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an archive of time
My work places the experience of colour at the centre of its praxis; colour as substance, as a trace of existence. The pictorial procedure that takes place with precise
regularity inside my space is often placed in close relation with other realities.
At the centre of my research are themes such as time, the diary, sedimentation, the
persistence of the pictorial gesture, and painting in relation to space. In the work it
is the existential experience, time, that leaves a trace of its passing through the substance-colour. The form is the result of following my method, the process is more
important than the form.
The paintings are the consequence of the sedimentation of layers of colour that I
paint on the canvases every day. Visually they almost look like monochrome paintings with just a small multi-layered strip at the top, which bears witness to the various
passages. The continuity of painting is how I deal with my gesture.
It is as though spreading substance on a surface, its sedimentation, were nothing
more than adding an action to other actions that were already completed or are
in the process of being completed. For years the relationship with the outside,
intended as the space outside of the intimacy of my studio, and which I share with
others, has been central to my process. How is this substance, this magma that is
produced on a daily basis in isolation in the artist’s studio, placed in relation to the
outside world?
An integral part of my artistic practice is to step back, think, nominate and understand. Verbalising and writing about my work are an important part of the procedure.
Sometimes my publications include texts I have written. Various reflections have
been published in magazines, catalogues, books and press releases, and I have taken
part in conferences to talk about my work, as I think it’s important to contribute to its
understanding.
I consider going to other artists’ studios a part of my formation.
My relationship with other artists as a student, teacher, younger colleague or older
colleague is a fundamental part of my praxis.

Sedimentations / 2003 – (…)
Each painting starts with a layer of red. I start from the red, not the white page. I ingrain the canvas with the substance I am made of. Then I begin to
sediment, one layer on top of the other. The gesture is always the same: spreading fluid substance on a two-dimensional surface until I’ve covered
almost all of it, but not completely. The process declares itself: at the top there is a border that recounts the passage of all the colours that have led
me to that last layer. Each “Sedimentation” is like the fragment of a painting that develops over time and that is painted infinitely.

“Sedimentations”, oil on canvas, 18 x 16 cm

“Sedimentations”, oil on canvas, 60 x 50 cm

“Sedimentations”, oil on canvas, 110 x 90 cm

“Sedimentations”, oil on canvas, 180 x 160 cm

Diaries / 2004 – (…)
Each one-metre long diary documents between two and five months of my time.
The “Diaries” began around 2004 when I began to feel the need to keep track of everything that happens in my studio, of all the colours that are
created in my cup and which are then distributed on the canvases.

“Diary #17”, Venice, September-October 2008, oil on wood, 10 x 100 cm

Lateral Visions/ 2005 – (…)
When I paint I let things happen and then later I take two steps back; I distance myself from the work and figure out what I have done. Both moments are part of the same pictorial process. These two series of works come from two experiences: one positive, the other negative. The first: I bought
a house on a small island between Venice Lido and Chioggia called Pellestrina. It is a long strip of land about 11km long that separates the sea from
the lagoon. The last part of the island is so narrow that it is just a few metres wide. Here you can climb up and walk on a wall that is about 3 metres
high and about 2km long, built as a sea defence for Venice and which separates the lagoon from the sea. When you walk on this line, the “monton”,
you perceive two enormous spaces out of the corners of your eyes. What you can see is not in front of you, but beside you. They are two completely
different areas that almost meet but do not touch. If they met, they would become one and the same thing and thus would degenerate. One is the
lagoon and the other is the sea: one has one colour and the other has another. It is in their separateness that they maintain their specificity. The
second experience regards my mother’s illness. It is called macular degeneration. Those who suffer from it progressively lose their central vision
and all that remains is their lateral vision. You cannot see what is in front of you but you can perceive what is beside you, from the corner of your eye.
These paintings convey these two types of awareness of reality that derive from the perception of space through the body’s movement. In “Lateral
Visions” the horizon, the strip that is in the upper part of my “Sedimentations” and that maintains a trace of all the layers that make the painting, is
turned vertically and the canvas is cut in half. The stratifications of colour, in other words the trace of my painting, occur on two lateral levels. The
two parts never meet; they try to get closer but are always separate.

“Lateral visions”, oil on canvas, 30 x 50 cm / 50 x 100 cm

Infinite Painting / 2006 – (…)
Every day since 2006 the same colour that is spread on a canvas and in the diary is also deposited on the infinite painting.
Each subsequent layer cancels out the previous colour. The colour is a substance with a certain consistency.
Numerous micro layers of paint spread on a two-dimensional surface create a three-dimensional object.
The painting thickens and broadens over time. At a certain point will the weight of the substance no longer resist and detach itself from the support?

“Infinite painting”, Venice, oil painting, wooden box, steel easel, canvas 50 x 40 cm, easel 60 x 183 x 72 cm

Leporelli / 2007 – 2008
Seven leporelli, each one different from the other.
The leporello is a list of colours and tells the story of the stratification of seven layers of colour. This work sprang from a conversation with Fiorenzo
Fallani and follows another experience I had with the superimposition of colours in serigraphy. It was conceived as an extension of my painting using
another technique. My way of staying in the painting corresponds to the serigraphic technique. One colour on top of another, on top of another, and
so on. This work was created from the correspondence of these two ways of proceeding.
Serigraphy artists call them progressives and in order to reach the final construction of the image they enter wholly inside my work.
The progressives show the trajectory of a process step by step. You start with one colour, which is superimposed with another.
This sequence is repeated seven times with different colours.

“Leporello 30 layers #4”, Venice 2008, silk-screen printing on paper, 27 x 1320 cm

Travel diaries / 2009 – (…)
Almost every time I go on a journey, when I leave my studio for more than three days, I keep a diary elsewhere. It’s as if the biological need to leave a
colour, a trace of my existence cannot be interrupted for too long. The travel diaries begin and end whenever I leave Venice. They have the temporal
duration of the journey and therefore are not necessarily completely filled. They cover the time that would otherwise be left uncovered when I am
not here in my space.

“Travel diaries”, acrylic on canvas, 15 x 10 cm

Traces / 2010 – (…)
I came upon a trail of water in the dust spilt that looked as though it had been sprinkled from the spout of a funnel, which reminded me of my
previous observations...(From Eugène Delacroix’s journal, 6 May 1852)
During the trajectory, imprints form and substance accumulates. Moving, acting, crossing through the space, leaving colour, tracing signs: all of this
activity leaves parts of itself behind. What remains along the way constitutes something parallel and marks the passage of the experience.
I turn back, I see the wake that I have left and I recognise something.

“Trace paper/diary 2013”, Venice, 2013, oil pastel and oil sticks on paper, 140 x 95 cm / 140 x 252,5 cm

Stratifications / 2011 – (…)
A substance that I can take in my hand, that allows me to feel the material nature of the colour.
The dimension of the work is determined by the quantity of substance that can be held in one’s fist. I can work with it all together.
Every day a colour. Every layer completely covers the underlying one, but when it is finished all the passages will be visible laterally.
What remains along the way constitutes something parallel and marks the passage of the experience.
I turn back, I see the wake that I have left and I recognise something.

“Stratification 2011 #4”, Venice, 2014, plasticine on wood board, 22 x 18 x 2,5 cm

Stratifications with stones / 2011 – (…)
The stones are chosen to represent the other time: geological time. And they are always placed alongside one of my stratifications of coloured
Plasticine. One colour a day is sedimented one on top of the other. A stratified painting, a fragment of painting is placed next to a piece of stone. The
time of the painting, a human time, the time of life in relation to the time of the world.

“Stratification with rodocrosite”, Venice, 2012, rodocrosite, plasticine, wood, oil painting, 11,5 x 34 x 22 cm

Pareti studio carte-diario / 2012 – (…)
Once they have been painted and dried, the Paper-Diaries are hung on the wall to the right of my worktop.
It takes 112 parts to fill a wall and about a year of my time.
When the wall is finished, my work is done.
Since 2011 the Paper-Diaries have assumed this new form: that year’s wall is placed inside a box coated with a colour that on the outside is inspired
by the last piece of paper and on the inside by the first.
The work is always installed so that it recreates the dimensions of my studio wall: 274 x 217 cm.
The chronologically ordered pieces of paper are read from left to right like a piece of writing and become a page in a notebook, a diary.

“Wall #1”, Venice, 2011, wall: 274 x 217 cm (circa), each paper: 18 x 26 cm, box: 20,5 x 30,5 x 23,5 cm

Diary-Racks / 2012 – (…)
Since 2012 all of the “Diaries” that I have painted are placed in a metal structure that I call the “Diary Holder”.
This object becomes a sort of folder, an archive of my time that contains the painted “Diaries” up to the present and those that I still have to paint.
I thought about all the time that I have left to live and I have accumulated a quantity of wood that corresponds to that amount of time.
At first, the painted part is small and the untouched part is big. Over the years this object gradually fills with colour.
It’s as though a space has been built that I will fill with my life. The meaning is not of death, of the end, of closure, but of a physical and temporal
space where the normal flow of things is abandoned.

Meltings/ 2012 – (…)
From linear time to kneaded time.
Over time – over consequential time – the substance sediments, experience accumulates.
All of a sudden I find it all in front of me. I hold it and turn it over. I cut it, section it and knead it.
The experience amalgamates and becomes a new substance.
A stratification of colours that is formed over the course of a few months becomes detached from its support, is mixed and spread out in the same
place, on the same surface where it was created.
“... According to M. Serres the expression time is thought to derive from two Greek verbs (...) to cut and (...) to stretch. It is now the case that the
mother of all the chaotic (fractal) attractors, the baker’s transformation, consists precisely in cutting, superimposing and stretching, gestures that
recall those of a baker who kneads and re-kneads dough. Precisely like the essential nourishment time...” (Bruno Giorgini, “Appendice. Il tempo del
caos” In “Urbanistica. Quaderni. Il tempo e la città fra natura e storia”, Politecnico di Milano. Dipartimento di Scienze del tempo. n. 12, 1997)

“Impastamento 2013 #2”, Venezia, 2013, pongo su tavola di legno, 22 x 18 x 2,5 cm

Travertini / 2012 – (…)
Paintings of layers of sectioned Plasticine. Parts, fragments of painting, are insinuated into the interstices, inside the stone, in the travertine.

“Into the travertino #2”, Venice, 2014, travertino, plasticine, 50 x 40 cm

Waters / 2012 – (…)
The association between what I see in my painting and what I see right outside my space.
Every day, as soon as I get to the studio I fetch the camera that I have mounted on a piece of equipment. Then I go onto the canal side in front of my
studio, I put the camera down on the corner of the little wall and I take a photo of the same place.
The frame captures the place where the water rises and falls according to the tide. The water that more or less covers the brick wall activates a
strong relationship with my “Sedimentations”. The stale water, which remains, which enters and exits from the lagoon rises and falls, rises and falls. It
fills and spills over. It empties and reveals. My son Piero provided the subtitle of this work in 2012.

“Water 2012”, Venice, 2012, 221 digital photos printed on cotton paper and put in a plexiglass box of 21 x 29,7 cm

Accelerations / 2013 – (…)
In the space of a day I paint with more than one colour. The marked rhythm of one colour a day has been transformed into an arrhythmia. It accelerates. The rhythm is too quick: there is no time for each colour to create its independence.
The colour does not have time to dry and it merges in a single substance. Everything goes together. There is no distance. There is no perspective.
It is a substance that occurs in the space of a day.

“Acceleration, oil on canvas, 50 x 40 cm / 7 x 4 cm / 50 x 50 cm

Carotaggi 2015 – (…)
How do you show the internal and concentrated gesture of stratification?
How do you deal with a large space starting from a small gesture?
How do you get straight to the heart of the matter?
How do you show the most internal part, the central lump, the essence, the deepest point of the time-substance that has been stratified on the
“Infinite Painting” over the years?
How do you delicately and carefully hold the internal heart of this organism that I call the “Infinite Painting” and bring it out?
The urge to examine the “Infinite Painting” arose from these questions.
This is a photographic print from a lucid stratigraphy of a fragment of my “Infinite Painting” taken in November 2014.
The diagnostic analysis and the scientific report of the micro-stratigraphic study were made by CSG Palladio.
I would like offer my sincere thanks all the people who worked on this project:
Dr Paolo Cornale – Laboratory Head
Arch. Chiara Sotgia
Dr Sonia Cattazzo
Dr Elena Monni
Dr Giorgio Cracco

“Carotaggio”, Venice, 2015, digital printing on paper, 300 x 51 cm

