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It was on this occasion that the King of Siam Rama v
paint the decoration of his Throne Hall in Bangkok
Among other things, in the Hall of Dreams Chini had also exhibited his /c
of filamentous divisionism Inspired by Previati and typical of Chini‘s p;m‘du,
years. His friendship with Fradeletto brought Chini to be awarded another ;,r',.r
commission at the next Bienniale in 1909, for which the painter decorateqd the
eight sections of the dome in the ntrance hall of the Exhibition Palace5
This time Fradeletto gave Chini the possibility to create a permanent decoration ir
tempera, one not as ephemeral as in the previous editions, which would Buarantee
the artist a constant presence at the event in the years to come. It is hard to ;
say how crucial for this decision was Chini's determination not t Ve rise
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to heavy criticism from commentators only too prone to perfectionism, as Ojetti b

had

been in the previous edition. This time, the critic had only words of praise
for Chini. The decorative scheme devised by the artist on thz
extremely complex: three superimposed re 2 YINg scrolling
elements with flowers and cherubs, the middle portion containing animated storiee
the lowermost level with scarab symbols and fake tapes
The theme in the storied portion is “Art through the ages"”, from the origins” to the
civilization™: it was completed in twenty-one days. With this experience and the
confidence deriving from full maturity, Chini was r ady to face his next

the complex decoration of the Ananta Samakon in angkok
The heritage that the artist brought with him to Siam was not only a rich
repertoire, but also the ability to quickly provide composition solutions to
difficulty that may arise, as well as speed of execution in support of any
Bangkok, the artist was to face an enormous and articulated space and
called on to capitalize on all the knowledge he had acquired, further devel oping his
skills as an artist decorator. On his return to Italy two years later, he w
back enthusiastically by Fradeletto with an invitation to try his hand a
decoration of the Venice Biennale, on the wake of his Siamese triumph
Siam experience had enriched Chini giving him additional capacity to cope with
emergencies dictated by time constraints with a speedup of the pictorial process t
visual result. And ‘this is probably the meaning of Chini's words in the catalogue
presentation of the Spring cycle of spring, when he writes, ", recalling the naive and
schematic representations of our rustic art, | painted following its example ..." in a sort
of understated, self-deprecatory answer to Ojetti's remarks. Time was indeed short
but Chini rose to the occasion and adapted to the emergency.
After labouring through thousands of square feet of painting in Bangkok, he saw t
execution of those eighteen panels in less than a month not only possible but a
amagnificent challenge.Next to the Dome Hall, where his 1909 murals could still be
admired®, Chini was commissioned to decorate the central Hall intended to
showcase the sculptural work of Dalmatian sculptor Ivan Mestrovic Concurrently, the
Biennale also invited Chini to exhibit in his own room, where the artist decided to
show his Siamese subjects, first of all the beautiful Festa Notturna (Night Festival)
and the 1912 Ultimo giorno dell’anno cinese a Bangkok (Chinese New Year's Eve in
Bangkok) ., highly praised by Fradeletto . In addition to the eighteen panels, Chini was
also in charge of restructuring the room, punctuating the walls with flat
pilasters alternating with Secession-inspired panels decorated with small
paintings that echoed the motifs of the larger painted sections. On-site he also
completed the work on the eighteen canvases he had probably already sketched in
Florence, thus also harmonizing them with the rest of the decoration. Chini had also
designed all the furniture for the Hall, from the seats for the public to the bases for
Mestrovic sculptures, all custom-made by the Spicciani company in Lucca, as well as




mettere le m:

poco, ma Chini st I

quadrati di pittura a Bangkok. | L

Attiguo alla Sala della cupola, dove ancorasi pote

del 1909 &, 'ambiente che Chini doveva decorare.
dalmata lvan Mestrovic. Contestualmente, la Biennale inv
in una propria sala, nella quale I'artista sistemera i suoi soggetti s

a bellissima tela con il Festa notturna.Ultimo giorno dell’anno cinese a Bangkok

7. della quale lo stesso Fradeletto si era innamorato. Oltre che dei diciotto pannelli,
Chini si occupd anche di ristrutturare la sala, scandendola con piatte lesene alternate
con specchiature di impronta secessionista, decorate anche con piccole tele che
riproponevano i motivi di fondo dei grandi pannelli dipinti.

Sul posto porté a termine le diciotto tele, probabilmente gia abbozzate a Firenze,
potendo in tal modo anche armonizzarle con il resto della decorazione. Infatti, anche
tutti gli arredi della sala erano stati ideati da Chini, dai sedili per il pubblico alle basi per
le sculture di Mestrovic, realizzati tutti dalla ditta Spicciani di Lucca, ai vasi in ceramica
sobriamente disposti a caratterizzare I'ambiente, prodotti dalla manifattura Fornaci

di San Lorenzo. La splendida veduta d'insieme della sala rappresentava degnamente
Illivello al quale poteva giungere I'arte unita all'artigianato e fatta divenire sfondo
dell'esistenza e ambiente dell'appagamento del gusto estetico, in linea con i principi
ispiratori del secessionismo viennese e del liberty.

Il tema della Primavera & scandito da Chini nei diciotto pannelli, che singolarmente o per
gruppi ne delineano una caratteristica. La fioritura della Primavera italica (Le ninfe e le
fanciulle delle foreste nella descrizione di Chini, un solo pannello), La Primavera classica
(in quattro pannelli, il primo dei quali & definito dallo stesso artista Ninfe e fanciulle

nella primavera classica), L'incantesimo dell'amore e la primavera della vita (in quattro
pannelli), La primavera delle selve (in quattro pannelli), La primavera che perennemente
sirinnova (in quattro pannelli), La vita e I'animazione dei prati (un pannello) sono i titoli
che Chini attribuisce alle diverse declinazioni della sua Primavera. Leffetto dichiarato
che voleva ottenere dall'insieme era “di suscitare e diffondere in una sala dell'Esposizione
un senso di pacata letizia, mediante una pittura decorativa che si fondesse in armonica
semplicita e si equilibrasse con un'architettura altrettanto parca. Non soggetti ardui ed
astrusi, non quadri! Soltanto gamme e forme di colore e composte tonalita gradevoli; il
grafico analitico di un fiore e di una foglia simile a quello di una figura umana; al pilastro
materiale architettonico uno corrispondente di fiori, di foglie, di frutta, di colore aureo od
argenteo: questo fu il mio proposito.” 8

I lavoro pittorico sui pannelli si sviluppa partendo da due cartoni preparatori che fanno
da base disegnativa a molte delle figure. Si tratta di uno piu grande 9, che comprende
una teoria di figure femminili disposte una sull‘altra e inquadrate entro cerchi, che
recano su una mano una fiamma e sull'altra un globo includente una scena di maternita
o una piccola statua alata. L'altro cartone, di minori dimensioni 10, presenta una sola

Galileo Chini, La primavera classica, 1914.
Tecnica mista su tela, cm 400,5 x 213.
Roma, Gallerla Nazionale d'Arte Moderna

the ceramic vases soberly arranged to highlight the room, produced in the Fornact kilns
at San Lorenzo. The splendid overview of the hall fittingly represented the level

art and crafts could attain when working together to create a background for our daily
life and an ambiance for the fulfilment of aesthetic taste. in line with the principles

of the Vienna Secession and Art Nouveau The theme of Spring is developed by Chini

in the eighteen panels, which, individually or in groups, delineate one of the season’s
characteristics, La fioritura della Primavera italica (The flowering of Italic Spring) (Le
ninfe e le fanciulle delle foreste, Forest nymphs and maidens, in Chini's description, one
panel), La Primavera classica (Classical Spring - four panels, the first of which is defined
by the artist himself as Ninfe e fanciulle nella primavera classica - Nymphs and maidens
in classical Spring). ), L'incantesimo dell'amore e la primavera della vita (The spell of love
and the spring of life - four panels), La primavera delle selve (Spring in the woods - four
panels), La primavera che perennemente si rinnova (Spring that continually renews itself
- four panels), La vita e I'animazione dei prati ( Life and animation in the meadows - one
panel) are the titles Chini gave to the diverse aspects of his Spring

The declared effect that he intended to achieve with this collection was “to inspire and
spread a sense of quiet joy in the exhibition hall, using a decorative painting style that
could blend in and integrate with the equally spare architecture in harmonious simplicity.
No difficult and abstruse subjects, then. no pictures! Only colour ranges and shapes,
composed in pleasant shades; the analytic graph of a flower and a leaf similar to that of &
human figure; for each material architectural pilaster a corresponding pilaster of flowers,

are 914 4% 8 i
o Chini, La primavera che perennemente si rinnova (particolare), 1914 leaves, fruit, gold or silver in colour: this was my intention
i el S The pictorial work on the panels was developed starting from two cartoons that form the
Tecnica mis St A
s d'Arte Moderna
Roma, Galleria Nazionale d'Ar










