente, “L'armonia perduts di Napoli citta di mare nal racconto cire-
matografico tra la due Guerre Mondiali™, in Annunziata Berrine and Alfredo
Buccarg, eds., Delll Aspetti de Paesi, | vol, Costruzione, descrizione, (dentitd
storica (Naples: FedOA Press, 2016), 681-688; and Giuseppe Maria Mon-
tudro and Disgo Muzzo, “Il lungomare: paradigma dell'oleografia tra cinema
e architettura. Da largo Sermoneta alla salita del Gigante”, in Cesare de Seta
and Alfredo Buccaro, eds., Citta mediterranee in trasformazione, Identita e
immagine del paesaggio tra Sette & Novecento (Naples: FedOA Press, 2014),
11E3-1182,

17 See, for instance, the film festival organised at the Cineteca in Bologna
in 2011, Napeli/Italia 2 | cinema dell'emigrazione, curated by Elena Correra
and Luigi Virgolin, and in particular the section Napoli/italia. [l pittoresco.

18 On the refationship between the transformations of coastal cities and
their representations, see Gabriel N. Gae and Caroline Wiadmer, “Introduc-
tion: maritime introspection”, in Gabriel N. Ges and Caroling Wiedmer, eds.,
Maritime Poetics. From Coast to Himerfand (Balfefeid: Transcript, 2021),
11-32.
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land- and seascape.'® From the 1960s onward, the Ne-
apolitan waterfront — first heavily damaged by bomb-
ing in the Second World War, and then administered by
the Americans, whaose most important NATO base in
southern Europe was located in Naples — was trans-
formed by the reorganisation of maritime transport
by shipping containers. These transformations only
intensified the separation between the area intend-
ed for port activities and the rest of the urban fabric,
with great impact on the self-perception of the city's
maritime identity.29 From the 1990s onward, in tandem
with a new municipal transport plan and with the pro-
gressive affirmation of the tourism economy, city lead-
ers and urban planners have rethought the so-called
"monumental port” area facing Piazza Municipio in
order to reintegrate it with the historical city and its
changing needs.?!

TET! Jowurmaf

Public art
and site-specificity

The public, site-specific nature of the four works stud-
ied here is crucial to the ways in which each one rein-
terprets the veduta tradition. In many ways, the works
correspond with the canvases that Joli painted for the
Bourbon court in the eighteenth century: they were
commissioned by a government entity, they are in-
tended for a public audience (today broader and more
democratic than in the Bourbon period, when art was
reserved for the cultural élite), and they engage with
dynamics between place, culture, and politics. Like the
vedute of the past, they all aim to present a recognis-
able, distinctive image of the city, and to capture and
render the forma urbis in visual terms. Precisely be-
cause of the importance of the works' patrons, artists,
and contexts of display, they project the same artis-
tic authority as the eighteenth-century paintings. But

19 Stefznia Palmentigri and Barbara Delle Donne have instead idantifiad four
areas; the western industrial area of Bagnoll, the scenographic area of Posillipe,
the central area of Mergellina with the promenade, and the eastem area with
the port proper and its industrial infrastructure. However, the authors recognise
that anly Posillipo and Mergellina have developed in direct relation 1o the
histaric nudiews of the city, Ses Stefania Paimentierl and Barbara Belle Donne,
“La trasformazione del fronte marittimo di MNapoli negli ultimi tre secoli®, in
Cesare da Seta and Alfredo Bueccarg, eds,, Citta maditarranes [ trasformazi-
one Identitd e immagine del psesaggio tra Sette & Novecento, 883-902

20 On the complex relationship between the port and the city and on the
most recant projects for the waterfront, see the chapter *Il porto di Napali
come carniara tra il mare ¢ fa sitta metropolitana®, in Massimo Clemente,
ed., Il mare e la citta metropolitana di Napoli, special issue of Tria. Terrtorio
della Ricarca su Insediamenti & Amblente, vol. 7, no. 2 (2014). Regarding ar-
tistic responses to Naples' urban development, already in the 1980s. Cesare
de Seta had involved new generations of photographars in a series of exhibi-
tions that focused on the critical representation of urban transformations in
Maples; see Giuliano Serglo, *European seaport namatives: mirroring history
In contemporary media”, in Gabrief N. Gee and Caroline Wiedmer, eds.,
Maritime Poetics, From Coast to Hinterland, 83-74,

21 For an overview of the history of the port of Naples over the last thres
centuries, sae Stefania Palmentiari and Barbara Delle Donng, “La trasfor-
mazione del fronte marittima di Napoli negli ultimi tre secoli®, On the port's
history until the post-war reconstruction, see Roberta Amiranta, Francesca
Bruni, and Maria Rosaris Santangalo, Il porto (Naples: Electa Napoll, 1993),
COn its more recent history, ses the essays by Pietro Antonio Toma, in Pietro
Antonio Toma, ed., Napoll Porto, La nuova cittd (Maples: Guida Editore,
2017). For a broader appraach to transformations and radevelopmeanis of
the waterfronts of port cities, see Brian Hoyle, "Global and local change on
the port city waterfront”, in Geographical Review, vol. 90, no. 3 (July 2000),
J895=417.

Reimagining the Neapolitan Veduta [...]

whereas Joli's canvases were essentially mobile, made
to be sent to courts throughout Europe, the four works
studied here are site-specific: they were designed for
particular physical and architectural spaces and re-
spond to the preexisting cultural contexts of those
spaces.”? Kounellis' 1989 installation was part of a
series of solo exhibitions that the Soprintendenza of
Naples, then headed by Nicola Spinosa, organised in
collaboration with a group of gallerists and collectors.
The space that the Museo di Capodimonte dedicated
to the series was a vast gallery on the first floor that
had previously displayed art of the seventeenth and
eighteenth centuries. In Spinosa's words, the intention
was “to present the work of internationally established
contemporary artists who, for this occasion, engaged
with the history and present reality of our city — so-
cial, cultural, mythical, and imaginary — in order to
create, with the solemn spaces of the Bourbon palace
and with the famous masterpieces conserved there, a
productive and stimulating relationship of continuity
and dialogue."?3 The exhibition series opened in 1985
with the show Vesuvius by Warhol, organised at Ca-
podimonte in collaboration with the prominent gallerist
Lucio Amelio. The show elaborated on one of the most
enduring symbols of Naples, and set it into direct con-
versation with famous early modern views of Naples il-
lustrated in the catalogue. Warhol's Vesuvius is today's
most famous veduta of Naples, printed on t-shirts and
tote bags, but it is a view in which the city itself is ab-
sent. The rhetorical force of the name “Vesuvius® is
such that the representation no longer refers to reality,
and the profile of the volcano does not correspond with
the actual Vesuvius-Mount Somma mountain system.
Warhol was interested in Vesuvius as a subject be-
cause of the volcano's destructive power, but also be-
cause of its iconic nature. Indeed, the catalogue draws
a comparison with the Empire State Building as the ar-
chitectural symbol of New York.24

The works of Kentridge and Rovner, from 2012 and 2015
respectively, are part of the so-called Art Stations of
the city's metropolitana, the circuit of subway stations
that, beginning in the 1990s, Naples planned in collab-
oration with the local railway and with the guidance of
the art critic Achille Bonito Oliva.?5 The Art Stations

22 Fer a critical analysis of the site-specific as an artistic category, see
Miwon Kwon, One place affer anothar, Site-specificity art and location
identity (Cambridge, M&A: The MIT Press, 2002).

23 From the exhibition catalogue, Onda d'urta. Un'opera di Mario Merz al
Museo di Capodimonte, ed.. Bruno Coris (Naples: Elacta Napoli, 1987, 12;
“presentare || lavoro di artisti contemporanei, di sicuro prestigio internazion-
aig, che in qualche modo-si relazionasserno, per l'occasions, alla storia e alla
pressante raalta civile s culturale, mitica e immaginifica, delia nostra citta
provacande, con gh spazi solenni della reggia borbonica & con | celebr cap-
olaveori che vi sono stabilmente conservatl, un proficuo e stimolante legame
di continuita a di cormalazione dialettica”

24 See in particular Angela Tecce's essay and Michele Bonuomo's interview
with Warhol, both in the exhibition catalogue Vesuvius by Warhol (Naples:
Electa Napoli, 1985).

25 On the Naples metro systam in general with the first Art Stations, see
La metropolitana o Nepoll, Nuowr spazi per la mobilité e la cultura (Naples:
Electa Napoli, 2000) and "Linee Guida per la progettazione @ la realizzazi-
one delle stazioni della metropalitana regionale”, in Bollettino Ufficiale della
Ragione Campania, mo. 26 (12 June 2008), 1-1,
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were conceived as open-air museums, public spaces
for art underneath the city's surface. Bonito Oliva de-
scribed them as “artworks lived in distraction, a psy-
chosensorial experience in which the viewer moves
within a mobile field of relations created by a complex
system of signs that form a kind of visual orchestra-
tion."26 As Anna Detheridge wrote when the first four
stations opened, their value is precisely in the relation-
ship they create with their social and political context:
“the theme of urban renewal in Naples assumes an or-
ganisational and structural power for the whole region,
and the production of art and architecture at the high-
est level takes on the importance of a political manifes-
to in defense of democracy."?” Both defining and revi-
talising the space around them, the metro installations
are to be read in relation to the urban fabric in which
they are embedded and the architectural design of the
stations to which they belong.

26 Quoted In Annz Detheridge, "Arte & rigenerazione urbana in quattro
citta italiane”, in Carlo Birrozzi and Marina Pugliese, eds., L'arte pubblica
nello spazio urbano: committanti, artisti, fruftord, {Milan; Mondadori, 2007},
49— B1: “"opere vizsute nella distrazione, un'esparianza psicosansaoriale
dello spetiatore che si muove dentro un campo mobile di relazioni,
raatizzato dal sistama complesso di segni oraati come una sorta di
archestrazions visiva®, 58,

27 Ibid., 40: “il tema dalla rigenerazions urbana a Napoli assume la valenza
progettuale e strutturale per 'intero territorio regionale 2 la produzione di
arte o architettura di qualith acguista ['importanza di un manifesto politico
in difesa della democrazia,”

AT AP

The case of Bianco-Valente opens onto another di-
mension of public art, in which site-specific artistic
response flows into social practice.?® Bianco-Valente's
work usually emerges from a relationship with the
community and the site of intervention, which com-
prises an urban and architectural as well as social and
cultural context.?® Il mare non bagna Napaoli was cre-
ated in 2015 and presented by the artists on long-term
loan to Madre — Fondazione Donnaregina per le Arti
Contemporanee as part of the project Per_formare una
collezione/Per_forming a collection, through which
the Madre Museum and foundation built a permanent
collection of contemporary art that responded to its
Neapolitan context.

Jannis Kounellis,
Untitled, 1989

For Jannis Kounellis (1936-2017), Naples was above
all a maritime city with a mythical dimension. For the
first solo exhibition that the Greek artist held at Lucio
Amelio's Modern Art Agency in 1969, he asked the pho-
tographer Mimmo Jodice to portray him on a boat off

Z8 Fora critical analysis of social practice, see Suzanne Lacy, ed., Mapping
the Terrain, New Genre Public Art (Seattle: Bay Press, 1984).

29 See Marla Da Vivo's interview with the artists: “Arte, reti, luaghl,
relazioni”, in C, Marla Laudando, ed., Reti performative, Letieratura, arte,
teatro, nuovl media (Trento: Tangram Ediziond Scientifiche, 2015).

Jannis Kounellis, Untitled, 1888, terracotta vessels, iron plates. and sacks of coal,
MNaples, Musaeo @ Real Bosco di Capodimonta,
Courtesy: Ministero della Cultura, Musso e Real Bosco di Capoedimonts.
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Willlam Kentridge, Remediation of the slums of Naples in relation to the rallway station, 1884
(Naples Procession), 2012, mosaic, Naples, Staziona Toledo.
Courtesy: ANM Azienda Napoletana Mobilita 5.p.A

the gulf.3® That image, which shows Kounellis stand-
ing alone on the stern of a fishing boat, was used as
the poster for the exhibition. As Sergio Risaliti has ob-
served, photos for Kounellis were not simply evidence
of a performance, but acted as an artist’s statement. a
poetic manifesto in which the artist presented himself
through European cultural archetypes: in thiscaseas a
modern Odysseus returning to Ithaca.® Kounellis drew
on maritime themes throughout his career. In 1984, he
used a cargo ship docked at the port of Pirasus as a
venue for his first exhibition in Greece, in the city where
he was born and from which he had departed in 1956.%2
In 2005, he used a monumental anchor and rope for a
permanent installation at the Madre Museum.

The installation at the Museo di Capodimonte,
which opened in December 1989, consisted of about
a hundred and fifty terracotta jars of various shapes,
sizes, and periods recovered from Lazio and Campania
and arranged rhythmically in the centre of the room, as
if clustered in the hold of a ship; and gight iron plates
hung on the walls, each of which supported pairs of

30 Mimmo Jodice, I vaggio, Pozzusll, 1964, from the saeriss
Avanguardie a Napoll; see Mimmo Jodioe and Bruno Cora, Avanguardie a
Napaoli (Milan: 24 Ore Cultura, 1997),

31 Sergio Risaliti, Autoritratto come Odissen, Axoni di Kounelfs gopo (f
1960 (Milan: Quodlibet, 2020, see asp. 18-35 and 85-100,

22 Bruno Cora, “lannis Kouneliis. Boat lonion, Piragus, 1894°%
in Art Forum, vol. 33, no, 5 (1895), T8-79.

sacks filled with coal.®® Into the jars Kounellis poured
thousands of litres of seawater taken from Naples® bay;
in one of the smaller terracottas, hidden at the centre
of the group, he poured thirty litres of blood. (When
the artwork was permanently reinstalled in 1996 in the
Capodimonte’'s contemporary art galleries, Kounellis
chose not to include water and blood, and reduced
the number of plates and jars in response to the new
space).

The installation at Capodimonte brings into play recur-
ring themes in Kounellis’ poetics: the contrast between
natural and industrial materials, the time-space redef-
inition of the gallery, and the confrontation between
antiquity and modernity. But the work can also be read
as a representation of the city of Naples. The jars refer
to the Greco-Roman origin of Parthenope and, at the
same time, to the maritime trade in wine and oil pro-
duced in Campania since antiguity. The water drawn
from the bay brought part of the sea itself up the steep
hill of Capodimonte. For the Neapolitan audience in
those particular years, the metal plates on the walls

33 Jannis Keunellis, Untitled, 1583, tarracolta vessels, sea water, blood

irar plates, and sacks of coal, Naples, Musso & Real Bosco di Capodimanta,
See the exhibition catalogue, Bruno Coré, ed., “Senza titolo”. Un'opera di
Jannis Kounellis al Museo dif Capodimonte (Maples: Electa Napali, 1850
The photo published here shows the permanent reinstallation of the work in
19596,
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would have evoked ltalsider, the great iron and steel
factory in Bagnoli, on Naples' western waterfront: at
that time, the plant was slated for demolition, and its
furnaces were shut down a few months after the end of
the exhibition.®* Finally, the presence of blood alluded
to dramatic events in local history, and to the miracles
associated with the blood relics of the city's patron
saints, Gennaro and Patrizia.

In formal terms, moreover, Kounellis' installation
represents the Bay of Naples by constructing in actual
space the planes that comprise a painted veduta. With-
in this framework, the viewer is positioned at ground
level. The surface of the water that fills the jars forms
the horizontal surface of the sea in a seascape, and
the sheets of metal hung along the gallery walls evoke
profiles of buildings. Indeed, Kounellis always consid-
ered himself a painter: “In the sixties they called me an
artist, because they didn’t know how to define a pile of
coal. But I'm a painter, and | claim my initiation in paint-
ing. Because painting is the construction of images, it
does not indicate a style or, even less, a technigue.
Every painter has his ways of seeing and his means of
constructing images."3® Here, Kounellis disrupts and
dismanties the structuring elements of works like An-
tonio Joli's paintings for the Bourbon court, versions of
which hang at Capodimonte: the oblong format with a
fixed frame; the strong horizon line; the single, stable,
elevated point of view; and the apparent authority of an
accurate and complete representation. He constructs
a representation of Naples that is not a planar pictori-
al field with a fixed frame separating the world of the
painting from the world of the viewer, but that is made
up of found objects and materials drawn from the city it-
self. Together, these elements constitute a new space in
which artwork, place, and viewer converge and interact.

William Kentridge,
Naples Procession, 2012

For Naples’ Toledo metro station, designed by Cat-
alan architect Oscar Tusquets Blanca and opened in
2012, William Kentridge (b. 1958) made two monumen-
tal, site-specific mosaics called Naples Procession.?®
Throughout, the station’s design evokes the presence
of the sea, which in antiquity almost reached this area

34 On the story of the steel plant, see the novel by the writer and journalist
Ermanno Rea, La dismissione (Milan: Rizzoli, 2002). On the artistic rep-
resentation of Bagnoli over the centuries and after the demolition, ses Bar-
bara Bertoll, "Le utople smarrite della ‘Bagnali jungle’ nella rappresantazi-
one defle art visive”, in Francesca Capana, Maria Ines Pascariells, and
Massimo Visone, eds,, La Citté Altra / The Other City, Storia e immagine
dells diversita urbana: luoghl e paesaggl dei privilegi e del benaesseare,
dell'isclamento, del disagio, della multiculturalité (Naples: Fed DA Press,
2018}, 959-969,

35 lannis Kounellis, “La parole per dirmi”, L'Espresso (1 August 1986),
102-103: *Negli annl Sessanta mi hanno chiamato artista, perché non
sapevano come dafinire un muochio di carbona. Ma o sono un pittore, e
rivendico la'mia iniziazione alle pittura, Perché |a pittura & costruzions di
immagink, non indica una maniera ne tantomano una tecnica. Ogni pittore
ha le sue visioni e | suoi mezzi di costruziona dellimmagine”, 103,

36 William Kentridge, Naples Procession, 2012, mosaic, Maples, Stazione
Toledo. For descriptiona of the station and its artworks, see tha Individual
antries on the wabsite dedicated to the Art Stations of the city's transporta-
tion-agency. the Aziends Napoletans Mobilita: https:/fmetroart.anmuit.
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of the city. As one descends into the subway, floor by
floor, the colours of the revetment of the walls change
from the golden yellow of Neapolitan tufa stone to a
more and more intense blue. In the underground pas-
sageways, which are below current sea level, the walls
are animated by Robert Wilson's environmental instal-
lation By the sea...you and me, which comprises two
long LED light-boxes that reproduce the image of a sea
rippled by the continuous movement of the waves, an
effect obtained through lenticular printing. Kentridge's
mosaics are located just below street level. The work
draws on materials and ideas that the artist brought
together for his solo exhibition Streets of the city (and
other tapestries) at the Museo di Capodimonte in
2009, when, at the invitation of the gallerist Lia Rum-
ma, he exhibited the results of his research on histori-
cal cartography of the Kingdom of Naples.¥

Kentridge's mosaics at the Toledo metro station fea-
ture processions of black silhouettes of the kind that
have recurred in the artist’s videos, collages, and books
since the 1980s.28 Here, they are shown processing
against a background of maps of the city of Naples.
Unlike the tapestries he created for the exhibition at
Capodimonte, the maps used in the mosaics are mod-
ern and relate to the history of the subway. For the
mosaic titled Central Railroad for the city of Naples,
1906 (Naples Procession), Kentridge chose segments
of the subway line project that opened in 1925. The
map in the second mosaic, Remediation of the slums
of Naples in relation to the railway station, 1884 (Na-
ples Procession), corresponds to the architect Lamont
Young's project for a rail transport line inspired by the
one in London. The parading silhouettes are figures
from the visual repertory that the artist has formed
over the years, here incorporating figures from the his-
tory of Naples and its ancient and modern iconogra-
phy. In Central Railroad..., San Gennaro leads the pro-
cession, followed by the sculpture of Atlas from the
city's Archeological Museum, a young woman from the
repertory of the Capodimonte porcelain manufactory,
a tammorra seller, three male figures drawn from Pom-
peiian frescoes, and even a figure inspired by Kounel-
lis's Iron Milf (1998), a sculpture installed not far from
the Toledo station. These figures are joined by figures
of porters drawn from a series of tapestries Kentridge
made in 2007.3° In Remediation of the slums..., Ken-
tridge adapts the form of the ancient Roman triumphal
procession to represent the dislocated inhabitants
of one of Naples' poorer neighbourhoods during the
Risanamento, trudging along with a wooden cart piled
with “trophies” of Neapolitan history.

37 Seathe exhibition catalogue, Willlam Kentridge. Streets of the city,
ouratad by Lis Rumma and Achille Bonito Oliva (Milan: Elects, 2003).

38 For thess sllhouettes and their meanings in Kentridge's work, see Ga-
briele Guercio's essay In Carlos Basualdo, ed., Willilam Kentridge, Tapestries,
exhibition catalogue, with essays by Gabriele Guercia, Okwul Enwezor, and
lvan Vladislavic (Phitadelphia: Philadeiphia Museum of Art, 2007).

39 Ibid.
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In the Naples Procession mosaics, as in the tapestries
in the Streets of the city series, Kentridge engages vis-
ually and conceptually with maps as sources, subjects,
and modes of representation. Historically, cartography
iIs closely interwoven with landscape painting: over the
centuries, maps have served as armatures for picto-
rial representations of cities, and cartographers have
drawn on the pictorial conventions of painters. As De
Seta and Buccaro have recognised, orthogonal projec-
tion plans with streets and buildings are themselves a
kind of veduta.*® Plans and maps claim to be a neu-
tral and objective tool to describe the forma urbis in
its entirety; they are, however, cultural constructions,
recently challenged by postcolonial studies applied to
geography. As lain Chambers and Marta Cariello have
written, "It is[...] necessary to think of maps as pal-
impsests composed of processes of power that have
traversed them and that therefore have developed and
defined them."" Kentridge, whose work has investigat-
ed South Africa’s origins from a postcolonial perspec-
tive, understands maps as intellectual constructs, as
well as their relationship to politics — in the case of Na-
ples, the city’s political history from the 1799 revolution
to the nineteenth-century Risanamento to twentieth-
century Fascism.#?

While drawing on historical maps of the city’s
transport networks, Kentridge's Naples Procession
proposes a cartographic mode that is not complete,
definitive, and objective, but fragmentary, layered, and
contingent, and inseparable from historical forces of
politics and power. With source material from multi-
ple places and times, he assembles a stratified and
diachronic image, local and yet open and composite:
a palimpsest in which “the artist deterritorializes any
particular geographies indicated in maps of the rep-
resented cities.”** Against the background of this car-
tographic palimpsest, Kentridge foregrounds and maon-
umentalises people whose lives were disrupted and
transformed by the development of the modern city,
and effectively erased from its maps. The mosaic me-
dium itself refers to Naples' Greek and Roman cultural
heritage, and creates a medial play between portable
and ephemeral paper maps and monumental and en-
during murals,

40 Cesare de Seta and Alfredo Buccaro, eds., lconografia delle citta in
Campania. Napali e i centri delle provincia.

41 lain Chembers and Marta Canella, La questions mediterranea (Milan:
Mondadaori, 2019), 22: “Occorre dungue pensare le mappe come palinsesti
composti dai processi di potere che i hanno attraversati, e percid storica-
mente elaborati & definiti.” On systems of geographical representation and
their conceptual implications, see also France Farinelli, Geografia. Un'intro-
duzione al modelli del mondo (Turin: Einawdi, 2003},

42 On Kentridge's use of maps in his work, listen to the audio recording of
the artist's interview Maps (2017) in “Exhibition Minutes”, published on the

website of the Philadeiphia Museum of Art; https:/farchive.org /details/pod-
cast_philadelphia-rmussum-art-ex_william-kentridge-maps 1000021467332

43 Achille Bonito Oliva in William Kentridge. Streets of the city, 21:
“l'artista deterritonializza ogni geografia citata dalle mappe delle citta
rappresentate.” On the pallmpsest in Kentridge's work, see Rosalind Krauss,
“The Rock': William Kentridge's Drawings for Projection”, October, vol. 92
{2000}, 3-35and Maria De Vivo In William Kentridge. Streets of the city,
134-138,
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Michal Rovner,
Passages, 2015

Passages, a title that evokes Benjamin’s incomplete
work of the same name, was created by lsraeli artist
Michal Rovner (b. 1957) for Naples' Municipio station,
designed by architects Alvaro Siza Viera and Edoardo
Souto de Moura and opened in 2015.4% The Municip-
io station is located opposite Molo Beverello, the city’s
central tourist docking station, where the rationalist
Maritime Station (1934-36) also stands and where
cruise ships and boat lines to the islands arrive and
depart. It is a place of daily transit, not only for Ne-
apolitans but also for visitors, for whom it serves as
the entry point to the local public transport system.
The station includes an underground connection with
the port area, and when completed will feature an ar-
cheological site to display the remains of the Greco-
Roman and medieval city of Neapolis discovered dur-
ing the excavation for the metro. The station is part of
the larger redesign of the waterfront of Naples and its
so-called "monumental port”, and thus forms part of
the European-wide trend of cultural redevelopment of
former functional sites such as docks and quays,*3

The underground space in which Rovner's Passag-
es is installed is dominated by the massive foundations
of one of the towers of Castel Nuovo, the medieval cas-
tle located immediately above; Passages is situated
just before the tower base. On a large white wall, the
artist defined in pastel and watercolour the outline of
Vesuvius-Mount Somma, the mountainous profile of
the coast that continues towards the Sorrento penin-
sula, and details such as trees in the foreground. On
this evanescent backdrop, tiny human figures are pro-
jected in a video loop. Rovner took these anonymous
silhouettes in endless motion from her archive of foot-
age filmed in Naples and other places, including Jeru-
salem, Jaffa, and Paris.

The parallels between Rovner's “video-fresco” 8
as Bonito Oliva described the work, and the Neapoli-
tan veduta tradition are evident: the horizontal format,
the elevated point of view, the landscape setting that
brings together the natural and the built worlds, the
presence of antigquity (the projections include details
of a Pompeian fresco), and the idea of a “portrait” of
the city from its sea coast to its mountains are all ele-
ments of the vocabulary of the veduta genre. The pro-
file of Vesuvius and the maritime pines are instantly
recognisable, And yet, by working in a subtractive pro-

44 Michal Rovner, Passages, 2015, video projection, pastel, and watercol-
our on plaster, Naples, Stazione Municipio. For descriptions of the station
and its artworks, sea the antries on the website dedicated to the Art Sta-
tions of the city's transportation agency, the Azlenda Napoletana Mobilita;
https://metroartanm,it At the time of publication, the video projection is
out of arder and awaits repair.

45 See Massimo Clemente, ed,, |l mare e la cfttd metropolitans di Napoll,
209-326; Stefanla Palmentieri and Barbara Delle Donne, “La trasfor-
mazione del frante marittimo di Napoli negll ultimi tre seceli™; and Paclo
Glordana, "Napaoli & Il mare, Strategle di riconfigurazione tra citta e porto”,
in Platro Antonio Toma, ed., Napoli Porto. La nuova citta (Naples: Guida
Editora, 2017), 159178,

46 Inthe entry for the artwork on the ANM website.

MNa2/2025
HYBRID MARINES



Francesca Santamaria & Sarah K. Kozlowski 49

cess, Rovner complicated the relationship between
place and representation: "l started by photographing
Naples and then erased its identity: this could be a bay
in any other part of the world, [...] | like to mix realms,
times and spaces.”¥" If the mosaic medium that Ken-
tridge chose for his installation at the Toledo station
evokes the monumental and the enduring, the pastel
contours and projected film that comprise Rovner's
veduta reject fixity in favour of an ephemeral image in
perpetual transformation, interweaving places, times,
and people otherwise distant from one ancther. By
aligning the moving silhouettes projected on the wall
with the passengers travelling through the subway's
underground tunnels, Rovner's Passages engages a
viewer who is not stable but in motion, not rooted but
in perpetual transfer between individual place and ge-
ographic type. As Chambers wrote of Naples, “the city
presents itself as a site of an inconclusive passage that
we can explore, experience, and exhume but never fully
explain,"#8

47 From an interview with Rovner by Stalla Gervasio, *“Michal Rovner: || mic
Vesuvio nella staziona Municipio™, in La Repubblica Napaoli (18 May 2015):
“Ho cominclato fotegratando Napoli & poi cancellando la sua identita: ques-
to potrebbe essora un golfo di qualsiasi altra parte del monde. [...] Mi place
mischiare la réalta, le epoche, | luaghi”

48 lain Chambars, Mediterranean Crossing: The Politics of an Intarrupted
Modernity, 33

Bianco-Valente,
Il mare non bagna Napoli, 2015

Il mare non bagna Napoli, by Giovanna Bianco (b. 1962)
and Pino Valente (b. 1867), consists of a line of words
in capital letters, forged from iron and painted white,
and installed at the edge of the rooftop terrace of the
Madre Museum.*? The terrace stages a panoramic view
of the surrounding neighbourhood of San Lorenzo, with
Vesuvius on the horizon and the sea just visible in the
distance, From this privileged location, visitors recog-
nise the most important buildings in the historic cen-
tre: to the right, the medieval church of Santa Maria
Donnaregina and its baroque dome; behind it, the lon-
gitudinal body of the cathedral, from the facade to the
apse, and the dome of the chapel of San Gennaro; to
the left, the dome of the church of Santissimi Apostoli
and its bell tower; and beyond, the dome and lantern
of the church of Sant'Agostino alla Zecca. The skyline
itself is a palimpsest in which these historical buildings
appear among modern structures, architectural accre-
tions, and television antennae.

The words that make up the installation are drawn
from the title of Anna Maria Ortese’s book Il mare non
hagna Napoli (The sea does not bathe Naples), which
was published in 1953 and immediately provoked

48 Giovanna Bianco and Pino Valente, Il mare non bagna Napoli, 2015,
iron and paint, Naples, Museo Madre, presented by the artists
g5 a long-term loan, acquired in 2022,

Michal Rovnar, Passages, 2015, video projection.
pastal, and watercolour on plaster, Napies, Stazione Municipio.
Courtesy: ANM Aziends Napoletana Mobilita 5.p.A
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Bianco-Valente (Giovanna Bianco and Pina Valente), Il mare non bagna Napoli, 2015,
iran and paint, Naples, Museo Madre, on long-term loan fram Blanco-Valente's studio,
Courtesy: the artists.

heated debate.’® Ortese’s collection of short stories
and reportage portrays the difficulties and suffering of
post-war Naples in a style that, as Ortese described it
many years later, “has something of the exaited and the
feverish; it tends toward the high-pitched, encroaches
on the hallucinatory, and at almost every point on the
page displays, even in its precision, something of the
too much."s' Ortese's characters — not only the im-
poverished but also the bourgeoisie, aristocrats, and
intellectuals — live in suffocating conditions, amid hu-
man misery, and find no way out. The paradoxical title,
taken from a line in one of the book’s stories, denies
the sea as possibility or relief, as opening or horizon.
Ortese’s stories are as peripatetic as her life: she leads
us through alleys, courtyards, and avenues, offering a
sort of urban portrait, from the centre to the suburbs
to the "involuntary city”, as she calls the communities
of displaced people who, after the war, lived in eight-
eenth-century granili or granaries. “Rereading those
pages today”, Bianco and Valente have observed, “one

50 The book was published in 1253 by the publishing house Einaudias
part of the series edited by Elio Vittorini, On its controversial reception, see
Lucia Re, "Invisible Sea: Anna Maria Ortese’s Il mare non bagna Napoli™, in
California ltalian Studfes, vol. 3, no, 1 (2012), 1-18.

81 From the preface that Ortese wrote for the 1994 adition of the book,
Anna Maria Ortese, Il Mare non bagna Napoll {Milan: Adepihi [1953] 1854,
8=10; “..ha un che di esaltato. di febbrile. tande al toni alti, d& nell'sllucina-
10 & quasi in ogni punto della pagina presenta, pur nel suo rigore, un che di
‘troppo’..”

marvels at how relevant they remain, in particular when
they describe the social dynamics that animate the city
and that reveal the total disconnect between institu-
tions, intellectuals, and a large part of the population,
which is still relegated to a subsistence economy. We
all inhabit the same places, but on completely differ-
ent levels that only occasionally seem to intersect.”s?
The idea of Naples without the sea, which in Ortese's
time was a provocation, has been increasingly investi-
gated in contemporary scholarship and criticism, and
several studies have discussed the complex relation-
ship between the port and the city since the end of
the nineteenth century, as the development of the port
area resulted in its separation from the rest of the ur-
ban fabric.53

92 From the artists” statement published on their website, www.blanco-va-
lenta.com: “Rileggendo oggl quelle pagine sl resta meravighati di quanto
essa siano attuali, in particolare quando descriveno le dinamiche sociali
che animano la citta e che vedono il totale scollamento fra le istituzioni, gli
intellettuali e un'ampia parte della popolazione che & ancors relegata ad
una economia di sussistenza, Abitiamo tutti gli stess| luoghi, ma su piani
completamente divers), che solo occasionalmente sembrano Intersecarsi.”

53 In addition to the aforementioned Stefania Palmentieri and Barbaras
Delle Donne, "La trasformazione dal fronte marittimeo di Napoli negli ultimi
tre secoli’, see also Annamaria Frallicgiardi and Antonella Cucgurullo in
Massimo Clamente, ed., Il mare e la cittd metropolifana di Napoll, 218-234,
Chambers observed that “the sea remains an accessory, an appendage from
which fish once arrived and urban effluence is now dispatched”, Meditarra-
nean Crossing: The Politics of an Interrupted Modarmity, B4,
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By joining the urban fabric with a line of text, Bianco-
Valente propose a veduta that is made of the city it-
self — a view, however, that is both contradictory and
unfinished, always in the process of being remade. Us-
ing the city as medium and a line of text as organising
compositional principle, the work restages elements of
the veduta tradition: the horizontal format, the com-
manding view from above, and the union of city, sky,
and sea. But the linguistic play of the phrase “Il mare
non bagna Napoli” removes the key element of the
marine: the sea. Indeed, Bianco-Valente's installation
turns on a disarming contradiction: it negates in lan-
guage the sea that is in fact visible from the point of
view of the terrace of the Madre Museum. This con-
tradiction immediately disorients the viewer, recalling
in visual terms the experience of disorientation that
Ortese's own writing provokes. (Ortese herself entitled
the preface to the 1994 edition of the book “The ‘sea’ as
Disorientation”). By using the physical fabric of Naples
as a medium, captured from the visitor's actual point
of view and physically present with its high domes and
narrow alleys, where neither the sun nor the healthy
sea breeze reach, the work presses viewers to consider
the city more critically. For Bianco-Valente — the only
artists among those discussed here who actually live
in Naples — the city is complex, problematic, and un-
resolved. [l mare non bagna Napoli consists of the art-
work itself but also the practice of caring for it. Every
year the artists repaint the iron words, inevitably worn
from exposure to the elements, a practice in stark con-
trast to the general abandonment of the city's cultural
heritage by local and national institutions, as the view
from the terrace reveals.

Veduta and city reimagined

Together, Jannis Kounellis’ Untitled, William Ken-
tridge’s Naples Procession, Michal Rovner's Passages,
and Bianco-Valente's I mare non bagna Napoli repre-
sent diverse modes in which public, site-specific art in
Naples over the past thirty-five years has engaged with
the pictorial tradition of the veduta, and with the im-
age of the city itself. At once drawing on and disman-
tling the formal, medial, and iconographic elements of
the marine painting tradition, from the horizon line to
the elevated point of view, these works open the genre
to incorporate a range of mediums like found objects
and materials, mosaic, video, language, and the built
and natural environment itself. Moreover, although
all of these works represent Naples as a port city de-
fined by the meeting of land and sea, they offer diverse
views of the city's identity, views shaped not only by
the artists’ visual and material poetics but also by the
historical contexts in which the works were commis-
sioned. While Kounellis' installation dates to a period
in which Naples was still confronting the destruction
of its built heritage in the earthquake of 1980, the other
works were made amid the city's contradictory renais-
sance, both reenergised and threatened by mass tour-
ism. Kounellis presented Naples as a place where hu-
man and natural elements (jars, seawater, and blood)
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and modernity (steel and charcoal) coexist on different
planes, developing a theme that ran through the Arte
Povera movement, and perhaps reinforcing (if uninten-
tionally) the image of Naples’ alleged anti-modernity.
Twenty-five years later, Rovner imagined Naples as a
welcoming Grand Tour destination to be explored and
enjoyed, even if its details are elusive and ambiguous.
It's not a coincidence that the work was conceived as
part of the new “monumental port' area, an entry point
for citizens and tourists into a prosperous and rec-
onciled city, proud of its past and linked to the wider
world by the sea. Bianco-Valente's and Kentridge's rep-
resentations of the city, meanwhile, offer complex vi-
sions in which conflicting forces shape and animate a
multilayered palimpsest, where Naples' history is still a
legacy to be confronted and questioned. Here, the art-
ist's role is to make contradictions visible, even to the
point of denying the presence of the sea. In this way,
they reveal the city as a place where, as Chambers ob-
serves, one “livies] urban life as a problem, as an inter-
rogation, as a provocation"* — a place that offers us
new pathways by which to organise urban space, pro-
duce culture, and animate social dynamics, contesting
the idea of a single, homogeneous modernity, and un-
settling the serene horizon line of its representation. @

Francesca Santamaria studied the history of madermn
and contemporary art at the universities of Maples,
Rome, and Pisa. Since 2018, sha has served as the
coordinator of the Center for the Art and Architectural
History of Port Cities “La Capraia”, where she oversees
the organisation of research activities and mentors
fellows in their on-site research. She is interested in the
transformation of Naples, its heritage, and its cultural
institutions from the second haif of the 20th century.
Her ongoing project investigates the role of the arts in
the stations of the Naples subway.

Sarah K. Kozlowski is an art historian, Associate
Director and Head of Scholarly Research & Programs
at the Edith O'Donnell Institute of Art History at the
University of Texas at Dallas, and Director of the Center
for the Art and Architectural History of Port Cities

“La Caprala”. She studies the art of medieval and
Renaissance Italy and Europe, centering on Naples and
southern ltaly in their wider cultural worlds.

Her current research explores how artworks' materials,
movements, and formats create meaning, with a related
focus on women's practices of patronage, collecting,
and giftgiving.

54 laln Chambers, Mediterranean Crassing: The Politics of an Interrupted
Modernity, 80.



Hybrid Marines
Artists have long been drawn fo the sea and ports as
sites for inspiration and creative interrogation.
The present volume of essays and artworks is con-
cerned with the maritime world, from the coast and
the harbour to the open sea, and its rich history of
transformation, encounters, and navigations, as well
as transnational and transcultural formations.
Hybridity opens two potentially overlapping
paths of inquiry into the marine: first, a hybridity of
form, considering how practitioners exploring the
realm of the maritime have developed new ways of
working that transcend traditional artforms. Second,
a representational hybridity, investigating the extent
to which seascapes might integrate multifocal points
of view. The combination of these formal and rep-
resentational hybridities unveils intersecting motifs,
which are explored from both art historical and
artistic perspectives by the contributors to this
second issue of TETI Journal.
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