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From February 15 to June 14, 2020, the Peggy Guggenheim Collection presents Migrating Objects:
Arts of Africa, Oceania, and the Americas in the Peggy Guggenheim Collection. Peggy Guggenheim
challenged boundaries as a patron and collector and is celebrated for her groundbreaking European and
American modern art collection. This exhibition focuses on a lesser-known, but crucial episode in
Guggenheim’s collecting: her turn in the 1950s and ’60s to works created by artists in Africa, Oceania,
and the indigenous Americas.
Migrating Objects represents a remarkable occasion to view 35 rarely seen non-Western artworks
Guggenheim collected, shown at the Peggy Guggenheim Collection as a cohesive whole for the first
time. This exhibition presents Guggenheim’s African, Oceanic, and indigenous Americas objects in
groupings privileging their original contexts or, alternately, in dialogue with European works from her
collection by avant-garde artists who appropriated ideas from cultures beyond Europe’s borders. These
opposing approaches enable an exploration of the flawed narratives that Western culture imposed on
objects of this kind.
Migrating Objects emerges from an extended period of research and discussion on this largely ignored
area of Guggenheim’s collection by a Curatorial Advisory Committee of experts, which has led to
exciting findings, including the reattribution of individual works, among them the Nigerian headdress
(Ago Egungun) produced by the workshop of Oniyide Adugbologe (ca. 1875–1949), which is on view in
the exhibition.
In 1959, Peggy Guggenheim purchased a group of non-Western objects from the New York dealer
Julius Carlebach, with works ranging from a Baga D’mba headdress from Guinea to a malangan
maramarua funerary carving from New Ireland, Papua New Guinea. “I could not afford to buy anything
that I wanted, so I turned to another field…I began buying pre-Columbian and primitive art. In the next
few weeks I found myself the proud possessor of 12 fantastic artifacts, consisting of masks and sculptures
from New Guinea, the Belgian Congo, the French Sudan, Peru, Brazil, Mexico and New Ireland. It
reminded me, in reverse, of the days when Max [Ernst] had left our home…and removed his treasures
one by one from the walls. Now they all seemed to be returning.” (Guggenheim, Out of This Century:
Confessions of an Art Addict. New York: André Deutsch, 1979). Guggenheim had already shown interest
in such works thanks in particular to her brief marriage to the artist Max Ernst, who in the 1940s
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obsessively collected pre-Columbian, Oceanic, and especially Native American art. Ernst’s collection
was installed alongside works made by the couple’s artist friends in the house they shared in New York.
Later she also bought examples in Italy from Franco Monti and Paolo Barozzi. Her dealers must have
guided Guggenheim’s selections to some extent. But she followed her own vision when installing these
objects in her Venetian palazzo, alongside paintings by Pablo Picasso and Ernst, among others. Her
engagement with artists such as Picasso, Ernst, and Abstract Expressionist Jackson Pollock would have
made Guggenheim aware that these artworks, brought to the Western world, represented a direct
migration of ideas and impacted the very foundations of modernism. As these avant-garde artists
acknowledged, modern art in Europe and the United States was shaped by constructs and motifs
purloined from cultures beyond its borders.
Migrating Objects—through its contrasting modes of display, addressing the works’ original meanings as
well as their later reinterpretations—locates Guggenheim’s treatment of these objects within the broader,
problematic Western tradition which paired modern Western art with non-Western art based on
perceived formal and conceptual affinities. These purposely divergent methodologies allow the
exhibition to consider how the works, whose intended uses were frequently misunderstood, were
deployed in studios, galleries, museums, and homes to different, often contradictory, ends. Tracing these
objects’ trajectories reveals entangled histories of colonization, annexation, migration, and
reinterpretation, in tandem with biographies of individuals both well-known and unrecorded.
The exhibition’s Curatorial Advisory Committee comprises Christa Clarke, Independent Curator and
Scholar, Arts of Global Africa, and Affiliate, Hutchins Center for African & African American Research,
Harvard University, Cambridge, Mass.; R. Tripp Evans, Professor, History of Art, Wheaton College,
Mass.; Ellen McBreen, Associate Professor, History of Art, Wheaton College, Mass.; and Fanny Wonu
Veys, Curator, Oceania, National Museum of World Cultures, The Netherlands; with Vivien Greene,
Senior Curator, 19th- and Early 20th-Century Art, Solomon R. Guggenheim Museum, who edited the
exhibition catalogue.
Migrating Objects: Arts of Africa, Oceania, and the Americas in the Peggy Guggenheim Collection, has
received the patronage of the UNHCR (United Nations High Commissioner for Refugees). Carlotta
Sami, Senior Public Information Officer for UNHCR, declares: “This exhibition represents an
exceptional opportunity for the UNHCR to expand and ameliorate the general public’s perception of
refugees. They are not only desperate people seeking protection, but above all individuals forced to flee
their homelands bringing with them a rich combination of culture, talent, and dreams to be shared with
the countries that welcome them. As these objects of art from apparently distant places dialogue with
Western works, they remind us that ideas migrate with people and through them foster exchanges of
equal dignity and value. There is a third alternative to rejection and assimilation, and it is the most
enlightened one: that of a society in which, every day, cultures and languages are multiple and hybrid.
Even now, our ways of living are mutually influential, provoking an invaluable wealth of viewpoints."
The exhibition program of the Peggy Guggenheim Collection is supported by the museum’s Advisory
Committee. Educational activities related to the exhibition are underwritten by the Araldi Guinetti
Foundation, Vaduz. Exhibitions at the Peggy Guggenheim Collection are supported by the Institutional
Patrons—EFG, Lavazza, and Sanlorenzo—and the companies which comprise the Guggenheim
Intrapresæ group.
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Migrating Objects:
Arts of Africa, Oceania, and the Americas in the Peggy Guggenheim Collection
EXHIBITION ROOMS
INTRODUCTION
The non-Western works in Peggy Guggenheim’s collection migrated great distances, both literally and
metaphorically. They are witnesses to histories of imperial expansion and colonial conquests in Africa,
Asia, Oceania, and parts of the Americas. Objects left their original communities under various
circumstances, ranging from sale to theft. Although designed for a broad range of uses—including
marking life passages, honoring ancestors, and communicating with the spiritual world—once
transferred to collections in Europe and the United States, they were reinterpreted in ways that largely
ignored their sources and complex meanings. By the early twentieth century, Western avant-garde
artists appropriated and purloined ideas and motifs from these masks, figures, and other forms of
carving and sculpture, impacting the content and course of modernism. Indeed, it is difficult to imagine
the existence of Pablo Picasso’s iconic Les Demoiselles d’Avignon (1907) without his reliance on African
art.
Guggenheim’s own engagement with non-Western material culture came in the early 1940s, through
her then-husband, the Surrealist artist Max Ernst, who focused on Oceania and the indigenous
Americas. She was a relative latecomer to this arena, making her first purchases in 1959, from the New
York dealer Julius Carlebach. In her memoirs Guggenheim enthusiastically recalled acquiring “twelve
fantastic artifacts, consisting of masks and sculptures from New Guinea, the Belgian Congo, the
French Sudan, Peru, Brazil, Mexico, and New Ireland.” She bought additional objects in Italy from art
dealers Franco Monti and Paolo Barozzi. She installed her recent acquisitions in ever-changing
arrangements in her Venetian palazzo, alongside canvases by Picasso and Ernst, among others.
This exhibition presents Guggenheim’s African, Oceanic, and indigenous Americas holdings in
groupings that privilege their makers’ intended contexts or, alternately, examine dialogues that she
conceived with her European painting and sculpture. The first approach calls attention to the cultures
that define these objects, and recognizes that individual artists created them for social and spiritual
ends radically different from museum display. For a host of reasons, the names of those creators are
unknown, obscured, or not recorded. There is only one piece on view that can be attributed to a
specific workshop. The second approach addresses the problematic tradition that led Guggenheim to
pair modern and non-Western art, based on perceived formal and conceptual affinities. Such
contrasting methodologies seek to underline the flawed narratives imposed on displaced objects
during their new histories of ownership as a way to begin tracing their many lives, from maker, to
market, to museum.
ROOM 1
Mythologizing the Dogon
The varied groups of peoples who settled amid the steep sandstone cliffs of Mali’s Bandiagara region
several centuries ago have collectively, if imperfectly, come to be known as Dogon in the twentieth
century. Their arts are among the most researched, collected—and mythologized—in all of Africa.
During the 1930s, Dogon culture was the focus of French ethnographic missions, many of which were
led by anthropologist Marcel Griaule, and captured the attention of Surrealist writers and artists.
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Though Dogon peoples had long interacted with neighboring groups and area traders, and more
recently, with French colonizers, their visual traditions were presented as timeless and unchanging.
Moreover, French ethnographers typically read works of art through the lens of Dogon stories of
origin, favoring myth over historical specificity.
Iconographic elements on the objects here reflect elements of the Dogon creation myth. The vessel,
used to hold sacrificial offerings of goat and sheep meat during annual ceremonies, is known as aduno
koro, meaning “ark of the world.” The name refers to the ark sent to earth by Amma the Creator with
the original eight human ancestors. The equestrian figure on the lidded container recalls the primordial
being, Nommo, who accompanied the ark on its journey and then transformed into a horse to pull it
across the land to water. The two disks that form the stool of the seated male figure are often viewed
as symbolic representations of earth and sky. While such interpretations may be valid, they can
preclude a fuller understanding of the circumstances surrounding the creation and use of the individual
works.
ROOM 2
Baga D’mba Headdress, Kota Reliquary Guardian Figure, and Pablo Picasso, The Studio and

Half-Length Portrait of a Man in a Striped Jersey

Peggy Guggenheim began collecting African art in 1959, just prior to the “Year of Africa” —when
seventeen African nations declared their independence. But most collectors’ preferences were
unrelated to the works’ contemporary African contexts. By selecting this Baga D’mba headdress from
Guinea and the Kota reliquary guardian figure from Gabon, Guggenheim followed tastes that the
artistic avant-garde had established in the early 1900s. These two African traditions were closely
associated with Pablo Picasso’s art and likely played a role in her selection.
The Kota figure from a reliquary ensemble (mbulu ngulu) exemplifies the extreme re-contextualization
that African objects experienced (and still do) when they migrated to Europe or the United States,
where they are often exhibited in fragmentary form. The unadorned lower portion of the lozengeshaped base, which anchored the object inside a basket holding ancestral remains or diviner’s
substances, was not meant to be seen.
Likewise, the Baga headdress is only one element from a complex dance masquerade. A male
performer carries it on his shoulders and, also, wears a raffia skirt and a shawl that hides the mask’s
extended legs. French colonial forces suppressed these performances in the early twentieth century.
After Guinea’s independence in 1958, Muslim leaders again challenged the tradition, contributing to
the depletion of these ritual objects from Baga communities. After decades of censorship, the
ceremony and headdress underwent a popular revival in the 1990s.
The majestic D’mba often dominated Guggenheim’s Palazzo Venier dei Leoni foyer, installed
alongside works by Picasso, such as The Studio (1928). Picasso acquired a Baga shoulder dance mask
of this type around the same time he painted The Studio. He also owned at least two Kota reliquaries,
representing one of many traditions from which Picasso borrowed strategies for reorganizing human
anatomy. For instance, in Half-Length Portrait of a Man in a Striped Jersey (1939), he embedded two
sharp pyramids into the oval normally used to represent a head. Once Picasso self-servingly insisted
that the African sculptures in his studio were “more witnesses than models,” but their formal and
conceptual impact on his work is undeniable.
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ROOM 3
Sepik Carving and the Sculpture of Henry Moore
The Sepik area is named after the longest river in New Guinea, which winds 1,100 km from the central
mountain ranges to the coastal area in the northeastern corner of the island. Over the centuries the
peoples from this vast zone have been in constant contact with one another, exchanging ideas and
objects, thus blurring the boundaries between their cultures. The three carvings in this gallery by the
Iatmul and the Chambri in the Middle Sepik and the Murik Lake people of the Lower Sepik reflect only
a tiny part of the area’s diversity, where about ninety languages are spoken. Each work had a purpose.
The suspension hook represents a sacred ancestral being and was used to elevate food attached in
string bags. Like many objects in the Sepik area, the flute stopper is a composite, incorporating dog
teeth and conus shell, respectively representing the land and the sea. It was fixed to a long bamboo
flute played during important rituals. The kadibon sculpture, with its prominent protuberance, was likely
revealed to young men during initiation ceremonies.
The Sepik lands, peoples, and art conjured a rich visual imaginary, fed by travel accounts, academic
writings, and objects such as these, which foreigners—from colonialists and missionaries to dealers—
obtained for ethnographic and art collections. When, in the 1930s, Henry Moore began to utilize a
Surrealist language in his representations of the human body, he borrowed from the extraordinary
forms of Sepik works and other Oceanic sculpture he saw at London’s British Museum and in
publications. He wrote that “Primitive Art is a mine of information . . . but to understand and appreciate
it, it is more important to look at it than to learn the history of primitive peoples, their religions and
social customs.” Moore’s response was typical of many artists who thought that ignoring the objects’
original meanings allowed for a deeper understanding of their purely visual complexities.
ROOM 4
Chimú poncho and Tancredi Parmeggiani, Transparencies of the Elements
More than half a millennium, and sharply differing goals, separate Italian artist Tancredi Parmeggiani’s
Transparencies of the Elements (1957) from the Chimú feather poncho Guggenheim collected in 1959.
The works’ formal affinities, however, shed valuable light on Guggenheim’s aesthetic choices in this
period. The poncho’s artists, a paired weaver and feather-worker, created this ceremonial garment for
an elite burial rather than a living person. Tropical feathers—costly Amazonian imports—were imbued
with talismanic powers and valued nearly as much as gold. Equally prestigious are the poncho’s
stepped-triangle patterning and stylized camelid motifs, which recall the earlier, greatly admired, Nazca
culture. One could easily imagine that Guggenheim’s first encounter with the poncho summoned the
equally vibrant, feather-like strokes of Tancredi’s painting style, inspiring her to hang them together.
Both compositions, moreover, reveal or suggest the intersecting warp and weft of a woven textile.
Despite the stark contrast in the pieces’ techniques—the painstaking construction of the feather poncho
versus the joyful spontaneity of crayon and gouache—it is this very juxtaposition that likely appealed to
Guggenheim.
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ROOM 5
Tatanua, Toma, and Mukinka Masks
The masks in this gallery are tangible remnants of performances which still sometimes occur in Africa
and Oceania. Because of their striking features, masks like these, once removed from their original
contexts, are too often appreciated only for their aesthetic and perceived fantastical qualities. But the
masks had complex attributes and appeared in specific settings, frequently as one component of an
elaborate, multipart costume. Those elements are as relevant as the individual masks themselves. Even
so, masks can provide an opportunity to consider the range of meanings they had for their makers and
users.
New Ireland, an island of Papua New Guinea, to some extent remains home to a variety of masking
traditions and ceremonies. In some regions Tatanua masks are donned during the dances on the last
day of the malangan festivities, large-scale all-encompassing commemorative funerary events. The
performance begins with a single dancer, joined by two, and, later, by four or six others. When the
dance is finished, the performers participate in ritual washing and the masks are left to rot or, in more
recent times, sold.
While their geometric stylization captured the aesthetic imagination of Western artists, Toma masks
had a powerful spiritual function in the West African men’s Poro society, a cross-ethnic political and
judicial association responsible for overseeing the initiation of young boys. The horns refer to the
potent forces of the wilderness, which protect the vulnerable youth, while the absent mouth may
remind initiates that the knowledge they acquire must remain secret.
Among Salampasu communities in central Africa, the mukinka mask historically could only be worn and
performed by high-ranking members of the Mugongo society of warriors on special occasions, such as
funerals of important men. A symbol of status and wealth, the mask included a woven-fiber shirt and an
animal-hide skirt. The mukinka masking performances were largely abandoned in the early 1960s, due
to a local iconoclastic movement, but some artists continued to create masks for foreign markets,
capitalizing on their economic opportunities.
ROOM 6
Adugbologe-workshop headdress (Ago Egungun) and Louis Marcoussis, The Regular
This headdress has been attributed to the Adugbologe atelier, a family-based workshop of sculptors in
the Yoruba city of Abeokuta, Nigeria. Since at least the nineteenth century, they created objects that
served the ritual and prestige needs of local patrons. By the first decades of the twentieth century, they
expanded their clientele. When locally commissioned sculpture was deemed unacceptable by the
patron on artistic, technical, or even spiritual grounds, they often sold it to tourists and expatriates. At
mid-century the atelier shifted almost entirely to commodity carving for external markets, a transitional
period of artistic production during which this work was made.
In its original contexts, the Ago Egungun was intended for dances honoring the social values of
maternity. Its colors have rich symbolism. Blue, for example, indicates the calm associated with ideal
motherhood. However, once they reached the West, creations such as these took on new, and
involuntary, lives as repositories of fantasies. Artists and collectors often believed African sculpture
represented timeless or static traditions. This headdress upends that cliché, however, because it was
made by skilled specialists responding to modern market forces.
Guggenheim perpetuated a “primitivist” mythology with freewheeling combinations of cultures in her
home. She moved the Ago Egungun from room to room, but her frequent placement of it before Louis
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Marcoussis’s The Regular (1920) emphasized common visual features: the coincidental overlap of
colors, or the stately presentation of a figure seated within a framework of highly coded abstract
elements. The pairing implied that Marcoussis somehow built on the “ancient” language of Africa, but
it is entirely possible that this Yoruba object was made after the painting. The affinities Guggenheim
suggested were far removed from the headdress’s original functions and instead reinforced the
Eurocentric theory that Parisian twentieth-century interwar Cubism was a universal language without
borders.
ROOM 7
The Iconic Ci Wara
Bamana Ci Wara headdresses, which entered Western collections by the 1880s, are among the most
recognizable forms of African art. Historically, they were created to be worn in performances honoring
Ci Wara, the half-human, half-animal divine being credited with introducing agricultural skills to
Bamana communities in Mali. Though often referred to as “antelope headdresses,” they are actually
based on the physical features of a combination of animals, including aardvarks and pangolins, in
addition to antelopes. All of these animals are regarded as having skills needed for successful farming,
such as digging, and as such, serve as appropriate symbols.
In the past, Ci Wara headdresses would be performed by young men in male-female pairs in dance
ceremonies that encouraged and supported farmers while working in the fields. The headdress would
be attached to the head by means of a basketry cap, and the dancer’s face and body concealed with
layers of raffia fiber. In recent decades, Ci Wara is performed mostly for popular entertainment and the
form of the headdress has been adopted as a symbol of Malian identity.
ROOM 8
Senufo Style and the International Art Market
Beginning in the late 1950s, Robert Goldwater, the director of New York’s Museum of Primitive Art,
mounted a series of influential exhibitions that sought to define artistic styles of individual African
cultures. Among them was Senufo Sculpture from West Africa in 1963, which presented art of an area
where the present-day nations of Burkina Faso, Côte d’Ivoire, and Mali meet. Works from this region
were plentiful on the market at the time through a combination of circumstances, including discarded
cultural traditions, economic opportunity, and outright theft. Among some Senufo communities in
Côte d’Ivoire, for example, masks and figural sculptures were being abandoned or destroyed by
followers of Massa, a movement intended to restore social order after the end of forced labor by the
French in 1946.
Guggenheim’s collection has a particular concentration of objects attributed to Senufo artists,
reflecting their greater availability at mid-century. Figurative sculptures (pombia) were typically made
for use in funerary ceremonies honoring deceased members of the largely male Poro association.
Historically, they were male-female pairs, like the couple here, and produced in limited quantities by
master sculptors. As the sculpture came onto the international art market, thanks to the iconoclasm of
Massa followers, demand increased and many began to disappear from villages. Communities
commissioning replacements in the 1960s and 1970s, when there were fewer active sculptors, often had
to turn to non-specialists who introduced artistic innovations in the form of accessories or added
details, as with the more recent figure here. Other works in the collection, like the hornbill and the
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equestrian figure, may have been made expressly for foreign patrons, following the aesthetic canons
that have come to define Senufo style.
ROOM 10
Nayarit marriage pair with infant and Henry Moore, Family Group
The kinship between Henry Moore’s Family Group (ca. 1944) and this ancient West Mexican marriage
pair with infant extends well beyond the works’ shared subjects. Beginning in the 1920s, Moore
developed what would become a lifelong fascination with ancient Mexican sculpture. Though he did
not visit Mexico until the 1950s, he eagerly consumed illustrated catalogues and made frequent visits to
the British Museum’s American Antiquities Collection. Promiscuous in his admiration for
Mesoamerican art, Moore drew inspiration from the Olmec, Maya, Aztec, and ancient West Mexican
traditions; “Mexican art, as soon as I found it,” he once said, “seemed to me true and right.” The tubular
torsos, burnished surface, and conjoined bodies of the Nayarit couple display the very hallmarks that
influenced Moore’s work. For both the ancient and the modern artist, moreover, the family unit served
as an archetype—whether a divine representation placed in an ancient shaft tomb, or a conceptual
model to re-imagine the human figure itself.
ROOM 11
Imagining the Pacific
Oceanic cultures fascinated the Surrealists, who were drawn to their art with its dreamlike subjects and
processes of transformation. Max Ernst, for example, appropriated selected Oceanic (as well as Native
American) themes in his work. Peggy Guggenheim was introduced to some of these ideas while
married to Ernst and living with his collection in their New York home. In 1942 Ernst gave Guggenheim
his painting, The Antipope (1941-42), as thanks for her years of support and help in escaping Europe
during World War II. She called the painting Mystic Marriage, since it dramatized their complicated
relationship in a disquieting pictorial fable. She is likely evoked by the hybrid horse-headed warrior in
red.
The Pacific works in this gallery manifest a different kind of social exchange. The sculpture from Tabar
Island was used during the malangan ceremony, a commemoration of the dead involving various forms
of cultural expression. It depicts an active metamorphosis of snakes, flying fish, and birds overlapping
each other, representing the essence of the deceased. In the past, objects such as this one were meant
to be ephemeral, left to rot, or burned. Hence, for each malangan ceremony, the artist created new
carvings drawn from memory, without pre-existing models.
The Sawos ancestor figure is also in flux. One side has male attributes, the other female. It also
straddles the secular and sacred. Although meant to support the village spiritually, it would have been
located in the men’s ceremonial house, a space where boys are initiated and the stories of the
community are safeguarded. Unlike malangan carvings, ancestor figures would be preserved for future
generations.
In pursuit of imagery untethered from reality, the Surrealists were profoundly influenced by these
objects because of their resistance to fixed states. They believed that mechanized Western society had
tragically distanced itself from the imaginative ethos present in Oceanic work. By mining the cultures
of the Pacific islands, the Surrealists sought to reconnect with longed for, nonvisible realms of
experience.
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ROOM 12
The Art of Initiation
The works presented here were originally created for use in male initiation ceremonies known as
mukanda in the southwestern Democratic Republic of the Congo.
Among Yaka communities, masks historically were worn in performances that celebrated the formal
transition of initiates to adulthood, offering protection during this vulnerable passage. Kholuka masks
are distinguished by the puppet-like figures on the top, which typically celebrate male virility often
through innuendo (as in the suggestive image of a man playing a drum seen here). Such masks were
commissioned from an expert sculptor, who would incorporate the ashes of a mask danced during a
preceding ceremony to reinforce generational continuity. The exuberant performance of the mask,
worn by a senior man, would mark the conclusion of the initiation ceremonies.
The two panels here may once have adorned the interior of an Nkanu initiation enclosure, a thatchedroof structure erected at a symbolic crossroads between the ritual area and the village. Such panels
were made by specialist artists who also had a mastery of esoteric knowledge and symbolic language.
The objects likely served as a visual learning aid for the newly minted initiates, bolstering the moral and
social instruction given to boys during their period of seclusion.
ROOM 13
Senufo Two-Faced Helmet Mask (wanyugo) and Alberto Giacometti, Woman with her Throat

Cut

Only in the mid-twentieth century were Senufo helmet masks taken from the Côte d’Ivoire and sold on
the European market. Thus, this specific sculpture type would not have been familiar to Alberto
Giacometti when he created Woman with her Throat Cut in 1932. However, the wanyugo exemplifies
the fantastical themes that he and other Surrealists coopted for their own artistic purposes. Peggy
Guggenheim likely echoed such associations when she later combined these two sculptures in her own,
often ahistorical, installations.
This form of helmet mask was meant to have an aggressive appearance, befitting its use in detecting
and confronting harmful forces. Such masks were typically worn during the evening when limited light
would obscure the hybrid animal forms—evoking the powers of the wilderness. At the top a chameleon
and a seated figure jointly grasp a small container that may once have held a substance enabling its
wearer to tap into the supernatural.
Aspiring to the transformative power of objects such as this one, Giacometti crosses psychic
boundaries between sex and death in his work. It has been interpreted as a representation of violent
misogyny masked as heterosexist Surrealist fantasy. But it also potentially collapses sexual boundaries.
The bronze woman’s torso, which could suggest male genitalia, arches up and away from the claw-like
base reaching around to embrace it, implying body parts either in a paroxysm of pleasure or in the
painful throes of death. Like a praying mantis, an insect which fascinated the Surrealists because the
female ate its partner after mating, Giacometti’s fantastical zoomorphic human is both a victim of—and
a menace to—its imagined partner.
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MIGRATING OBJECTS: PUBLIC PROGRAMS

A rich calendar of public programs accompanies the exhibition Migrating Objects: Arts of Africa,
Oceania, and the Americas in the Peggy Guggenheim Collection (15 February–14 June, 2020). All
activities and events relate to exhibition themes, conceived for a variety of audiences. Public programs
are free and made possible by the Araldi Guinetti Foundation, Vaduz. The public programs are held
under the auspices of both the UNHCR (United Nations High Commissioner for Refugees)—as with
the exhibition—and Refugees Welcome Italia Onlus. Migration entails the permanent or temporary
movement of groups of people from one country, place, or locality to another. Public programs will
investigate on multiple levels the consequences of such movements of both people and objects, which
are carriers of cultural, social, religious or symbolic values.
The first event, Meet the Curator, will take place on the day the exhibition opens to the public, Saturday,
February 15, at 11am. Visitors will explore the exhibition with Ellen McBreen, Associate Professor of Art
History, Department of Visual Art and Art History, Wheaton College in Norton, Massachusetts. The
tour, in English, is included with admission. Through June 14, introductions to the exhibition will take
place daily at 3:30pm. They are free with admission. In addition, throughout 2020 residents of the 44
municipalities of the Metropolitan City of Venice will be granted free admission to the museum on
Thursdays, from 10am to 6pm.
Since its opening, in 1980, the Peggy Guggenheim Collection has overseen a prestigious international
internship program. Approximately 160 students from all over the world take part in the internship
program on a yearly basis. Twice a month, interns will lead tours of the exhibition, each in his/her own
language, thus offering their point of view, based on the cultural and symbolic references of their country
of origin, and reinforcing the museum’s multicultural and multilingual dimensions. Tours are included in
the admission fee to the museum.
In addition, multiculturalism and multilingualism will be highlighted by educational visits that are
conducive to learning Italian as a second language (Italian L2). These will be offered to anyone receiving
assistance from local associations and institutions that support foreign migrants, unaccompanied foreign
minors, refugees, and asylum seekers. Visits will take place in the exhibition galleries. These enriching
experiences will focus on intercultural exchanges and facilitate the learning of Italian L2 outside the
classroom. The visits are in collaboration with Mile—Museums and Innovation in Language Education, a
project of the Research Center on Language Didactics (CRDL), Ca’ Foscari University, Venice—and
the Department of Social Cohesion— Direzione Coesione Sociale, Settore Agenzia Coesione Sociale—
of the City of Venice.
Thanks to Refugees Welcome Italia Onlus, the 26-year-old photographer from Côte d'Ivoire,
Mohamed Keita, will conduct two workshops for young people on street photography on March 22 and
23. Observation of the works in the exhibition will be followed by an exploration of the streets of Venice.
Thanks to a collaboration with UNHCR, Emithal Mahmoud—Emi The Poet—will perform in the garden
of the museum on June 14, on the exhibition’s last day. Emi The Poet is an activist, artist, and UNHCR
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Ambassador. The event is organized to coincide with the celebrations of World Refugee Day on June
20.
In April and May, free gallery talks by specialists with expertise in the material cultures of Africa, Oceania
and the Americas will offer thematic insights on aspects of the exhibition. Talks will be held on
Thursdays, twice a day, in the exhibition galleries. They will be free of charge with admission.
The museum will continue to host the popular Kids Days in conjunction with the exhibition. Participants
will be able to discover African, Oceanic, and indigenous American works of art during two workshops:
Maschere!, on Sunday, February 23; and Vicinolontano, on April 26, designed for children aged 4 to 10.
They are free, but advance reservations on the Friday preceding each workshop is required.
The museum accessibility program for blind and visually impaired visitors, Double Meaning, will welcome
visitors on March 14 and 15. Two works on display will be ‘explored’ with a tactile approach: the male
figure (pombia) and the equestrian figure, both made of wood, probably in the first half of the twentieth
century by an unrecorded Senufo artist from the Côte d'Ivoire. Valeria Bottalico, program curator, will
lead a tactile visit followed by a workshop with the blind artist Felice Tagliaferri. Participation is free, but
reservations are required by calling 041.2405444. For more information: doppiosenso@guggenheimvenice.it
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Institutional Patrons – Peggy Guggenheim Collection
EFG
EFG is a global private banking group offering private banking and asset management services and is
headquartered in Zurich. Its registered shares (EFGN) are listed on the SIX Swiss Exchange. As a
leading Swiss private bank, EFG has a presence in major financial centres and growth markets. It has
strong roots in Switzerland and operates in around 40 locations worldwide, with a network spanning
Europe, Asia Pacific, the Americas and the Middle East. EFG is a financial partner that offers security
and solidity. An entrepreneurial spirit has shaped the bank since it was established in 1995, enabling it
to develop hands-on solutions and to build long-lasting client relationships, also through its
partnerships and sponsorship activities.
In this context, EFG considers many facets of life and society to be both fascinating and important. It
therefore supports a variety of partners in areas ranging from art and music to sport and social
commitments with a particular emphasis on the development of young talents. In the art field, the bank
has its own contemporary art collection, created in 2000, which is displayed in the offices of EFG
around the world and in national and international museums. EFG is additionally a long-term supporter
and Institutional Patron of the Peggy Guggenheim Collection in Venice since 2001. The bank recently
sponsored the restoration projects related to two art pieces of the Peggy Guggenheim Collection: The
studio (L'Atelier) of Pablo Picasso and Woman in a Sailor Shirt of Modigliani. In 2019, EFG decides to
contribute to the support of the restoration of a Peggy Guggenheim Collection masterpiece: Box in a
suitcase (Boîte en-valise), 1941 by Marcel Duchamp.
www.efginternational.com
LAVAZZA
Lavazza has a long history of promoting the arts and culture. From its first steps taken with
revolutionary campaigns created by the undisputed Italian advertising genius Armando Testa, through
to the celebration of artistic creativity represented by the Lavazza Calendar, the company has always
been a pioneer in the visual arts. From photography and design to fine advertising graphics, today
Lavazza is a partner of leading international art museums. These include: the Guggenheim Museum in
New York (USA), the Peggy Guggenheim Collection (Venice), the Musei Civici Veneziani in Venice
(Italy), and the State Hermitage Museum in Saint Petersburg (Russia). Lavazza also offers its support
to the MUDEC (Museum of Cultures) in Milan, the Merz Foundation, Camera (the Italian Center for
Photography) and Circolo dei Lettori in Turin and to top international art and photography events
worldwide, including the Mia Photo Fair in Milan and exhibitions by Steve McCurry, the author of the
¡Tierra! series of photographs shot in Honduras, Peru, Colombia, India, Brazil, Tanzania, Ethiopia and
Vietnam, taking us on a journey to discover coffee trading routes and communicating all the passion
and commitment that the Lavazza Foundation invests in coffee-producing communities.
www.lavazza.it
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SANLORENZO
For over 60 years, the shipyards of Sanlorenzo have produced motor yachts of the highest quality, based
on an encounter between fine craftsmanship, design and advanced technologies, made to measure to
meet the requirements of individual clients.
Founded in 1958, Sanlorenzo is now one of the world’s leading shipyards for yachts and superyachts, with
four production sites in La Spezia, Ameglia, Viareggio and Massa, where the tailor-made creations of the
company, with lengths ranging from 24 to 70 meters, come to life.
A true example of nautical excellence, Sanlorenzo stands out in its field thanks to a unique, innovative
approach. Under the leadership of Massimo Perotti, who acquired Sanlorenzo in 2005, the company has
set off along new and unexpected pathways, becoming the first of its kind in the world to bring together
different realities that speak related languages, such as design.
In recent decades the company has called on outstanding names for the interior design of its yachts,
including Dordoni Architetti, Antonio Citterio & Patricia Viel, Piero Lissoni (art director of the firm since
2016), Patricia Urquiola, Christian Liaigre and John Pawson, who have all introduced exciting
innovations.
The desire to get away from established habits and to open the imagination has also led Sanlorenzo to
create ties to the world of art. Over the years the company has activated collaborations with important
art galleries and cultural institutions like Tornabuoni Arte, with which for Art Basel Miami Beach in 2016
and the 57th Venice Art Biennale it has organized exhibitions on its yachts, and the Milan Triennale.
Since 2018, Sanlorenzo is also a global partner of Art Basel, the most outstanding fair of modern and
contemporary art on the international scene, for the annual appointments in Hong Kong, Basel and
Miami Beach.
Along this coherent but also versatile path, in 2020 Sanlorenzo becomes an Institutional Patron of the
Peggy Guggenheim Collection in Venice.
www.sanlorenzoyacht.com
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