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Mozaiku nga piktori italian Giulio Rosso / Mosaic by Giulio Rosso, italian painter |

Altorelieve té skulptorit italian Alfredo Biagini / High-relieves by Alfredo Biagini, italian sculptor |




INTONELLA GRECO

Morpurgo, iu besua Giulio Rosso-s dhe skulptorit Alfredo Biagini.

Ai reflekton si né njé pasqyré, vetém paksa té deformuar nga
distanca, klimén kulturore romane e né veganti raportin mes artistéve
dhe arkitektéve ashtu si¢ ishte pérvijuar gjaté viteve tridhjeté. Né kété
periudhé shihet rritja e réndésisé sé rolit té artistéve pérmes Sindikatés,
si pjesé thelbésore e té genit njé trup i vetém, projektuar nga Giuseppe
Bottai, njé prej personaliteteve mé té reja politike dhe mé té aférta me
kulturén né njézetvjegarin e regjimit musolinian.

D ekori i interierit t€ Bankés né Tirané, projektuar nga Vittorio Ballio

Pikérisht Bottai, né fund té viteve njézetg, me njé studim té famshém pér
artin publikuar né revistén e drejtuar prej tij “Critica Fascista”, shtron pyetjen
se cili duhet té jeté arti i ri pér shtetin e ri, arti pér “njeriun e ri”, njeriun
fashist. Pérgjigjja éshté e dhimbshme. Arti i ashtuquajtur “fashist” qé ai
sheh, né vitin 1927, i ekspozuar né selité e partisé dhe ndértesa té tjera
publike éshté grotesk, vulgar dhe i paafté t& komunikojé pérmbajtje e gjuhé
té reja: ... dekoracione té pabesueshme népér mure, buste té tmerrshém
prej gipsi t€ ngjyrosur, emblema dhe banderola té shkruara me ngjyra...,
simbole fashiste veshur me ar qé duken si shkarpa druri pér t'u hedhur
né zjarr, litografi té Duges né poza té parealizueshme..., mund té mblidhej
material skenik, - shkruan Bottali, - pér kompani té panumérta operetash.”
Rendi i i artistik nga i cili shpreson té vijé hierarku, né até kohé nénsekretar
e mé pas Ministér i Korporatave, do té duhej té ishte, né fakt, i pérkrahur
nga politika e shtetit & nuk konkurron me artistin pér realizimin individual té
veprés sé artit, por favorizon “mbéshtetjen ekonomike” pérmes Sindikatés
dhe rrit kompetencat pérmes Akademisé sé ltalisé.

Ky “jo art”, i cili, né emér té fashizmit, i ngre idhuijt e tij né ményré abuzive
te ndértesat publike té Italisé, &shté né té vérteté i paafté, me njé fjalé, pér
té rréfyer mitet e reja. Kéto mite, sikurse shkruan Massimo Bontempelli
né veprén “Valori Primordiali” né vitin 1938, duhet té pérkojné me té rené

* Antonella Greco, Prof. e Historisé sé Arkitekturés né Universitetin “La Sapienza”, Romé.

! Risultanze dell'inchiesta sull'arte fascista, te “Critica Fascista”, 15 shkurt 1927; revista i
dedikon késaj teme numrat e viteve ‘26 e ‘27, me kontribute, ndér té tjeré nga Ardengo
Soffici, Mino Maccari, Cipriano Efisio Oppo, Massimo Bontempelli. Shénim i autorit.

Ballio Morpurgo, was entrusted to Giulio Rosso and sculptor Alfredo

Biagini. It is a mirror reflection, although slightly deformed from a
distance, of the Romanesque cultural climate and describes the relation
between artists and architects as it was outlined in the 1930s. During this
period, the artists’ role becomes more important through the Union, an
essential part of being one corpus and projected by Giuseppe Bottai, an
emerging political personality, who was close to culture during the twenty
years of Mussolini's rule.

The interior decor of the Bank in Tirana, designed by Architect Vittorio

At the end of 1920s, Bottai published a famous research on art in his
“Critica Fascista” magazine and posed a question about what should be
the new art for the new state, the art for the “new man”, the fascist man.
The answer, at that moment, was painful. In 1927, the so-called “fascist”
art that he saw represented in party headquarters and public buildings
was grotesque, vulgar, and incapable of communicating new contents
and new languages: “...incredible decorations on the walls, horrible busts
of coloured gypsum, emblems and banners written in colours ... fascist
symbols coated in gold resembling wood sticks destined to be burnt,
chromolithographs of /I Duce in unrealisable postures, a lot of scenic
materials could be collected- writes Bottai, for the numerous companies
of the operette.”” The new artistic order, from which the hierarch hoped
to come, at the time undersecretary and later Minister for Corporations,
would have to be, in fact, supported by the state palitics. It did not enter a
contest against the artist for the individual realisation of a work of art, but
favoured the “economic governance” through the Union and increases the
competences through the Accademia d'ltalia.

This “non art” abusively raised its fetishes in the public buildings of
Italy in the name of fascism. However, it was incapable of narrating the
new myths, which, as Massimo Bontempelli wrote in 1938 in “Valori

* Antonella Greco Prof. of History of Architecture at the University of Rome “La Sapienza”.

! Risultanze dell'inchiesta sull'arte fascista, in “Critica Fascista”, 15 February 1927; the
Magazine dedicates to this topic its issues during 1926-27, with contributions, inter alia,
from Ardengo Soffici, Mino Maccari, Cipriano Efisio Oppo, Massimo Bontempelli.



dhe spiritualitetin e epokés sé re té arit: ashtu sig, shkruan shkrimtari dhe
akademiku mé iriiltalisé, “jetén e pérditshme e normale, duam ta shohim
si njé mrekulli aventureske”.

Njé art sa i ri aq edhe antik gé realizon me njé oksimoroné té guximshme
pranimin e tradités sé madhe italiane dhe gjuhén aktuale té modernes.

Bontempelli do té shkruante pérséri: “...vepra e shkrimtaréve, artistéve
t rinj, nuk ka programe. Mospasja e programeve nuk ka kufij. Eshté njé
betejé pér fantaziné, e cila nuk njeh kufij.”> Né kété kuptim, Bontempelli e
sheh raportin mes artit dhe arkitekturés si shumé té ngushté: “Shpikja e
miteve té reja, fabulave té freskéta pér t'i shérbyer etjes sé imagjinatés sé
epokés sé re do té duhej té ishte pikérisht ekuivalenti letrar i arkitekturés
sé re.” Rréfenjat dhe mitet e reja do té pérvetésoheshin nga arti publik
fashist i viteve tridhjeté, t& mbéshtetura nga rizbulimi, ashtu si né kohérat
e lashta, i pikturés murale me vleré politike dhe civile.

Ky éshté kuptimi i t& famshmes céshtje té pikturés murale gé pérfshiu
artistét italiané né gjysmén e paré té viteve tridhjeté me jehoné té gjeré
né revistat mé té réndésishme té kohés, si “Domus” drejtuar nga Gio
Ponti, i pozicionuar krejtésisht né favor té artistéve. “Muret pér piktorét!”
deklaronte manifesti i pikturés murale, nénshkruar ndér té tjeré edhe nga
Mario Sironi, mé i réndésishmi ndér piktorét e atyre viteve. Me mbéshtetjen
e Ponti-t dhe té “Domus”, I&vizja pér pikturén murale u pranua zyrtarisht né
Trienalen V té vitit 1933, ku muret “iu dorézuan” me té vérteté piktoréve,
ashtu sic e kérkonin. Né vijim, i gjithé salloni i pallatit t&¢ madh milanez
té Giovanni Muzio-s u zbukurua me afreske murale nga artistét mé té
médhen; italiané si Giorgio de Chirico, Achille Funi, Carlo Carra, Alberto
Savinio e Massimo Campigli, pér t& pérmendur vetém disa. “... Eshté e
kuptueshme, - shkruante Sironi themeluesi i madh i késaj lévizjeje, - qé
ideali mesdhetar e diellor i rigjallérimit t& afreskut, mozaikut dhe artit té
madh dekorativ nuk mund té arrihej pér disa aspekte té caktuara pérvegse

2M.BONTEMPELLI, Fermenti poetici di questo secolo, te “Valori Primordiali”, n.1, shkurt 1938
XVI, f. 15. Shénim i autorit.
% Po aty f. 23. Shénim i autorit.

Foro Mussolini, Romé, 1937 |

Primordiali”, should correspond to the novelty and spirituality of the
new golden era, when continues the writer and the youngest member
of the Accademia d’ltalia, “we wish to see the daily and banal life as an
adventurous miracle.”

Through a daring oxymoron, this modern yet ancient art accommodates
the great Italian tradition and the modern language.

Bontempelli would write again: “... the work of the writers, new artists,
is not subject to programmes. The no-programme has no limits. It is a
battle for the fantasy, which is not confined by boundaries...”? In this
sense, Bontempelli saw the relation between art and architecture as very
close. “Invention of new myths, fresh fairytales to quench the thirst of the
imagination of the new era — should be exactly the literary equivalent of
the new architecture...”® New accounts and new myths would be adopted
by the fascist public art in the 1930s supported by the rediscovery of the
mural painting with political and civil values, like in ancient times.

This is the meaning of the famous issue of the mural painting, which
involved Italian artists of the early 1930s and had a strong echo in most
important magazines of the time such as the Domus directed by Gio
Ponti, who was totally aligned with the artists. “Walls to the painters!”
declared the manifest of the mural painting that was signed, amongst
others, by Mario Sironi, the most prominent painter of those years. With
the support of Ponti and Domus, the movement for mural painting would
obtain a definite recognition in the V Triennial in 1933 where the walls
were effectively “handed over to painters” after their long efforts. Later
on, the entire hall of the grand palace of Milan of Giovanni Muzio was
decorated with mural frescos by major Italian artists such as Giorgio de
Chirico, Achille Funi, Carlo Carra, Alberto Savinio and Massimo Campigli.
“... It is obvious - wrote Sironi, the great founder of the entire movement-
that certain levels of the Mediterranean and solar ideal of the resurgence

2 M.BONTEMPELLI, Fermenti poetici di questo secolo, in “Valori Primordiali”, n.1, February
1938 XVI, p..15
%ibid p.23



La Casa delle Armi, Foro Mussolini, Romé |

né ltali...” dhe akoma: “...kthimi tek piktura murale do té thoté kthim né
shembuijt italiané dhe traditén toné, me té cilén sot €shté e pamundur
té lidhesh vértet, pavarésisht se shumé shpesh dégjohet modernizmi
térhegés dhe perceptohet shtysa e fugishme qé mund t'i vijé artit modern
nga shembulli dhe disiplina e tij"*.

Njé betejé kjo e pikturés murale, e cila solli né Itali né fund té viteve
tridhjeté ligjin e 2%, i cili detyron ende sot gé kjo pérgindje e buxhetit té
pérgjithshém té njé vepre publike t'i dedikohet artit dhe dekorimit. Nga
njéra ané Mario Sironi, piktori i madh i viteve néntégind, do té zbulonte
Antelamin dhe forcén e stilit romanesk — té ndérmjetésuar nga njohja e
ekspresivitetit nordik; nga ana tjetér Gino Severini, italien de Paris, nxénés
bashké me Boccioni-n, i Giacomo Balla-s, futurist e mé pas kubist, do
té rizbulonte nga ana e vet antiken: teknikat e afreskut t& maestrove
té viteve dyqgind (né ciklet e kishave zvicerane me sugjerim té Jacques
Maritain), mozaikun e tradités sé voné romane dhe bizantine, pérdorimin
e drejtkéndéshit té zbukuruar me ar, “numrin e arté” té té lashtéve nga
pesékéndéshi i Pitagorés e né vijim.® Pikérisht né Trienalen V t& Milanos
me ané té njé mozaiku, sic e pérmendém, tekniké karakteristike e
antikitetit, Severini prezanton mesazhin e tij: né gendér t& mozaikut, né
rrotullén e letrés té mbajtur né doré nga Italia e rrethuar nga artet dhe
industria, me vinga dhe ndértesa, me libra dhe instrumente muzikore,
paragiten ylli i Pitagorés me pesé cepa dhe drejtkéndéshi i arté. Njé elozh
i proporcioneve té arta e i numrit té arté si motiv gendror i njé arti sa
antik ag edhe modern. Pérdorur edhe nga arkitektét puristé té avangardés
evropiane, sipas mésimeve té matematikanit rumun Matila Ghyka, numri
i arté rikthehet te Le Corbusier (i cili e pérdorte né fazén pérfundimtare
si kontroll té matricave krijuese té projektit) e tek italianét Figini e Pollini,
Giuseppe Terragni né Casa del Fascio né Como, pak nga pak derisa arrin
né ambientin roman té Casa delle Armi té Luigi Moretti-t.

Kétu, piktura monumentale, plastike e volumetrike, me vleré té madhe
simbolike dhe me pérmbaijtje etike e civile takohet me arkitekturén e re “me

* M. SIRONI, Pittura murale, te “Il Popolo d'ltalia”, 1 janar 1932. Shénim i autorit.
5 G.SEVERINI, Du cubisme au classicisme, Paris 1921. Shénim i autorit.

| Casa del Fascio, Como

of the frescos, the mosaic and the great decorative art could only be
attained in ltaly ..."” and again: “the return to the mural painting implies
the return to Italian examples and our tradition. It is impossible to be
effectively connected to it in our modern days, although we often hear
about an attractive modernism and perceive a potential powerful effect of
example and discipline of this tradition on modern art.”

This was a battle for the mural painting. At the end of 1930s, it inspired
the law of 2%, which is binding even in nowadays for this percentage of
the overall budget of a public work to be allocated to art and decoration.
If, on the one hand, Mario Sironi, the great painter of the 20th century,
rediscovered Antelami and the force of the Romanesque style — mediated
by the knowledge of the Nordic expressiveness — on the other hand,
Gino Severini, an ftalien de Paris, together with the futurist-turned-cubist
Boccioni, a student of Giacomo Balla, rediscovered the old era: the frescos
technique from the thirteenth century masters (in the cycles of Swiss
churches on the suggestion of Jacques Maritain), the mosaic like in the
late Roman and Byzantine tradition, use of golden rectangle, the ancient
“golden number” from the pentacle of Pitagora and so forth.> Severini
launches his message at the V Triennial of Milan with an ancient-like
mosaic technique. Pitagora’s star and the golden rectangle are depicted
at the centre of the mosaic, in a scroll held by Italy surrounded by arts
and industry, with cranes and buildings, books and musical instruments.
This is a reverence to the aureate proportions and the golden number,
like a central motive of the ancient and modern art. Utilised also by purist
architects of the European avant-garde, according to the teachings of
the Romanian mathematician Matila Ghyka, the golden number returns
in Le Corbusier (who used it in the final phase to check the generative
matrixes of the project) and other Italian artists such as Figini and Pollini,
Giuseppe Terragni in Casa del Fascio in Como, gradually arriving in the
Roman setting at the Casa delle Armi by Luigi Moretti.

Here, the monumental, plastic and volumetric picture with great symbolic

*M. SIRONI, Pittura murale, in “/l Popolo d'ltalia”, 1 January 1932. Author’s note.
% G.SEVERINI, Du cubisme au classicisme, Paris 1921. Author’s note.



mure té zhveshura”, té bardhé dhe abstrakte, qé i pérket arkitektéve té rinj
italiané. Tema e arteve dekorative kundrejt arkitekturés, kryesisht kundrejt
asaj racionaliste, do t& ishte né gendér té njé konference té réndésishme
ndérkombétare, t€ mbajtur né Romeé né vitin 1936. Kétu, do té shpalosen
dy piképamje té kundérta nga Le Corbusier dhe Marcello Piacentini. Le
Corbusier, gjithé jetén piktor part time, i fton artistét té shprehen né
hulumtimet e tyre dhe nénvizon se arkitektura nuk ka aspak nevojé pér
artin. Piacentini, & me paternalizém kérkon njé rregull pér mbijetesé te
bashképunimi mes arkitektéve dhe artistéve, e sheh arkitektin gjithmoné
si sipérmarrés, qé thérret artistin, i cakton temén, i tregon pérmbajtjen
dhe vendos pér teknikat.

(E, natyrisht, Le Corbusier, i thirrur pér hergé té dyté né Romé né ato
vite, ndez dhe ndoshta e skandalizon auditorin me kéndvéshtrimin e tij:
“afresket, mozaikét dhe dekoracionet jané asgjésuesit e murit, mé miré
fotomontazhet”, dhe vijon: “Kohét e reja u béjné thirrje 20.000 artistéve
tané té rinj. Té dorézohen né pérpjekjet e domosdoshme té pérshtatjes! Té
clirojné impulset e tyre krijuese! Ka vend pér shpirtin, jo pér idiotésing!” ©).

Dhe nése e gjitha kjo ndérthuret patjetér me ngjarjet e rappel a l'ordre té
modelit evropian, né Itali artistét zbulojné mé shumeé nevojén e angazhimit,
duke treguar mitin dhe virtytet civile né njé lloj vazhdimésie pa kufizime
kohore me historing. Hopi cilésor, shkruan Simonetta Lux né njé shkrim
té shkélgyer mbi pikturén monumentale té Sironi-t dhe mbi shképutjen e
piktorit milanez nga avanguardia né emér té ideologjisé, do té jeté shndérrimi
i publikut sironian, nga eksponent i njé klase té borgjezisé sé larté dhe té
kulturuar gé ¢gmon realizmin magjik Bontempelian, né até té “masivizimit té
mirékuptimit” né vitet e suksesit mé t& madh té regjimit musolinian.’

Fenomeni i raportit mes artit dekorativ dhe arkitekturés né njézetvjecarin
fashist nénvizohet si hallké té réndésishme lidhése edhe nga Giuseppe

8 Shih Convegno di arti, Rapporti dell'architettura con le arti figurative, Akte té Kuvendit té
Romés né 1936, ndérhyrje e Le Corbusier. Shénim i autorit.

7S. LUX, Avanguardia, Tradizione, Ideologia. Itinerari attraverso un ventennio di dibattito sulla
pittura e plastica murale, Romé 1990, f. 44. Shénim i autorit.

Alfredo Biagini |

Giulio Rosso |

values and ethic and civil content intersects with the new, white and
abstract architecture “with naked walls”, characteristic of the young
Italian architects. The theme of decorative art in relation to architecture,
especially the rationalist architecture, was at the centre of an important
international convention organised in Rome in 1936 where two opposing
views were put forward. Le Corbusier, a lifelong part-time painter, invited
artists to express themselves in their endeavours and underlined that
architecture did not need art at all; on the other hand, Piacentini, with
paternalism, was looking for survival in the collaboration between artists.
He had always seen the architect as the entrepreneur, who calls the artist,
assigns the topic, indicates the content and determines the techniques.

(It was certainly Le Corbusier, who was invited for a second time in
Rome during those years to ignite, perhaps scandalise, the audience
with his perspective. He would say: “frescos, mosaics, decorations, are
‘annihilators of the wall, photomontage is better” and again: “the new era
calls on our 20.000 artists to give in to the indispensible extra effort of
adaptation and set free their creative impulses. There is place for the soul
not for stupidities!"®).

While these developments intertwine with the events of the rappel a
I'ordre of the European model, in Italy, artists discover the need to engage
and commit, and to narrate the myth and civil virtues in a sort of timeless
continuity with the history. According to an excellent piece of writing by
Simonetta Lux on Sironi's monumental painting and on the liberation of
the Milanese painter from the avant-garde in the name of ideology, the
qualitative leap will be the transformation of the Sironian public from an
exponent of a cultured and high bourgeois class that appreciates the
magic Bontempellian realism to the “massive art of the consensus” in the
years of major successes of Mussalini's regime.’

8 See Convegno di arti, Relations between architecture and visual arts, Acts of the Convention
Rome 1936, address by Le Corbusier

7S. LUX, Avanguardia, Tradizione, Ideologia. Itinerari attraverso un ventennio di dibattito sulla
pittura e plastica murale, Rome 1990, p.44



ROMA = FORO MUNOLINI
www.artefascista.it

Pagano, drejtori historik i “Casabella”, e cila i kushton artit dekorativ italian®
njé véllim té téré gé publikohet né vitin 1938 pér milanezen “Quaderni della
triennale”. Domosdoshméria, véren Pagano, éshté gé té arrihet pérkufizimi i
dekoracionit, duke zhdukur dallimin mes artit “t€ pastér” nga njéra ané dhe
artit “dekorativ” nga tjetra. Mé tej, vijon se vepra e artit €shté ajo gé “arrin
té realizojé rezultatin maksimal artistik brenda njé orkestracioni arkitektonik,
element i té cilit éshté ose mund té jeté"® né rrugén e “unitetit té arteve dhe
té pjesémarrjes sé tyre t€ domosdoshme né jetén shpirtérore té popujve”.

Pikérisht né kété klimé komplekse dhe té larmishme piget e forcohet
veprimtaria e dy artistéve gé merren me dekorimin e Bankés né Tirané,
Alfredo Biagini dhe Giulio Rosso.

Nga kéta dy artisté, Rosso, piktor fiorentin, “u zbulua” nga arkitekti Marcello
Piacentini né Romé né vitet njézeté, gjaté bashképunimit pér zbukurimin e
mensés/restorant té teatrit “Quirinetta”, njé prej veprave me hijeshi né stilin
barocchetto romano para realizimeve monumentale. llustrimet e tij té gjalla
prej piktori fitojné simpatiné e Piacentini-t, i cili i shkruan njé elozh entuziast
né botimin e dedikuar Quirinetta-s', duke nénvizuar pérhumbjen e lumtur dhe
ironiné e lehté té ilustrimeve. Deri né até moment, toni lirik e kaligrafik i pikturés
sé tij ka shérbyer “pér té lehtésuar” arkitektura té tjera té Piacentini-t me
dekoracione té pélgyeshme pleonastike mbi pallate e vila romane. Dhjeté vjet
mé pas, rigiejmé Giulio Rosso-n né njé sipérmarrje shumé mé té réndésishme,
mé konkretisht né bashképunimin pér mozaikét njéngjyrésh né realizimin e
Piazzale delllmpero t€ Luigi Moretti-t né Foro ltalico. Kétu, né citadelén e té
fugishmes Opera Nazionale Balilla, ai gjendet prané artistéve té tjeré, madje
edhe prané emrave té médhen; si Gino Severini, t& angazhuar né krijimin e njé
ndérthurjeje té vazhdueshme mozaikésh, si njé bocet madhéshtor, gé do té
rrethojné njé obelisk e njé sferé né gendér té Foros. Prepotent né konfigurimet
e shtresézimeve romaneske, jemi né kulmin e rizbulimit t€ gérmimeve té
Ostia-s antike, sidomos né zonén pérreth shatérvanit, ku Rosso shpérthen né
kompozime t€ krijesave té cuditshme té detit.

% G. PAGANO, Arte decorativa italiana, Fletorja e Trienales, Milano 1938. Shénim i autorit.
®Po aty f. 7. Shénim i autorit.
10 M. PIACENTINI, La Quirinetta, Roma 1927. Shénim i autorit.

ROMA - FORO MUSIOLINI
FONTANA DELLA PALLA

.

Giulio Rosso |

The relation between decorative art and architecture in the twenty years
of the fascist rule has been underscored as an important development
by Giuseppe Pagano, the historic director of Casabella, which dedicated
the ltalian decorative art® an entire volume in 1938 for the Milanese
“Quaderni della triennale”. The necessity, noted Pagano, is to determine
the definition of decoration, erasing the difference between the “pure” art
on the one side and “decorative” art on the other. He continued that the
work of art must be the one to “manage to realise the maximum result
within an architectonic orchestration, an element of which this work is or
might be”® on the road of “unity of art and their necessary participation in
the spiritual life of the people.”

Hence, the activity of Alfredo Biagini and Giulio Rosso, the two artists who
were commissioned with the decoration of the Bank of Tirana, matured
amid this complex and diverse setting.

Of the two, Rosso, the Florentine painter, had been “discovered” by
architect Marcello Piacentiniin Rome in 1920s, when he was a collaborator
in the decoration of the Cantine of Quirinetta theatre, one of the graceful
works in barocchetto romano before the monumental realisations. The
painter’s vivid illustrations captured the sympathy of Piacentini, who wrote
enthusiastic praising remarks in a publication dedicated to Quirinetta™,
pointing out the happy wandering and light irony of figures. Until then,
the lyric and calligraphic tone of his painting had served to “lighten “other
architectures by Piacentini, with pleasant, though pleonastic, decorations
on Roman apartment buildings and villas. Ten years later, we find Giulio
Rosso in a much more important undertaking that is monochrome mosaics
in the realisation of the Piazzale dell'lmpero of Luigi Moretti at the Foro
Italico. Here, in the citadel of the imposing Opera Nazionale Balilla, he
was working closely with other great artists such as Gino Severini, who
was charged with creating a continued line of mosaics, like a great design
surrounding the obelisk and sphere at the centre of the Foro. The imposing

8 G. PAGANO, Arte decorativa italiana, Quaderni della Triennale, Milan 1938. Author’s note.
% Ibid p.7 Author’s note.
10'M. PIACENTINI, La Quirinetta, Rome 1927. Author’s note.
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Kétu kthehet edhe njé prej temave té dashura pér piktorin fiorentin té
pranishém edhe né mozaikun e mévonshém té Bankés né Tirané: pasqyrimi
i veprimtarisé njerézore e veganérisht i asaj té ndértuesve, metaforé dhe
alegori e njé perandorie gé po ndértohej né vitet e tolerancés.

Pak nga pak, i afrohemi fundit té viteve tridhjeté, vitet e pjekurisé sé tij
anagrafike dhe artistike, ku e gjejmé Giulio Rosso-n mes dekoratoréve té
Esposizione Universale né Romé né vitin 1942, projekt gé nuk u pérfundua
kurré pér njé Romé té treté musoliniane mes qytetit t& pérjetshém
dhe detit, gendér monumentale e njé plani madhéshtor zgjerimi, qyteti
i ardhshém i pushtetit fashist ku, pas pérmbushjes sé detyrimeve té
ekspozimit, do té transferoheshin ndértesat pérfagésuese té pushtetit.
Edhe né E.42, Giulio Rosso-s i caktohet roli i bashkékryesuesit pérkrah
Gino Severini-t dhe piktorit Guerrini, né realizimin e mozaikéve bardh e
zi t& shatérvanit monumental pérballé Palazzo degli Uffici t& Gaetano
Minnucci-t. Edhe kétu béhet fjalé pér ilustrimin e njé metafore simbolike
té artistit dhe té arkitektit ndértues té qytetit.

U afrohemi késhtu viteve dyzeté, né té cilat u zbukurua salloni i Bankés
né Tirané me mozaiké té ngjyrosur e té lehté, ku elementet e ngarkuara
té temés sé veprave té€ njeriut ¢materializohen e béhen abstrakte nga
sfonde delikate kromatike té pllakézave ku figurat, sé bashku me objektet
dydimensionale té sfondeve, duket se nuk jané vegse njé pretekst pér
té identifikuar gjeometri dhe harmoni né njé mungesé absolute dhe té
déshiruar volumesh.

Marrim si shembull imazhin e peshkataréve: hijet dhe pesha e trupave
dalin thuajse krejtésisht dydimensionale pér té pérvijuar njé kuadér qé
jepet pothuaj joreal nga hijeshia e tyre. Pérballé apo né profil, shpesh né
projeksion, figurat rifitojné vlerén e tyre té zbukurimeve grafike, duke u
rrafshuar géllimshém me sfondin. Ky i fundit éshté i gjithi njé bashkési
figurash gjeometrikisht abstrakte, me vela g& mbushin hapésirén, varka
té cilat jané njé vijé e drejté mbi té cilat éshté e pamundur t€ mendosh té
hipésh, ndérsa ngjyra kalon nga vjollca e tokés te portokallia e giellit, duke

figurations of the Romanesque mosaic layers take us to important
rediscoveries from the excavations in Ostia Antica, especially around the
fountain, where Rosso explodes in compositions of weird sea monsters.

Here we find again one of those themes that are dear to the Florentine
painter, present also in a later mosaic in Tirana: the representation
of human activity especially that of constructors. It is a metaphor and
allegory of an empire, which was being built during the years of tolerance.

Gradually, as we enter the 1930s, the years of his age and artistic maturity.
We find Rosso among the decorators of the Esposizione Universale di
Roma of 1942, an incomplete project, about a third, and Mussolinian
Rome between the eternal city and the sea, a monumental centre of a
grandiose plan of expansion, future city of the Fascist power where, once
the obligations of exhibition were met, the representative edifices of the
power would be eventually transferred. Giulio Rosso co-chaired the E.42,
next to Gino Severini and painter Guerrini for the realisation of the black
and white mosaics in the monumental fountain in front of the Palazzo degli
Uffici of Gaetano Minnucci. Here, again, it is an illustration of the symbolic
metaphor of the artist and architect as the constructor of the city.

Gradually, we get to the 1940s, which refer us to the decoration of the hall
of the bank in Tirana with coloured and light mosaics. The theme of labour
is dematerialised and almost rendered abstract by the delicate chromatic
background of the tiles where the figures, together with bi-dimensional
objects of the background, seem to be nothing more than a pretext to
identify geometries and assonances in an absolute and wanted absence
of volumes.

For example, in the image of the fishermen, the silhouette and weight
of bodies appear almost entirely bi-dimensional to delineate a landscape
that is rendered almost unreal from its graciousness. Whether frontal or
lateral, often in a distant preview, the figures re-acquire their significance
and intentionally flatten to the background. The latter is an integration of



kaluar népér grité dhe té bruztat e varkave. Cdo retoriké gé ishte ende e
pranishme né dekoracionet romane té regjimit &shté shuar, toni éshté |
ulét e lodrak. Kuajt né sfondin e maleve jané njé pretekst dekorativ né té
cilin anatomia mezi dallohet, ndérkohé gé theksohen ritmet e linjave. Edhe
figurat e bujgve tek punojné, risjellin njé gézim té buté dhe konvencional
sikur t& ishin duke vallézuar né sfond. Né gendér, disa kultivues té tjeré
kujdesen pér vreshtat dhe pérgatisin ciklin e verés gjithmoné duke ruajtur
solemnitetin e figurave ballore apo té profilit, duke ndjekur ecuriné e
harkuar t€ mureve té sallés, ndérsa ngjyra zgjerohet né velatura krejtésisht
antinatyrale dhe figurat e ndértuesve duken si té varuara me hijeshi né
njé pikturé suedeze né njé ushtrim gjimnastikor té gjallé dhe abstrakt.
Késhtu, pikérisht né fund té aventurés imperialiste té fashizmit, Giulio
Rosso duket se rifiton té gjithé harené e fillimeve, clirohet nga ¢do barré
simbolizuese dhe ideologjike dhe e mbyll garkun duke iu afruar ilustrimeve
té zhdérvjelléta e kaligrafike té viteve té para té tij si artist.

Alfredo Biagini, artisti tjetér italian gé bashképunon pér dekoracionin e
Bankés né Tirané, éshté ndryshe. Me njé jetéshkrim té respektueshém,
né té cilin nuk mungojné udhétimet né Paris dhe ekspozitat né bienalet
romane, edhe Biagini ka marré pjesé né vitin 27 me vepra té vogla né
aventurén e Quirinetta-s. Ndryshe nga Rosso, ai éshté mé i pranishém
né ambientin akademik roman, merr pjesé me ekspozita personale né
Bienalen e Venecias dhe né Kuadrienalen romane. Altorelievet gé realizon
pér Bankén né Tirané, karakterizohen nga klima e pérhapur e “kthimit né
rregull” e sidomos e rikuperimit té tradités klasike romane dhe té rilindjes.
Me njé mjeshtéri té madhe teknike, Biagini i rikthehet temés s€ altorelievit
natyralist, né té cilin figurat ngrihen pér té rrokur dritén nga njé sfond i
padallueshém. Punét né ara dhe familja jané temat e trajtuara nga Biagini.
Jané té njéjtat me ato té mozaikéve té interierit, por me sensibilitet dhe
madhéshti krejtésisht ndryshe nga dekoracionet e shtruar me mozaiké
abstrakté té Rosso-s. Gdo pllaké terakote ngrihet nga sipérfagja e tullave
té arkitekturés me konfiguracione precize ku figurat njerézore, edhe pse
té heshtura dhe metafizikisht té izoluara, pozicionohen né njé ekuilibér té
pérkryer me njé aks gendror. Pér shembull, pema te puna né ara g€ e
ndan hapésirén né ményré té pérsosur, krijon dy zona té ndryshme por me
peshé té njéjté, ku figurat né kryqézim apo né kénd té drejté ekuilibrojné

abstract geometric figures: sails that fill the space and boats whose bodies
form a straight line inviting the onlooker to get on board. The colouring
transits from violet of the earth to the orange of the sky and navigate
through the greys and turquoise of the boats. Any rhetoric that had been
still present in the Romanesque decorations of the regime is dampened,
the tone is low and playful, the horses on the mountains background are
a decorative pretext in which the anatomy is hardly recognisable and the
rhythm of lines is emphasised. The figures of the farmers at work regain
an intensified and conventional joy as they dance in the background. In
the centre, other cultivators mend the vineyards and prepare the cycle of
wine while maintaining the hierarchy of frontal or profile pictures as they
follow the arched trail of the walls in the lobby and the colour expands
into totally anti-naturalistic shades and the figures of the constructors in
a gymnastic vivid and abstract exercise seem to be framed with grace in
a Swedish picture. Thus, right at the end of the imperialistic adventure
of fascism, Giulio Rosso seemed to have re-conquered all the joyfulness
of the beginnings, liberated from the symbolic and ideological burdens
and closed the circle by approaching once again to the dynamic and
calligraphic illustrations of his early years as an artist.

Alfredo Biagini, the other Italian artist that worked for the decoration of the
Bank in Tirana, was different. With a respectful professional experience,
which included, inter alia, visits to Paris and exhibitions in the Roman
Biennials, Biagini had participated in 192727 with little pieces of warks
in the adventure of the Quirinetta. In contrast to Rosso, he was more
involved in the Roman academia with personal exhibitions in the Biennial
of Venice and the Quadrennial of Rome. His bass reliefs for the Bank in
Tirana are characterised by the diffused climate of the “return to order” and
especially the recovery of the Roman classical and renaissance traditions.
With his great technical skills, Biagini revisits the theme of naturalistic
alto relief in which the figures rise to catch the light from an indistinct
background. The labour in the fields and the family are two central themes
addressed by Biagini, the same as in the internal mosaics, with sensibility
and greatness in contrast to the abstract mosaic decorations of Rosso.
Every terracotta tile emerges from the texture of architecture with precise
configurations where the human figures, silent and metaphysically



né ményré té pérsosur peshat e figuracionit. E njéjta ngjyré e tullés,
me njé rozé salmoni pak mé té lehté se ajo e tullés sé murit, sé bashku
me sipérfagen lisho té sfondit té figurave, pérkundér rrahjeve ritmike
té vendosjes sé tullave té arkitekturés, béjné qé drita té mblidhet mbi
projeksionet e altorelieveve duke i gjalléruar dhe duke u nxjerré né pah
cilésité plastike.

Dy artistét e zgjedhur nga Morpurgo pér té dekoruar arkitekturén e
bankés kané dy pesha té ndryshme. Rosso ka mbajtur gjithmoné njé
rol drejtues né shkollén pér dekoratoré té stilit romanesk jo té nivelit té
larté, gé pérdoreshin né vepra té tilla si mozaiké dyshemeje, shatérvané
dhe grafiti. Biagini ishte mésuar me vepra arti té izoluara dhe nuk ishte
pothuajse asnjéheré né kontakt me arkitektét. Né fakt, ai ishte mik i miré
i Giorgio de Chirico, i cili si akt ekstrem t& migésisé, kuroi retrospektivén
né pasluftén e dyté. Pér até, mé shumé se pér Rosso-n, vlen ai “rikthim
né Muze” qé éshté njé prej fjalékalimeve té periudhés mes dy luftérave,
atéheré kur klima metafizike dhe ajo e rigjallérimit té shekullit XV ndanin
skenén artistike italiane, duke arritur t& ripérshkojné fazat mé té lumtura té
artit té sé shkuarés. Frymézimi neoromanesk vérteton, pér shembull, me
forcé punén “arkeologjike” t& Marino Marini-t, ndérsa jehona e skulpturés
puriste té Francesco Messina-s shpaloset né altorelievet e Biagini-t né
Tirané, si shprehje e shpirtit té ndryshém té njé epoke kulturore komplekse
dhe té papérséritshme.

isolated, stay in perfect equilibrium relative to a central axis. For example,
the tree in the theme of labour in the fields divides the space perfectly
and creates two different zones with equal valence, where the figures in
the intersection or in the right angle are placed in perfect balance with
the pieces of the figure. The same terracotta colour, salmon-red lightly
brighter than that of the side wall, together with the plain surface of the
background of the figures, against the rhythmic beats of the placement
of bricks, allow the light to come together on the projections of the bass
reliefs thus animating and highlighting the plastic qualities.

The two artists chosen by Morpurgo for the decoration of the bank have
two different profiles. Rosso had always had a role of the principle in a
school of not-so-high level Romanesque decorators, used in works such
as floor mosaics, fountains and graffiti. On the other hand, Biagini used to
work for individual projects of art and was almost never in contact with
architects. He was a good friend of Giorgio de Chirico who, in an extreme
act of friendship, cured the post-WWII retrospective. For him, more than
for Rosso, the “return to the Museum” is a valid statement. It was one of
the slogans of the inter-war period, when the metaphysic climate and 15th
century resurgence would share the ltalian artistic scene, managing to re-
introduce the happiest phases of the art of the past. The neo-Romanesque
inspiration substantiates with vigour the “archaeological” work of Marino
Marini, while the echoes of the purist structure of Francesco Messina is
fully fledged in the alto reliefs of Biagini in Tirana as an expression of the
diverse spirit of a complex and unique cultural era.
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