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The Museo d’arte della Svizzera italiana continues its reflection on some of the figures 
and movements that influenced the history of contemporary art by presenting, from 
April to 27 August 2017, the exhibition “Boetti/Salvo. Vivere lavorando giocando”. The 
aim of the exhibition is to analyse the intellectual relationship and friendship that took 
place between Alighiero Boetti and Salvo in the late 1960s in Turin. A related event will 
be held at Spazio –1, entitled “Torino 1966–1973”, documenting the vital artistic 
context of the Arte Povera movement in which the two artists were active. 

Alighiero Boetti (1940–1994) and Salvo (1947–2015), two of the most original figures on the 
Italian artistic scene in the second half of the twentieth century, began their activity in the late 
1960s in Turin, a city that was characterized by strong intellectual ferment at the time. Indeed, 
that was where they shared a studio at Corso Principe Oddone 88 from 1969 to 1971. The 
subtitle of the exhibition, “Vivere lavorando giocando” (“Living Working Playing”), is a quotation 
from Salvo himself who, in May 2011, used these three words to describe his relationship with 
Alighiero during a study day devoted to Boetti’s work. The aim of this exhibition in Lugano is to 
provide a visual form to this intense existential adventure in which “playing” with art was a 
rigorous, victorious, and indispensable activity. 

The exhibition 
“Boetti/Salvo. Vivere lavorando giocando” showcases about 150 works, including international 
loans from the Archivio Alighiero Boetti in Rome, the Archivio Salvo in Turin, as well as from 
museums and galleries and private collections. 

The first part of the exhibition focuses on the dialogue and the exchange of a conceptual 
nature between the two artists from the late 1960s to the early ‘70s. It was a period when they 
spent a great deal of their time surrounded by the general climate of renewal in the Turin of the 
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Arte Povera movements, enlivened in those days by vital and innovative spaces like the 
Sperone, Notizie and Christian Stein galleries. In that period Boetti was drawn to a constant 
reformulation of his identity as an artist: the idea of authorship, of the mise-en-scène of the 
subject in its doubling, multiplying, or becoming lost was obsessively present in his research. In 
parellel, time as both the object of reflection and an active creative force became a reason for 
ongoing challenge and confrontation. During the same period, Boetti was drawn to the “order 
and disorder” of the phenomena of reality, which he explored as he searched for a system of 
rules, regulations, criteria that, when applied to words and images, would lead to the 
configuration of the work of art on two-dimensional spaces. For Salvo the years between 1969 
and the early 1970s represent the moment when his identity was affirmed and he assumed his 
I as the subject of self-reference and celebration via a process of self-historicization laced with 
irony. Until about 1972, photographic works of a conceptual nature alternated with gravestones 
and embroidery characterized by the inscriptions of words and phrases. Around 1973, Salvo, 
who was known for his prodigious memory and encyclopaedic knowledge, veered towards 
figurative painting steeped in references to art history, a rather unusual choice in a season 
when Conceptualism was dominant. Both Boetti and Salvo pondered—albeit with different 
meanings—the representation of the Self, their identity as individuals and as artists, while 
constantly keeping their gaze trained on the complexity of reality (Boetti) and the mystery of art 
(Salvo). The first sections of the exhibition are organized according to five themes:  “The Image 
of the Self”, “Creating Phrases”, “Tautologies”, “Thinking about Time” and “Maps”, in which the 
works of the two artists converse directly. 

The second part of the exhibition, entitled “The Infinite Variety of Everything”, instead focuses 
on developments subsequent to the two artists’ respective research, which by that time they 
were carrying out in a completely independent way. This part of the exhibition takes into 
account the gradual distance that was created between the two artists. Starting in 1972, the 
year Boetti moved to Rome, while the two artists commonly continued to work on themes such 
as identity, the journey, and death, it was the very conception of the two-dimensional surface 
and painting that separated them once and for all. From the mid-1970s, Salvo devoted himself 
entirely to painting, while Boetti grew involved in the practice of proliferation and proxy, that is 
to say, assigning to assistants, collaborators, and artisans, at time unbeknownst to him, the 
creation of the works themselves, often conceived in a series, in cycles, or in variants. Both 
artists paved the way for a multiplicity of languages and techniques, making a fundamental 
contribution to the Conceptualism of the 1960s and ‘70s. Boetti and Salvo continue to be 
figures of reference for the new generations of Post-Conceptual artists in the twenty-first 
century. 

Agata Boetti of the Archivio Alighiero Boetti, and Norma Mangione with Cristina Tuarivoli of the 
Archivio Salvo, have played a crucial role in the preparation of this exhibition. The precious 
information and materials, often hitherto unpublished, generously made available have been of 
essential value to the success of this exhibition project. 

Torino 1966–1973 (Spazio -1, 9 April–23 July 2017) 
With the aim of reconstructing the intense artistic and cultural scenario in which Boetti and 
Salvo ventured down their respective paths, Spazio -1 is hosting an exhibition whose aim is to 
document the artistic climate in Turin between the 1960s and ‘70s. This was a period of great 
expressive vibrancy, characterized, from 1967 onwards, by the development of the Art Povera 
movement inspired by the critic Germano Celant. Selected works by Giovanni Anselmo, 
Pierpaolo Calzolari, Luciano Fabro, Piero Gilardi, Aldo Mondino, Mario Merz, Marisa Merz, Giulio 
Paolini, Giuseppe Penone, Gianni Piacentino, Michelangelo Pistoletto, Emilio Prini and Gilberto 
Zorio, as well as by Alighiero Boetti and Salvo, bear witness to the most significant output of 
that time, as well as to the lively intellectual climate that flourished in Turin in those years. 

 



 

 3/19 

The approximately 30 carefully selected works on display are from the Collezione Giancarlo e 
Danna Olgiati, as well as from long-term loans at MASI, and temporary loans from museums 
and private collectors. 

The catalogue 
The exhibitions “Boetti/Salvo. Vivere lavorando giocando” and “Torino 1966–1973” are 
accompanied by a bilingual Italian/English catalogue, filled with colour images of all the works 
exhibited and many photographs that have never been seen before. The catalogue contains 
essays by Bettina Della Casa, Francesco Guzzetti, Giorgio Verzotti, as well as the words of the 
artists’ fellow artists and friends from that period.  
Casagrande Edizioni, Bellinzona. Price chf 64.-; special exhibition price chf 54.-. 

Educational activities 
In addition to the guided tours free of charge that will take place every Sunday at 3 p.m. for both 
“Boetti/Salvo” and “Torino 1966–1973”, for the entire duration of the exhibition cultural activities will 
be offered aimed at helping visitors to appreciate these events and make sure their visit is an 
enriching and exciting experience. 
See www.edu.luganolac.ch for the schedule of events. 

Exhibition Programme 
MASI Lugano will hold three exhibitions in the spring. In addition to “Boetti/Salvo. Vivere lavorando 
giocando”, until 28 May the museum will continue to pay tribute to Meret Oppenheim, one of the 
most celebrated artists of the twentieth century, with the exhibition entitled “Meret Oppenheim. 
Works in dialogue from Max Ernst to Mona Hatoum”. Included in the exhibition are works by major 
exponents of the Dada and Surrealist movement as well as by world-class figures from the 
contemporary art scene. Further, the retrospective “Craigie Horsfield. Of the Deep Present” 
dedicated to the great English photographer, organized jointly with the Centraal Museum in Utrecht, 
and for which the artist has created a special project based on a method of execution honed over 
the course of the years, continues through 2 July. 
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Information  

Boetti/Salvo. “Vivere lavorando giocando” 
LAC Lugano Arte e Cultura  
Piazza Bernardino Luini 6, 6901 Lugano  

+41 (0)58 866 4230  
info@masilugano.ch  
www.masilugano.ch  

Opening hours  
Tuesday - Sunday: 10:00 a.m. – 6 p.m.  
Thursday until 8 p.m.  
Closed Mondays  

Special openings: 17.04, 01.05 and 05.06.2017 

Admission  
Full: chf 15.-  
Reduced admission: chf 10.- (AVS/AI discount, over 65, groups, student aged 17-25)  
Free for children under 16, and the first Sunday of the month  

The access to the selected works from the permanent collection is free. 

Turin 1966-1973 
Spazio –1. Collezione Giancarlo e Danna Olgiati 
Lungolago Riva Caccia 1, 6901 Lugano 

+41 (0) 58 866 42 30 (Mon–Fri) 
info.menouno@lugano.ch 
www.collezioneolgiati.ch  

Opening hours  
Friday - Sunday: 10:00 a.m. – 6 p.m.  

Special openings: 17.04, 01.05 and 05.06.2017 

Admission 
Free 

Educational activities  
+41 (0)58 866 4230 
lac.edu@lugano.ch 
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Main Partner MASI Lugano 

 

Technical Sponsor of the exhibition 

Magazzini Generali con Punto Franco SA 

Fattoria Montellori, Fucecchio 

Press contacts 

LAC Lugano Arte e Cultura 
Ufficio comunicazione 
+41 (0)58 866 4214 
lac.comunicazione@lugano.ch 

Press kit and images: the digital documents and images for press use can be downloaded from the 
following address www.masilugano.ch/press 
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MASI Lugano 

The Museo d’arte della Svizzera italiana, Lugano represents the arrival point for a deep-seated 
revision of the cultural policies that led to the merging of the Museo Cantonale d’Arte and the Museo 
d’Arte di Lugano in one single institution. The museum has two locations: LAC offers events and 
exhibitions aimed at delving deeper into twentieth-century and contemporary art and its collections, 
while at Palazzo Reali the focus is on the history of the art of this territory, and the valorization of 
specific groups of works in the collections. MASI Lugano’s main partner is Credit Suisse, thus 
confirming the institution’s historical commitment to art in Lugano. 

Current Exhibition 
Meret Oppenheim 
Works in dialogue from Max Ernst to Mona Hatoum 
LAC, until 28.05.2017 

Craigie Horsfield 
Of the Deep Present 
LAC, until 02.07.2017 

Future Exhibitions 
The collection 
LAC, 25.06 – 27.08.2017  

Wolfgang Laib 
LAC, 27.08.2017 – 07.01.2018 

On the way of the illumination 
The Myth of the India in Western Culture 1808–2017 
LAC, 24.09.2017 – 21.01.2018 
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Captions 

Boetti/Salvo. “Vivere lavorando giocando” 

01. 
Alighiero Boetti 
Showman (Shaman) 
1968 
original poster 
100 x 70 cm 
Colombo Collection, Milano 
Photo: Giorgio Colombo, Milano 
 

 

02. 
Salvo 
Self-Portrait as Raffaello (Autoritratto come 
Raffaello) 
1970 
photograph on aluminum 
65 x 49 cm 
Paul Maenz Collection, Berlin 
Photo: Archivio Salvo, Torino 
 

 

03. 
Alighiero Boetti 
Twins (Gemelli) 
1968 
photographic print (photomontage)  
15 x 10 cm 
Private Collection 
Photo: Archivio Alighiero Boetti, Roma 
 

 

04. 
Salvo 
Between Zero and One (Tra zero e uno) 
1969 
b/w photograph 
98 x 182,5 cm 
Archivio Salvo, Torino 
Photo: Archivio Salvo, Torino 
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05. 
Alighiero Boetti 
Order and Chaos (Ordine e disordine) 
1973 
embroidery on fabric 
17,5 x 17,5 cm 
Giulio e Anna Paolini Collection, Torino 
Photo: Paolo Mussat Sartor, Torino 
  

06. 
Salvo 
Love me (Amare me) 
1971 
marble gravestone 
42 x 30 cm 
Ed. 2/20 
Private Collection, Cantone Ticino 
Photo: Archivio Salvo, Torino / Foto Gonella, 
Torino 
 

 

07. 
Alighiero Boetti 
Map (Mappa) 
1983 
embroidery on fabric 
116 x 178 cm 
Sammlung Migros Museum für Gegenwartskunst, 
Zurich 
Photo: Migros Museum für Gegenwartskunst, 
Zurich 
 

 

08.  
Salvo 
57 Italian Painters (57 pittori italiani) 
1975 
oil and pencil on board 
95,4 x 79 cm 
Private Collection 
Photo: Agostino Osio, Milano 
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09. 
Alighiero Boetti 
Today it's the 19th day 6th month in the year 
1988 at the beloved Pantheon (Oggi è il 
diciannovesimo giorno sesto mese dell’anno mille 
novecento ottantotto all’amato Pantheon) 
1988 
embroidery on canvas (625 squares)  
106 x 115 x 2,8 cm 
Colombo Collection, Milano 
Photo: Giorgio Colombo, Milano 
 

 

10. 
Salvo 
12 Sicilians (12 Siciliani) 
1976 
oil on car licence plate  
24,5 x 28 cm 
Giovanni Michelagnoli Collection 
Photo: Stefano Cianfarini 
  

Portrait 

11. 
Alighiero Boetti and Salvo 
Vernazza, 1969 
Photo: Anne Marie Sauzeau  
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Captions 

Torino 1966–1973 

01. 
Michelangelo Pistoletto 
Holy Conversation (Sacra conversazione) 
1972 
silkscreen on polished stainless steel 
230 x 125 cm 
MASI, Lugano. Long term loan from private collection  
Photo: MASI, Lugano 
 

 

02. 
Giuseppe Penone 
Gloves (Guanti) 
1972 
colour photograph on aluminum 
100 x 150 cm 
MASI, Lugano. Long term from private collection  
Photo: MASI, Lugano 
  

03. 
Gilberto Zorio 
Hate (Odio) 
1970 
engraving on leather 
60 x 90 cm 
Collezione Olgiati, Lugano 
Long term loan to Spazio -1, Città di Lugano 
Photo: Collezione Olgiati   
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04. 
Luciano Fabro  
Overturned Italy (L’Italia rovesciata) 
1968 
iron and map 
127 x 75 x 4 cm 
MASI, Lugano. Long term loan from private collection  
Photo: Archivio Luciano e Carla Fabro, Milano 

 

 

05. 
Mario Merz 
(Marisa’s) Igloo (Igloo (di Marisa)) 
1972  
structure, wire netting, pillows, neon numbers, plexiglas 
150 x Ø 300 cm 
Private collection. Long term loan from Kunstmuseum 
Liechtenstein 
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About the Artists 

Alighiero Boetti (Turin, 1940 – Rome, 1994) 
Alighiero Boetti was born in Turin in 1940 to an aristocratic family. In 1962 he meets Annemarie 
Sauzeau, an art critic. They marry in 1964 and have two children: Matteo, in 1969, and Agata, in 
1972. He debuts as part of the Arte Povera movement in 1967 with a solo show at the Galleria 
Christian Stein in Turin. In 1971 Boetti takes his first trip to Afghanistan, where he begins producing 
tapestries which he has the local embroiderers make: these are small embroideries and Mappe, 
colourful planispheres that he will continue to present over the years as evidence of the political 
changes taking place in the world. In 1972 he moves to Rome, where he discovers the pleasure of 
light and colours. By then he has moved away from Turin and the Arte Povera movement, delegating 
the manual execution of his works to other people’s hands to clear and strict instructions. Biro is 
conceived, in which the marks he makes on paper emphasize the language; he also makes works 
embroidered on fabric, not just Mappe, but small and large square compositions of letters, and Tutto, 
close-knit puzzles in which the viewer can glimpse silhouettes borrowed from the everyday world 
(magazines, objects, animals, etc.) Boetti makes other works without anyone else executing any part 
of them, works like Lavori postali based on the mathematical permutation of postage stamps and the 
random adventure of the postal trip, or works in pencil on graph paper inspired by musical or 
mathematical rhythms, as well as large-scale cycles (Tra sé e sé, La Natura, una faccenda ottusa, 
etc.) made using mixed media on paper and depicting rows of animals reminiscent of Etruscan or 
Pompeiian decorations, among other images. In 1990 he has a solo show at the Venice Biennale, 
and he begins to work on large-scale projects: he is remembered for the many kilims he exhibited in 
Grenoble in 1993, on the occasion of the last exhibition inaugurated with the artist in attendance. In 
the fall of 1990, he marries Caterina Raganelli and, in 1992, his third child, Giordano, is born. On 24 
April 1994, he passes away in his home in Rome. 

Salvo (real name Salvatore Mangione) (Leonforte, Enna, 1947 – Turin, 2015) 
Salvo was born in the province of Enna in 1947. In 1956 he and his family moved to Turin, a city 
where he would live the rest of his life. In the 1960s he begins painting and supports himself by 
selling portraits, landscapes, and copies after Rembrandt and Van Gogh. After a short period of time 
in Paris, he returns to Turin and meets the artists involved in the Arte Povera movement who 
gravitate around the Sperone gallery. In 1969 he gets to know the American Conceptualists Joseph 
Kosuth, Robert Barry, and Sol LeWitt, and that same year he takes the first of many trips to 
Afghanistan. His first works show up the themes that will become essential to his later research: the 
exaltation of the Self, narcissistic self-satisfaction, the relationship with the past. In 1971 he meets 
Cristina Tuarivoli, his lifetime partner. 1973 there is a turnabout in Salvo’s artistic career: he chooses 
to return to painting and will never abandon it again. With the intention of revisiting art history Salvo 
proceeds to make his works known as d’après, inspired by the fifteenth-century masters. He also 
paints his “Italies” and “Sicilies”: geographic maps bearing the names of famous philosophers, 
painters literati, followed by the artist’s own name. In 1976 he develops a series of landscapes in 
which he represents the artistic legacy of his native land: temples, columns, and ruins are combined 
in bright-hued surreal views. In 1977, the year his daughter Norma is born, the Museum Folkwang in 
Essen hosts the first retrospective of his work. In the final years of his life, many journeys influence 
his research, especially his trips to China, Thailand, Egypt, and Iceland. Turin, his adoptive city, 
dedicates a major retrospective to his work in 2007, held at the Galleria d’arte moderna e 
contemporanea. Salvo passes away in Turin on 12 September 2015. The following year his wife 
Cristina and his daughter Norma found the Archivio Salvo. 
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Selected text from catalogue 

Boetti and Salvo: “Living working playing” 
Bettina Della Casa, curator of the exhibition 

Turin, 28 May 2011, “Boetti Day”, was a day of study devoted to Alighiero Boetti. Salvo was asked to 
participate, he balked, choosing an ironic, almost belittling tone; he seemed reluctant to consecrate 
their relationship, that season. To describe his friendship with Alighiero he repeated three words 
several times: “Vivere lavorando giocando” (literally: Living [while] working and playing). And this is 
precisely what we are interested in here, in the living-working-playing that the young Turin artist and 
the even younger Sicilian one had in common. Their mutual understanding began in 1969 in Turin 
and grew instantly until the crucial year of 1972, when Boetti moved to Rome. Theirs was an artistic 
and existential adventure, in which “playing” with art actually became a rigorous, enthralling, and 
indispensable activity. 

Turin, 1969-71, Corso Principe Oddone 88, the location of Boetti’s studio where Salvo was a guest. 
The headquarters of both men, as well as the recurring scenario of endless experiments1 and 
several memorable works.2 Outside the studio, the climate surrounding the Arte Povera movement in 
Turin was generally one of renewal, brought to life by vital spaces such as the Sperone, Notizie, and 
Christian Stein galleries. In those years, both artists showed their work at Gian Enzo Sperone’s 
gallery and, besides being a place where they could exhibit their work, like many other young artists, 
it was the throbbing heart of their social life. 

These, in a nutshell, are the facts. A question arises: to what extent does a friendship between two 
artists have repercussions on their creative development? Does the assiduousness, the complicity, 
the reciprocal esteem between two people fuel or influence their respective artistic production, or 
does it cause it to reverberate? A certain degree of ambiguity is manifested that needs to be 
clarified: does openly sharing a great deal of time, experiences, ideas, and knowledge necessarily 
lead to an affinity of ideas and a like-mindedness as concerns art? 
No, and this needs to be said right from the start, although we just as quickly need to add that, 
notwithstanding their distinct personalities and artistic visions, and actually by virtue of them, 
Alighiero, the conceptual artist, and Salvo, the talented painter, together formed a common ground 
on which to compare themselves, a mental landscape which they shared and upon which they could 
nurture, confirm, verify, and take to an extreme their very own personal creative needs. A ring, a 
magic circle, inside which the one revealed himself to the other, shamelessly and unreluctantly, for a 
close-knit exchange of short circuits—quick, instantaneous, and explosive ones—in their thinking. 
The aim of this exhibition is to offer viewers a visual form of their relationship, during the season 
when the “magic circle” was crucial to them, but also when they chose to go their separate ways, 
favouring paths that had by then diverged. 
The first part of the exhibition thus focuses on the conceptualist dialogue and exchange between 
the two artists. In those years Boetti was oriented towards a precise formulation of his identity as an 
artist: the idea of authorship, of the mise-en-scène of the subject vis-à-vis its doubling, multiplying, or 
becoming lost was obsessively evident in his research. For Salvo, the years between 1969 and the 
start of the new decade represent the moment when he asserted his own identity and assumed his I 
as the subject of the reference and celebration of the Self via a process of self-historicization not 
without a hint of irony: until about 1972, photographic works of conceptual inspiration alternated 
with marble panels and embroidery characterized by the inscriptions of words and phrases. Both 
Boetti and Salvo, albeit in different ways and with different meanings, pondered the representation of 
the Self, their identity as individuals and as artists, while at the same time keeping their eyes trained 
on the complexity of reality and the mystery of art.  
The second part of the exhibition instead focuses on the subsequent development of their respective 
research, which at that point they were carrying out independently of one another. In the gradual 
distance that developed after 1972, the year Boetti left Turin, what remained between the two artists 
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was their common embrace of themes such as identity and the elsewhere; however, it was the very 
conception of the two-dimensional surface and of painting that irremediably separated them. From 
the mid-1970s, Salvo exclusively began devoting himself to the canvas, especially figuration, while 
Boetti was more interested in a wholly different conception of colour and the idea of figuration, 
embracing, moreover, the practice of proliferation and the proxy, commissioning the actual making of 
his works, often conceived in a series, in cycles, or as variants, from others (assistants, collaborators, 
and artisans, who were often unknown to him). 

The Works and the Days 
If we are to achieve a parallel acknowledgement of the work of Alighiero Boetti and of Salvo, then 
we can only follow a chronological sequence until the early 1970s. Later, in fact, both artists began 
working on large-scale cycles and recurring themes, laying aside a vertical timeline and instead 
adopting the circular movement of “diverse repetition”. This exhibition reflects such a trend, and is 
divided into several themed sections that only in part correspond to the timeline. 
The first section, mounted in an independent area of the exhibition, introduces the viewer to the two 
artists: entitled “Private Chronicles (in the Studio, among Friends)”, on display are photographs, some 
of which never before published, of the two men, works that Boetti and Salvo devoted themselves to 
reciprocally, portraits of the two men and of their entourage, books and documents. 
This biographical introduction is followed by the actual exhibition, divided up into sections aimed at 
identifying subjects and practices that were common to both artists. The sections “Images of the 
Self”, “Creating Phrases”, “Tautologies”, “Thinking about Time”/“Thinking about the History (of Art)” 
and “Maps” reveal—in a fitting conversation between the works—how Alighiero and Salvo submitted 
themselves to a never-ending and close-knit confrontation, resulting in the development of different 
languages. In the first five sections, Boetti’s and Salvo’s works converse directly, while the large final 
section, called “The Infinite Variety of Everything”, casts light on the unbridgeable distance that came 
to be created between the two artists. 

Image of the Self 
Becoming One’s Double 
Becoming Another 
While Boetti, after the Poverista phase documented by the exhibition at the Galleria Stein gallery in 
February 1967, was intent on “becoming his own double”, Salvo, at the dawning of his own artistic 
career, was engaged in “becoming another”. Both of them used black and white photography, in 
accordance with the conceptual regime prevailing at the time, and they used it as an instrument to 
create a renewed relationship with their individuality: one’s person becomes the focus of a 
narcissistic study (Salvo) and the occasion for a performative action (Boetti). 
The two artists moved in opposite directions in spite of the fact that they were inspired by a common 
premise according to which every form of identity and authorship (or its debate) is formalized via 
processes of reproduction, translation, and shifting conducted upon the image. 
For Boetti the double is a basic category; the act of duplicating one’s own figure is the generative 
process of a self and of another self, of the one and of its opposite, of the individual and of the artist. 
For Salvo, instead, the image of the Self is expressed by multiplication, by mythicization via 
substitution, in the transmigration from one role to another: the artist unveils demiurgic ambitions in a 
self-celebratory game connotated by a rhetorical nuance not devoid of irony. 

Creating Phrases 
Embroidering 
Carving 
No doubt Boetti’s colourful tapestries and neutral marble panels are among the most iconic works 
they produced, respectively. Both the tapestries and the panels express amused nonchalance, a 
genuine pleasure in the use of the word and the sheer desire to share with the reader-observer the 
secret beauties (Boetti) and the power (Salvo) of language. 
Both artists try their hand at “creating phrases” although their relationship with the Italian 
language is a wholly personal one. 
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Boetti invents or chooses phrases that already exist, that satisfy the artist’s distributive pattern of the 
letters inside a square grid (“Ordine e disordine”, “Non parto non resto” “Segno e disegno” etc., and 
commissions Afghan weavers (whose collaboration dates back to his trips to Afghanistan) to weave 
colourful tapestries. Each one is different, based on the principle of the chromatic permutation of the 
letters and squares surrounding them. Boetti’s words were: “One example of the magic of words, that 
is, a small aspect of this universe of ours replete with so many things worthy of attention, worthy of 
being known, is made up of those particles that one places before verbs and that completely modify 
their meaning”. For Alighiero the endless number of possible combinations offered by the word are 
the reason for his and our wondrous intrigue, proof of the existence of a hidden order, of a 
harmonious symmetry between words and things. 
Salvo instead chooses to try his hand at epigraphic writing. The word “epigraph” already proves to be 
perfect in its tautological connotation, as it indeed means “written upon”: traditionally the epigraph is 
a commemorative or celebratory inscription on a grave, a stele, or a monument. Salvo thus claims a 
position of importance in his art by adopting the most classical and traditional support of all; he 
adopts the linguistic form of the epigraphic proclamation, subverting it with disarming simplicity: he 
stages an ironic and profane subject (“Io sono il migliore”, “Idiota”, “Salvo è vivo / Salvo è morto”, and 
so on, connoted by a hyperbolic and histrionic protagonism, which can even be aggressive at times. It 
is a sort of statement of strength. In short, he violates the code of dominant conceptualism through 
his personal involvement and the direct acceptance of responsibility. 

Tautologies 
As Is/Spitting Image 
I Am Me 
Whereas in classical logic tautology is a logical-declarative rule that reasons in circular fashion 
around a statement, similarly, in Conceptual art, it is an expression or a gesture that bestows a 
different shape to an utterance or to a given that is already known: substantially, it places new 
emphasis on an object or a statement that is already known. 
Boetti and Salvo as well, like all the members of the international Conceptual art movement, enjoyed 
tautological exercises. Nonetheless, although they shared this logical device, their outcomes were 
profoundly different. 
Boetti, who was genuinely conceptual, referred to painting as “tale e quale” (as is/spitting image): for 
instance, he spread industrial paint over a panel upon which he then arranged the letters that made 
up the name of the paint itself. Therefore, the name of the colour coincided with the colour the 
viewer saw. Vernice industriale azzurro FIAT 433 and Vernice industriale grigio medio FIAT 653, both 
dated to 1968, on display here, belong to a numerous series of variants dedicated to industrial 
colours: action and utterance correspond perfectly in a tautology that is as elementary as it is 
crystalline. 
The following year, 1969, Boetti inaugurated a new series of works called Cimento dell’armonia 
e dell’invenzione based on a tracing technique: a pencil is used to trace over the pre-printed squares 
on graph paper so that lines run in directions that differ from the vertical and horizontal ones on the 
sheet itself, thereby creating barely perceptible linear aggregations that are always different. The 
Cimenti, in their simplicity, activate a series of components that would become recurring motifs in 
Boetti’s art: the field of action circumscribed to a sheet of paper, the rhythm of the hand, the 
perception of time suspended between precise awareness of the slow and tiring execution and 
hypnotic unconsciousness. Tracing is a repetitive gesture, a pure mental exercise, as well as being 
wholly tautological in its disarming evidence, in its absolute transparency. 
In 1971 Salvo began making a series of works based on different techniques (neon, oil on 
panel, embroidery on fabric or on glass, books and catalogues) all of which had in common the name 
SALVO written in the white, red, and green colours of the Italian flag. The artist declared a 
tautological identification with himself, “Io sono io” (I Am Me): Salvo è Salvo (SALVO Is SALVO). His 
statement of “Italianness”, which is overtly tautological, and clearly visible in his choice of colours, 
also evoked patriotic rhetoric that was rather unusual at a time of protests and social unrest. It was a 
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sort of voluntary anachronism, an unassailable, definitive, and irreversible statement, both amazing for 
its elementary nature and far-removed from the dominant communication. 
The artist did something similar in his books-works, manuscript copies of classical stories or fairy 
tales where the hero’s name is replaced by Salvo’s own (on display here are “I fioretti di San Salvo” 
(The Little Flowers of Salvo), 1970 and “Il leone, la volpe e il cervo” (The Fox, the Lion, and the Deer), 
1971). The childish handwriting that fills a series of school notebooks denounces a splendid 
contradiction: the artist’s claim to eternity represented by the replacement of the main character’s 
name in the story with his own is in conflict with the very human, precarious, unique and subjective 
handwriting. The tautological gesture of copying an age-old tale without making any variations is 
recanted by the addition of the narcissistic presence borne by the writing, the most inevitably 
personal thing to be produced by the human hand. 

Thinking about Time 
Thinking about the History (of Art) 
The vital and indispensable relationship that Alighiero and Salvo established with time no doubt 
represented an obsession that they shared, however differently they manifested their obsession both 
conceptually and formally.  
Boetti’s words during an interview were: “…I am becoming a partisan of long times, not short ones: 
my formula is that humanity is divided into those who think about short times and those who think 
about long ones, the former living in circumstance and in the present, the latter remaining 
incommunicable between themselves”. Boetti and Salvo unquestionably thought in “long times”, and 
this different, “incommunicable” conception created a distance between them (it was one of the 
reasons for the distance that grew between them). Boetti’s “thinking about time” concerns our 
passing through this world, the time that we see go by on a clock (or on a Contatore: it is abstract 
time, of the instant, it is the subjective time of duration. For Salvo, instead, “thinking about time” was 
equal to “thinking about the history of art”, trying one’s hand at an act of identification 
with the masters of the past. 
Boetti’s 11 luglio 2023 and 16 dicembre 2040, both dated to 1971, are revolutionary in that they 
constitute a disillusioned projection into the future: the two dates, carved on small-scale copper 
sheets (or embroidered by hand in another version) correspond to the hypothetical day of the artist’s 
death and the centennial of his birth. Existence and time, life and death, are evoked in a piercing and 
unrepeatable synthesis. 
Salvo, instead, starting in 1973, continued the process of the identification between himself and his 
works, but adding something extraordinarily new: he staged antiquity by making paintings inspired by 
Raphael, Cosmè Tura, C.D. Friedrich etc., traditional iconographies such as “Saint George and the 
Dragon”, “Saint Michael” and so on were reinterpreted by replacing the hero’s face with Salvo’s: the 
artist has now become the lead actor! Through a clear-cut temporal gap, via the diaphragm of the 
heroic gestures of the art of the past, a leap into ancient history, the absolute mythicization of the 
present is enacted here. From Salvo’s point of view, the epic gestures of the past, the splendours of  
an intact, mythical world, represent an indispensable utopia. With great courage and independent 
thinking, the artist clearly declares his position: that of a painter who knowingly faces up to the out-
of-date. 

Maps 
Afghanistan, World 
Sicily, Italy 
The relationship with time pervades the unique abstract and schematic space of the geographic map 
as well. What Boetti’s maps and Salvo’s Italies and Sicilies have in common is a vision of time that 
each of them shapes according to their own personal codes: while the territories and planispheres of 
the former artist, starting from Dodici forme dal giugno ‘67, 1967-71, account for the geopolitical 
changes that had occurred, thus recording them here and now, as the work is being produced, the 
latter artist’s Italies and Sicilies instead take a temporal leap wholly within the history of humankind: 
every Sicily and every Italy presents an excursus of the names of famous men (artists, philosophers, 
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poets, and so on), beginning in the time of antiquity and ending in the present with the name SALVO. 
Time is, therefore, material used for reflection; it is creative force. 
This space-time trajectory has its rules and distinct codes: for Boetti it’s a matter of representing not 
just a series or a cycle of works, but a full-fledged system of variants in which the repetition 
underscores and enhances the different components: people, places, and things that become the 
object of art thanks to the fundamental practice of the commission for their creation.  
Salvo’s personal memory of Sicily, his native land, contributes to including the subject among the 
recurring themes of his research. The artist’s “Sicilies” fundamentally connect the conceptual 
dimension of the initial season with the pictorial one that would dominate his activity from the early 
1970s onwards: the artist depicts the impossibility of telling. 

The Infinite Variety of Everything 
Combining, Tracing, Commissioning… Everything 
Painting Flowers, Landscapes, Portraits… 
In 1972 Alighiero left Turin for Rome and Gian Enzo Sperone began to cut down his activity until he 
eventually closed his gallery in Corso San Maurizio and opened another one in a new location in 
Piazza Santi Apostoli. The art scene was swiftly changing: Turin was no longer the wonderful 
catalyzer of energy it had been for the past two decades. The artistic milieu continued to be 
dominated by the conceptual and the objective, however the dogmatism that had been so 
forthcoming in the 1960s was now being watered down. Boetti and Salvo both abandoned their 
sharing of the everyday, as well as the mutual confrontation of their creative choices. 

Having overcome their youthful experiments, and the conceptual headiness that had reigned until 
then having come to an end, what remained was the unrenounceable sediment that determined their 
respective identities: Boetti ventured towards research that was complex and varied, consisting of 
many parallel paths - numbers, chance, permutations - which were articulated in cycles and often 
activated by the proxy system. Now colour, if not painting, played a primary role. Boetti’s own words 
were: “For as long as I was in Turin I used white, black, the colour of the materials; then, when I came 
to Rome in ‘73-74 I began using colours, working manually, producing more. I have always used the 
paintbrush with discretion, however”. 
Needless to say, Boetti was never a painter. His explosive eclecticism would never have allowed him 
to adhere to the slowness and patient practice involved in painting. Painting is not an arbitrary choice, 
rather, it is an inner need that is triggered from one’s way of being, from one’s innate talent. Salvo 
instead was always a painter: he thought and experimented with the genre thanks to which he could 
constantly put into practice his prodigious memory and his encyclopaedic knowledge—not just his 
hand. Both of them lived their creative dimension “ceaselessly”, in the incessant quest within that 
“infinite variety of everything” that was the complexity of the world they lived in. 
Let’s look at some of the differences: Boetti did not paint, he preferred to hand others a pen. Mettere 
al mondo il mondo, 1972-73, was one of the first monochrome works made from ballpoint pen 
marks completely covering, actually saturating, the sheets of paper. There is nothing less 
sophisticated, nothing farther from the instruments of painting than the industrial ink of a ballpoint 
pen with its four standard colours: red, green, blue, and black. And these four colours are indeed the 
protagonists of the work Per Piet, 1981, an explicit tribute to the father of abstraction Piet Mondrian: 
each of the four sheets, red, green, blue, and black, represents a wharf or an abstract construction, 
whose ambiguity accurately identifies Boetti’s attitude: if it must be painting (it was 1981 and the 
Transavangardia was on the rise), then why not go with abstraction by way of straightforward reality! 
This reality was being commented on every day in the newspapers and magazines, also resulting in 
Anno 1988: twelve panels each of which with twelve sheets on which an equal number of 
international magazine covers were traced. All the news of the moment at a glance! Boetti never 
chooses, he invents a rule and then delegates; nevertheless, he does not hesitate to clearly 
circumscribe his field of study: the reality and instruments that are functional to living and 
experiencing that same reality: numbers: maps, objects, magazines, and so on. 
The mystery and transparency of Salvo’s work is instead played out in his relationship with the 
pictorial subject. The high artistic genre, i.e. archaeology, ruins, the landscape motif, exotic places or 
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urban views, still lifes unveil their astounding mundanity, topenly denouncing their belonging to just 
any world. The painting’s motif is almost indifferent. At times it is dealt with beforehand, even before 
the actual vision of a place, or later, in memory. It is expressed an endless number of times and yet it 
is almost absent in its cumbersome and reiterated presence. Salvo’s embrace of figuration, his 
involvement in verisimilitude, actually brings out a sort of contempt for the subject which is merely an 
opportunity to explore the potential of painting and each day come closer to the enigma of seeing. 
Anachronistic, out-of-date, banal, or ordinary, the real given or the motif are at the same time 
indifferent to the world and essential to painting. 

Adding, subtracting, trying, erring, regretting, changing: never giving up on one’s untiring 
and insatiable curiosity, never failing to respect one’s original conceptual and pictorial 
codes: this, in a nutshell, is Boetti and Salvo. 

Nothing to See, Nothing to Hide, Idiot! 
Massimo Minini, gallerist 

The oldest memory I have of these two friends of mine—and friends themselves as well - is the 
photograph titled “Nothing to See, Nothing to Hide”, produced by Alighiero. It’s an iron structure with 
large transparent glass panes propped up against the wall, and in the image SALVO is seated on the 
ground like a naughty kid, looking behind him, with the same gaze and pose, which are natural here, 
that he would soon be assuming in the work “Self-Portrait as Raphael”, a picture taken by Paolo 
Mussat Sartor: here SALVO’s lips are slightly parted, and the three-fourths view of his face shows an 
astonished, intense look, and three days without shaving. Terrific. 
Raphael is the pinnacle. After him, art began to descend towards unknown shores. No one ever 
surpassed Raphael’s beauty and truth, his embrace of what was real and poetic, natural and invented. 
And SALVO took advantage of this: in the days of ‘citationism’, after the period of situationism, he 
couldn’t believe he was actually imitating the great master. What is ‘I AM THE BEST’ if not a veiled 
(even for him) citation? SALVO is like Raphael: they are the two best of all. ‘SIMILAR NOT 
IDENTICAL’, impossible to repeat. (Ingres, too, when he copied the portrait of Raphael, and Paolini 
demonstrated it, did something similar, but not identical: impossible).  
I didn’t often see SALVO and BOETTI together, also because in the days when I was spending a lot 
of time in Turin, after I opened my gallery, BOETTI had been living in Rome for a while. One talked to 
me about the other and vice versa, like two travel companions who had done lots of things together, 
including smoking massive amounts of weed and the visions that followed. 
Both of them penned phrases that often came to mind as visions in topical moments. While 
Alighiero’s words have become famous (“Bringing the world into the world”, “Order and disorder”, “I 
neither leave nor stay”), SALVO’s are perhaps less so, having used them for just a brief moment. 
However, they are equally to the point: IDIOT, DEVOURING ONESELF, BREATHING THE 
FATHER… And there were others too (“The weasel and the hawser”, “Preface to the enclosed 
work”, “Similar not identical”, “Leaving flames on his trail”…), at times with Aesop’s fables. 
Alighiero’s words are embroidered in Afghanistan on small pieces of natural fabric, while SALVO’s 
are carved in marble, demonstrating an attempt to instantly go down in history, skipping over 
everything in the middle. The same can be said for the name SALVO as the Italian flag, the name 
SALVO in letters that are bigger than all the rest (see the catalogue for Documenta 5), the 
inscriptions “I am the best”, or the gold lettering that reads “SALVO is alive”. 
SALVO was the most self-referential of the two, he was at the centre of his work, just as he was at 
the centre of the family that depended on him. Alighiero was apparently more absent-minded, he had 
a wistful, somewhat sceptical smile on his lips, not like Fabro’s, which was more painted, I’d say 
deliberately placed there and sort of a pose. 
BOETTI seemed to be resigned to the fact that he wouldn’t be understood and he was absolutely 
right. Then when he left us, when he stopped annoying his career, that was when it unfolded and 
spread as far as it could go, turning him into one of the great Italian artists of the twentieth century. 
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Both of them played: SALVO played pool, BOETTI played the drums (with a cigarette hanging from 
his lips, like Guttuso, Kounellis, Paladino, no doubt the result of the cultural models he had absorbed). 
Forced to be a part of the Arte Povera movement, made up of an outstanding group of artists that 
never really existed except to serve as a mutual aid society, both of them were quick to say they 
weren’t a part of it except when there was some advantage, at which point they showed no 
hesitation. 
From this standpoint Poverismo was a huge theoretical operation by a genius, Germano Celant, who 
would fight to impose it, even against the artists themselves and their forward leaps. Gilardi, for 
instance, wanted to call it “microemotive art” but Celant didn’t agree; so he removed him from the 
magical number of the 13 apostles. Celant was right, of course. He wouldn’t have gotten far with that 
title. “ARTE POVERA” instead was right for many different reasons, it had the perfect ring to it for 
those days. They were a group of pretentious, smart post-Situationist warriors. That “povera” cleared 
many consciences. BOETTI, among other things, was the perfect “poverista”. Heaps of asbestos 
cement, bundles of wooden planks, a zigzagging of natural canvases. SALVO was more of an 
intellectual (Lucerne’s blessing, references to famous films with a collage of his face), and 
the “Italies” and “Sicilies” he painted with the names of famous painters, writers, poets, and so on) 
who strove to give Italy or Sicily a shape, the unforgotten home of Salvatore Mangione, aka SALVO, 
a street urchin, draft dodger, arrested and incarcerated in Iran on his way back from Afghanistan with 
ALIGHIERO himself, but also with BOETTI, who at that very moment was beginning to split in two by 
parthenogenesis. 
To this regard SALVO sent me a long handwritten letter in his generous round handwriting, 
reminiscent of a schoolboy’s, and of Ben Vautier’s, confuting the interpretations on that legendary 
journey that so much was said about without going into detail. SALVO writes that he went to 
Afghanistan much before A&B, and that he went there by car, whereas Alighiero flew there to join 
him. In Afghanistan at the time, well before the Russian invasion, life was good. People were allowed 
to smoke, it was the land of plenty. Alighiero bought a hotel for practically nothing. SALVO, instead, 
had nothing to show for that trip, he always described it as a golden age, but I don’t think the trip left 
much of a mark on him. 

However, life separates people. These two best friends grow up, each of them with his own interests, 
each with his own family, one living in Rome, the other in Turin. The latter (SALVO) lives a rather 
sedentary life in Turin, in a little house in Crissolo at the foot of Monviso, which he adores, perhaps 
more as an icon than as a place for taking walks. BOETTI is instead more active, even though 
Salmon, his assistant, is the one who actually travels to Afghanistan (Peshawar after the Russian 
invasion) these days. 
Later, Alighiero married Caterina. It was 1990. He was 50, she was exactly 25: (doubling by halving). 
In Todi, Romazzino, the most beautiful wedding of my long career. Lucio Amelio sent a bus filled with 
tarantella players, young women wearing Olympic swimsuits did synchronized swimming in the pool. 
Before leaving we received some very colourful pillows that, in typical BOETTI style, read: “Alighiero 
e Caterina / Caterina e Alighiero”. I have saved the pictures from that wedding as though they were 
my very own. We were all there. SALVO wasn’t though, life tears people apart. And SALVO, who had 
changed the type of work he did, leaving the Poverismo movement behind, beginning to paint much 
before the Transavanguardia, was cut out from the former and not accepted by the latter. Actually, it 
was he who had left, disdainfully. “That’s enough flying stones!” he said to me one day as we were 
watching the arrival of one of the stages of the Giro d’Italia. SALVO was like that, true, close to 
things that were true: pool, TV, Turin or Juventus? 
I don’t remember… 
And after abandoning the avant-garde, he also abandoned the world and its ways. He left the 
galleries he had worked with to exhibit (or rather sell) in another world, a minor one perhaps, but 
closer to his cultured, astute, clever, omnivorous and self-educated nature. Now both of them are in 
that other world, and I wonder how they like it there. We’ll soon be going there to find out ourselves, 
and will be sure to let you know… 


