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All forms of cultural and artistic expression - theatre, music, cinema, festivals
and touring productions - are acknowledged and supported with public fund-
ing, but visual art is hardly ever included in the possible targets for state or
local-government support.

Historically, artists have always depended on patronage, be it "religious”, pri-
vate or that of the art market,

A patronage that charitable foundations and, in particular, banks continue to
provide, playving a formidable role in maximising our nation's talents, skills and,
| would say, examplas of excellance

Roberto Pietrosanti is one of those exceptional talents and, as so often hap-
pans, his home town has been slow to take note of his artistic achievernents.
With the support of this book and other related initiatives focusing on his
work, the Fondazione Carispaq intends to rectify an entirely unjustified "care-
lessness”, and in doing sois simply performing ong of the key missions of
ark-run charitabble foundations, which is that of celebrating and supporting
gifted artists whose work deserves attention.

An attention that Roberto FPletrosanti merits because of the serene audac-
ity with which he has chosen to express himself His work has historical
roots, drawing wvital lymph from the great masters of post-war abstraction-
ism {Francesco Lo Savio, Lucio Fontana, Mark Rothlko, but it has also been
shaped by early collaborations with major twentieth-century artists (Bruno
Caccobell, Fabio Mauri and Mauro Stacciolid. He is currently producing work
characterised by a pared-down minimalism, powerful inits impact and inci-
sively communicative which has won much international acclaim.
Fecognition in his home region has, however, been lacking.

Fedressing this lack is, for the Fondazione Carispag, the key aim of the current
initiative

Aormission thatis part of the work that the Foundation performs on a daily
basis, which involves offering aid and support to the many forms of cultural
enargy that our region produces and that all contribute to sodial, economic

and cultural growth.

Marco Fanfani
Fresident of the Fondazione Carispag
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INTRODUZIONE

Lucia Presilla

| beganthento be conving'd,
that to succeed inarmy art,
we st cultivate it all our lives.

YWaoltaire, 4 Discowrse on Trage o

Mary of us have experienced the pleasure of watching a landscape from
the window of a plane, unfurling below us in ever larger sections.. traes,
houses, hills. Artists of the past conveyed a similar sense of elation with
bird's-eye parspectives, vistas alive with details given unity by the treat-
rmeant of light and pictorial space, provoking a continual oscillation be-
twaen the overview and the delight of vividly and precisely observed
details. A similar approach - in other words, a desire to survey Robearto
Fiatrosanti's work of over thirty wears with a gaze that is unified and
panorarmic but, simultangously, also capable of allowing the reader to
focus onindividual creative mormeants - has inspired this present volume
which is, in reality, the fruit of a long period of incubation. A long pe-
riod, as we have said, because the artist's journey seams to have been
shaped by and dense in episodes, charactarized by repeated collabo-
rations, the intermixing of languages, site-specific pieces and sarigs of
works in farment, continually generating new lines of research and, with
them, the need to probe, select, pare down and make distinctions.
Across these pages individual nodes spread out to formm maps and itin-
erarigs that can be followed diachronically, like the building blocks of an
axistence prograssively aoccurmulating or evolving. Thea resulting atlas con-
tains myriad alternative paths: detours, switchlbacks, intarsections, repri-
sals, leaps, karstic phenomena (a term | use far from accidentallyy, parallels
and sudden accelerations. The structure of the bool therefore resemiles
a sequence of blocks in chronological order - each containing the critical
tests written by the diverse authors who have concerned themselvas with
Fietrosanti's work, along with the works to which thay refar, organized by
type or by thematic oycles. 1t is a structure intended to reflect both the
variety and breadth of the artist’s research and his ongoing exploration of
certain themes and motifs that recur throughout his work.

Gouged into a sheet of paper, a motif might resurface sometimes many
waars later, like a wadi in the desert, in a new garlo, a different medium, De-
neath another sky: the ampty monochromes creataed at the beginning of the
19905 with wire threads extended to outline sections of space - evidence of

Untitled 2002,

<N 150125, miked media
SR plyweood,

FPrivate collection.



Intitled 1995,
Chn 45x40, ping oh canvas

a "passion for geometny” and of the artists remaining "classical in fimes that
ara not” (Fakio Maury, as well as a natural leaning towards architecturg; the
maralfiages that trap light within them, genarating "ovoid forms of a mys-
terious ¢ kind” CAda Masoeroy; the “silence of white” OWincenzo Triones, to
which Pietrosantl gives voice in the form of lagions of pinheads.

The artist's works move bebtween geometrical, spatial and textural co-
ordinates, “matrices” formed of offset planes, spheres formed of sheet
rmetal, walls formed of brass, its golden yellow dulling as timme wears on.
Like Machiavelli, he dons regal attire in order to enter the "ancient courts
of ancient men”. Etruscan goldwork, Fra Angelico, Giovanni Pisano, Lo-
renzo Lotto, but also Fontana, Burr, Lo Savio, Morandi, Bacon, Reinhardt,
and rmany others with whor he keeps up an uninterrupted dialogue

He intercepts wolumes and spaces, his hands sculpting the air with a
rmarshalling enargy He reasons in terms of the inhabitability of art-
works, although this in no way means that they are physically acces-
sible, as Andrea ‘Valcalda remarks with regard to the project entitled
Glarding fatana, which it is impossible to "anter, or stroll through .
itis a garden enjoyvable exclusively via its guarded contemplakility”. He
often invents small architectural structures, given varying degrees of
complaxty and completion but all eliciting contrasts, sometimes stri-
dent - as in the case of the rough, corroded interior of the Antre [Cav-
arn] which stood in front of the Ara Pacis, at odds with the plain, ele-
rmental exterior of the structure, "carved perfectly out of a square block
of stone” (Luca Ricch -, sometimes disorientating - as in the columns,
the emblem of classical antiquity, that he decontextualized and trans-
posed into a contermporary idiom at the Barberini Yineyard for tha axhi-
bition Post classicl and then propelled into an intense dialogue with the
Sorgenia building in Milan, Incursions and digressions attract him: sor-
ties into other disciplines such as cinema, dance, literature, poatry and
rmusic. Perhaps because aevery encroachrment on othar territories sets in
train further investigations, and demands the activation of linguistic and
communicative strategies in order to achieve a balance bebwean the dif-
farent arts at play on each occasion. Armong his most recent gamibles, a
particularly daring one took him to the crest of the Tusco-Emilian Apen-
nines, drawn there by a voice heard amid the sound of horses’ hoowves
and whispeared poams. A fragmentary Annunciation, crisscrossed with
jagged presages of turmcil incised with lasers into metal panels, "the
age-old clash of Crient and Occident, ofimage and idea” (Camilla Balloi.
Atternpting to grasp the ungraspable "And yet we must be very bold.
Without audacity, without extreme audacity thereis no beauty”, as the
E2-year-old Eugéne Delacroix remarked in his journal. The temearity of
beauty is a challenge to which Pietrosanti has risen, without fear.

Rorme 2012
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ntitled 2013,

polvptech oin 170150, acrylurethana
paint on canvas-lined FVC panel.
FPrivate collection




THE EMPTY MONOCHROME

Falbxio Mauri

"Thare are invisible relationships between things the invisibility ofwhich
i5, in reality, a form of blindness in the viewear, or the lack of a habit of
noting observable facts”

In Roberto Pietrosanti's exhikbition, dark iron structures weld/splice therrn -
salves together or break apart, remaining united by a single thread that
axtends out beyond a real, or ideal, plane. In this exhilbition | hawve, | tell you,
saen a not-insignificant chapter in the rmodearn history of the rmonochrome.
The rmonochrome - by which we mean an idea registered in the reiter-
ated hue of a single field [of colour], generating energy and language,
blanketing a piece of the world as though it were a sample of an entire
Universe, a projectve and infinite screen, a crystalline definition of con-
ventional representational space - has becorme (as it was o start withn
an interpretativedcritical classification, but first and foremost a sort of
"a prior® In conternporary artistic practice.

The concepts expressed and applied in diverse places converge in one
definition of the monochrome as an expressive approach o the world's
un-representable universe, one that inits narrative singularity might almost
e overlooked: In the same way they also foretoken an insurmountable
gap (oerhaps termporary’ between the world and he who reprasents it
The conceptual creation of a projective plane has to invisibly connect
{the unifying thread we mentionad) the theme of the art and its range
ofideas, almost as though enacting a physical, and not just linguistic, ax-
perimnent which extends in real terms beayond each of thase catagories.
This is the idea behind the monochrorme This, in my eyes, 15 Roberto,
Or, it seemead to me, this is what he was doing. With one particular

Untitled 1950,
Chn 100xF0OxE0, stainless
stes|, wire



IIntitled 1930,

CH SOXTONS, Zing box
with glass, mixed media on
B lvweoodd, wire.

Private collection

Opposite,

Untitled 1952,

N BOX80xs0, stainlass
staal, wirs,

FPrivate collection

idiosyncrasy which explains its novelty. His monochrome empties it-
self out. It assigns to the image only iron contours: the essential out-
lines of its origin. Iron rods jut out towards the viewer, supporting the
unitary and unifying projection of the thread - a geometrical solid on
an empty base effectively presented, in conceptual terms, as a sur-
face more historical than geometrical - the projection of one artistic
memory favoured above others because it is integral to the theme of
painting, and because itis his own - that of the artist, who astablishes
the foundations of his wvery idiosyncratic sculpture in a monochrome
surface The invisibility outlined by the space it occupies on the wall is,
effectively monochrome. There the monochrome empties itself of the
intention to blanket the world, it becomes efficacious by exhiliting its
own fundarmental geometrical invisibility,

Fiatrosanti imposes all the severity of such a concept. As though at the
root of the pattern simulated or physically represented by the geome-
tries of thread, plane or intersections there ware inevitably an unbending
idea, one almost hostile to the libartarian art of our time: a geomeatrical
will to get to grips with it, to be seen to disown any deviation from the
assential discourse Something not unlike the alphabetical eraswe of the







22

19605, The territory that Roberto Pietrosanti’s style ocoupias is that of the
analysis of fundarmentals as a fruitful introduction to the poetic action
Adults favenin art), ex-Bonapartists, mysealfincluded, areinans in com-
parison with this sense of severity, apparent closure and singularity.
Adults can permit themselves infantile actions and jokes that are for-
Lidden in youth, It may sound implausible, but that's how itis

The guality that young Roberto possesseas is that of perceiving the in-
tegrity of an order in the conditions of complexity and of extremea sen-
sitivity to the hazardous overall conceptual, critical and artistic situa-
tion inwhich the work emerges and crystallises, inart, today, right now.
SoPietrosanti's works seem to offer a lesson rather than take an exam.
Q1 more precisely: they teach a lesson, having taken the exam, and
passed it with flying colours.

In Art, as in Physics or Mathematics, (and this is an ancient tradition,
a student brawves the exarm and then immediately begins to teach. The
disciple becomeas a master. Rightly so, if merit permits. This | wrote of
Foberto Pietrosanti some wears back, in 1290, in a text that Roberto
had asked of me but which didn't arrive on tirne, for his first catalogue
Burri and Fontana remain present. They are the emblems from which he
started. There is no barogue superfluity in this art Rooted in a passion
for geometry, therais, rather, still in course and progressing, sobear worlk
regarding the foundations of the conternporary artistic action. Just as
there is in his analysis of a "given” convention that governs the mannear
inwhich art is currently exhibited. Mot in a sociclogical sense but from
a structural point of view, regarding the work and its physical-poetic
capacity to expand, forwards and backwards, as far as its own roots,
rathier than the social system that hosts it Pletrosanti's work has, felici-
tously, included authentic scuiotures and areas of fguration made out of
the very walls of the gallery in which he exhibbited (12223

Wiras, or what seemed tobe slack lengths ofiron wireleft to assurme thair
natural curves, in fact turned out to be gaps between sheets of plywood,
as though they had been badly fitted together, A genial and radical inven-
tion. The geometry if closely examinad, snaps (remove a nail and the wire
contorts), losing the capacity to presentitself as an indispensabla mental
category, almost diving but also a little miserly. And in confradiction with
the extracrdinary multiplicity of forms that occur in the universe.
Foberto Pietrosanti remains classical in imes that are not,

In times when anything can be esoterically adopted or believed. Ex-
cept for the fundamentals, which are, | would hazard, metaphysically
indispensable and demand a certain underlying firmness, and wheare
Fietrosanti is, powerfully, at home.

In some ways the young artist's choices are profound acts of stylistic
faith, rather than exercises in experimmentation. Yet, herg, nothing of the
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geometry adopted is left untouched: seen at Close quar-
ters, the tension or the squaring of the geometrical form
that supports the artist’s construction has beenintimatealy
tampered with. The axiom, the maost classical of axioms,
ceases to be conventional or dogrmatic and becormeas trac-
table material. The Pythagorean excass of the undarlying
structure is intercepted, not so that it may be destroyed
but for the sake of a legitimate additional conjugation.

The process of breaking through into the work rather than
out of it an undertaking of this kind - a substantial one in
certain works that are several square-metres in size and the
initial basis for which is the space, a primary and shifting in-
terpretation of the space itself - produces limpid geometric
surfaces, bas-refefs which in thair reference to the prince of
spatial clarity, Lucio Fontana, seem certainly not a form of
plagiarisrn but simply a suocessive developrment Pietrosant
turns, with naturalness, in a direction against which diverse
artists hawve tested themselves, remaining, in my opinion,

LUntitled 1290, cm
FOxa0xs, Zing box with
glass, mixed media on

b oo, wire, |
Colleziche Sarena e Paclo
Gori, Prato

On the pravious pages,
ntitled 1990,

CH B0k 300xE0, stainless
stes|

23



Untitlad 1995, cm 103x580,
rawy Canvas on phewood,
FPrivate collection

Opposite,

Untitled 1954,

< BEXISE, raw canvas on
Er Irwomoedd

On the previous pages,
Mara Coocia Gallery, Rome
1952, Untitled, mixed media
SR plyawood

24

prisoners of it He emerges from an orthodoxy with great richiness. Part
of the reason for this, it seerms to me is the fact that these monochromes
appear to be the containing framework and initial platform for geormet-
ric forms. A single diaphragm for two directionalities, the inward and the
outward, to which the horizontality of painting or the fullness of sculp-
tural wvolume are visibly anchored. 1T is an intellectual metaphor, rendearad
palpable, that involves a detarminate idea of painting, a new approach to
art's conventional space, a symbolic solution to the objective and relative
relationship between the artists selfand the world. These arg thatis to say,
soreens that absorb or expel images. Of course this affects mea

Rorme 2012
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THE SILENT MUSIC OF THE MONOCHROME

Ada Masoero

Among the many ways in which one can swim against the
current in art, one - the most difficult and laborious - in-
violves abandoning the route trodden by evaryone elsea, re-
jecting what is obwious, agreed, "fashionable”, to seek out
aver-more complad technical and mental challenges. This
has been the choice made by Roberto Pletrosant, who,
when he began his career at the very beginning of the
12205, amid the storm of colour and gesture of the Tran-
savanguardia, chose the silence of the monochrome, and
whio today, amid the prevailing (and homologised) climate
of nec-conceptualism, continues, with rigour, his research,
which also involves a meticulous and judiciously employed
artisanal expertise. Ha axplores the many side-roads of this
route, sounds out its various possibilities and arrives, in this
weay, at results that at fimes appear to be very distant from
the starting point, in reality fitting perfectly into a project
which is articulated, cartainly, but profoundly coherent.
Mot only that today it is also an unusual experience to
enter an artist’s studio and find no trace of assistants busy
translating (with greater or lesser difficulty) the "concept”
wialling from the artist's mind into “work of art”. Piatro-
santl does everything himsealf, incorporating an extremaly
slow rhwthim into each of his pieceas, which require months
and rmonths of worl, And which then display them, those

Cantre Gaorges Pormipidou,
FParis 1994, Marmo Asiatico
Alrotastros Compaty,

sat Jesign



Untitled 1994, ot 70 (diameatar,
brlack denim canvas on wire meash

Opposite,

Fiano Mokile Gallety, Parugia,
Untitled 1993, cm 80 @, raw carvas
<h wire mesh + Untitled 1953,

Chn 2407180, raw canvas o plywood
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rmonths, and present therm to the gaze of the viewer in the
form of an appearance that is both perfect and natural,
because just as in nature Cnatura non faot saffus” admon-
ished the medics of the school of Salerndy here, too, avery
result requires long periods of "fermentation” to arrive at
completion At perfection, oneais tempted to say
Mowadays Pietrosanti’s rarefied time is occupied by can-
vases pierced by millions of microscopic pins with which
b re-avokes, in his own way, the process of granulation
discoverad by the Etruscans and that they translated
into refined jeweallery He however, in a sort of deliberate
short circuit between slowness and spead, applies this
painstaking process tosigns so dynamic as to appear to
have emerged from the kinetic research of Giacomo Bal-
la: interwoven trajectories, which he traces, not directly
onto the clean white canvas, but onto paper, then trans-
farring them onto the canvas with the ancient technique
of the spafvera and following the marks left by the pa-
per's litte perforations, thickening and rendearing denser,
or, on the contrary, thinning and refining the lithe trail
with the addition or subtraction of a handful of pinheads.
The result is, as always with Pietrosanti, disturbing. Itis a
deception of the senses: only in coming right up to the
canvas do we discover what those marks are made of -
as sure butirregular as if they had been fraced freshand
with charcoal - emanating an opagque and suffocated
light because they are made with a special material, that
of the brass pins whose glaring vellow-gold is moderated
by a process of nickel-coating which brings it nearar to
silver, toning it down without, howeaver, "cooling” it The
chioice of this material is the fruit of long research, of tri-
als and errors (arrors inrelation to what he had clearly in
mind, without managing to pin it down), the initial stages
of which are there, on the walls of the studio, translat-
aed into pieces in which the background is shinier {"foo
shime artificia, he explains) or the ling is darker ("they
were traditiona pins: the effect was too cold”, he com-
ments now). Because, he says, in working, for him, " =
the mastering of the material that is the challenge. The
phesicalty of the work”! And it is no small thing, even
1 From a cotversation baetweean the writer and Robarto Pietrosanti in

his Roman studic Cluly 2008, Excapt where stated othaerwise, all of the
artist's remarks quoted hera are taken from this ootver sation.

this, in these times of increasingly exaggerated "volatili-
ty” (technical and mental) in the languages of art,

But the beginnings of his career, as we said, lie at the
start of the 1220's: after eight wears of study at the con-
servatoire, thanks to a passion for art as sudden as it was
accidental, which infected hirm whilst visiting an axhibi-
fion of Turcato and other Italian abstract artists of the
127C's, Pietrosant enrclled at the Academy of Fine Arts
and was also, for a while, assistant in Bruno Ceccobealli's
Forman studio. But of his training in classical music he
has conserved the compositional rigour and the capaci-
ty to create pieces apparently very distant from one an-
other whilst making use of an alphabet of faw recurrant
forrms, almost as though they were the seven notes: his
fewy signs are always present in his work; it is just that
they ermerge in different mannears and moments, to then
recombineg in ways that are always nowvel,

The first pieces, from 1220 (shown in Rome by Mara Coc-
cla in his first solo exhibition) were made of long wiras
stretched out on mefallicrods tracing precise geometric
patterns that created false volumes in the space "the
vialtime (s realised with a thread, ke 3 drawing in space”®
he explained in a conversation with Barbara Rose, who,
in turn, noted how these pieces in which the wires draw a
non-existent volurme, establish, significantly, "a dialogue
between obbject and void”. Which has become one of the
constants in Pietrosanti’s thinking and work, his pieces
always developing a close and wital relationship with the
space in which they breathe they "invade” it, in a man-
ner of speaking, and they modify it, careless of the frame
and of their chjectivea limits, sustained by the artist's spe-
cific desire to reformulate the space " don't bnow How
to define myv space”, he says, "whether it s that of the
painter, the sculptor or the architect” ® and, again, in the
sarme lines: "one has to create the space of 2 place”,
Theraefore itis no surprise that the next pass brought him to
environmental art Already in his second Roman ong-rman
show, at Mara Coccia’s gallery in 1222 we encounter the
wooden “reliefs”, with which he lined the entire room, and
the pattern of his fine ascending signs, as light and irregular

2. "Conversazioni con Barkara Rosae”, in B Rose - E. Travi, Robario

Fietrozand, Rornea, Casta Diva, 2007,
I lkid.

El



Untitled 1958,
cin 154x142, mixed media on
pr oo, Private oollection

Opposite,

Intitled 1555,

< 158133, mixed media oh
pr oo, Private oollection

2

as pendcil lines (n reality they are veary carefully calibrated
fissures: hare - again - the third dimension), capakble, how-
aver, of radically altering the spatial perception of whoever
venfures within them. In the same exhibition another of
Fietrosant's successful inventions makes its appearance
fextremely young - he was twenty-five at the time -, he
dermonstrated a prodigious mastery of idea and material).
Thay are carwases in which there float ovoid forms of a
rmysterious and spellibinding kind: ectoplasms, pure appa-
ritions of light with no clear outlines, as though immersed
in a mist that forces us to peear, unsuccessfully harder, The
mystery is easily solved, but only by turning the canvas
round — it is lined, with the exception of the luminous oval,
with a board: the light that we perceive is, thereforg, the
armbient light of the roorm, which filters through the can-
vas, reverberating on the wall and returning, softened, to
our gaze without having been intercepted by the opacity
of the board behind. Sormething which, in negative, calls to

Iz
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mind the research of Francesco Lo Savio an artist as great
as helis neglected: moreovar, Pietrosanti admits, "Lo Savio
5 ane of my maestras, along with Fontang Burn, Manzong
Flein, Rothio and Reinhart”. BEvery artist has them. Few ac-
knowledge it He does. He has, it must be said, chosen gi-
ants, the fathers of post-war abstract art, and then he has
read, reread and sounded therm, and like avaery true artist
he has reinterpreted them, creating something exclusively
Fis own but rooted in history:

The following year he experimented® with a new me-
dium, which has recently made its return, albeit cam-
ouflaged in white, in his painting with pins: itis an un-
prepared linen camvas with which, in that exhibition, he
created vast monochromeas inhabited by the silhouettas
of colurmns outlined in the background, the only allu-
sion o volume being a curving of the weft. Unprepared
canvases which then, as if grablbed by a colossal hand,
mutate into irregular "balls”, almost as if they were the
glant transposition of the rag balls with which pre-war

4. Ar the Piane Mokile gallery, Perugia.

Untitled 19508,

<hn 154x7142, mixed media
Rl oo,

Private collection

O posite,

Untitled 19550,

<hn 154x7142, mixed media
R v,

Private collection
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Untitled 2002,

<N 140120, brass on
[l et R

FPrivate collection

I3

children played. This is still monochrome, but speckled with the visible
waave of the canwvas, with its natural colours. And the passage, someatime
latar, from this to polychrome seems natural butitis a "chaste” Morandian
polychrome, always obtained with natural pigments, and fruit, in any case,
of the juxtaposition of pleces that are in themselves monochrome. These
polychromatic pieces in various earth tones, crisscrossed with the usual
incised ascending forms, were presented in Rome in 19965, the same year
in which another "mother” worl first saw the light, progenitress of many
of his subsequent pieces: this is the (magnificent) piece that he created
for a Romanesque church in Tivoli, The trunk of one of the colurmnsg in the
rmain body of the church is clothed inbrass and from its glinting surface
there protrude pointed barbs, these too in brass: "They are the thams of
Christ's crown”, he explaing with simplicity, "a thought and an image that
have fascinated me since Hwas 5 child and that seemed to have alwavs
been present in that sacred space”. And herain lies the power of Piefro-
santi's work: in not being afraid of "oeauty” (howadays fled from, almost
abhorred, by the great majority of artists) without, however, slipping into
agsthaticism. And inbeing able to evoke images that we all hold within
us, because thay are part of our most ancient cultural identity, re-propos-
ing therm, however, in new forms, poetic and potent, capable of making
olr deepest chords vibrate in unison with his own.

The same pointed forms, natural-looking {oointed leaves or thorns
as the case may bed but which are obtained, instead, by meticulous-
Iy starmping the base of each one with miniscule rivets, reappear (af-
tar other pieces), infinitely mulfiplied, in the imposing work created in
2004 for Piazza dei Goti in Favenna. The area, in one of Italy's most
precious cities, is that of Enichern [the Italian chemical giant], dewvoid
of history, devold of soul, devoid of identity. And yet, following the
artist's intervention, this place devoid of qualities really does become
a "space” on the white stone paving, as FPietrosanti wanted, the re-
flections of the brass werg, for a time, dazzling. The place transformad
itself into a mirage, into a dazzling illusion. Then pollution intervenad,
in the space of a few weeks (and not the months or yvears that were ax-
pected) axidising the metal of the base and of the "thorns™, "The goid
has died” - says the artist, pleased with the intervention of fate - "and
fthas alf become maore forcef”. He doeas, it must be said, bealieve vary
strongly in fate "It is the cccasion that generates the work, It happened
i the church in Thvall it happened in Ravenna [t alwavs happens tome
fleen mvself in trafning, then the occasion sels me gong”

And itis from this rmonurental worl that a ovcle of very recent work has
budded: works on paper, fruit once again of an elemeant of chance ("at

S.Ar Al M oArchitectura Arte Moderna, Romne
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Fabriano they created paper sufficiently large, thick and robust enough
and so finally | have been able to put my idea into practiicg™y. On the white
background, protruding, his pins appear, but now organized inrobustirreg-
ular lines that suggest the image of entwined branches: bramiboles that settle
o the neutral background, strong, with their hard -to-define colour, a black-
not-black, desp and semi-transparent, obtained with Yan Dyke brown: "Be-
catsg”, the artist intonas, "onhy natural pigments enter this stuard”.

In the meantime the wooden "reliefs” have grown and transformed,
both skin and face mutating. They, too, are difficult to define "stamps”
has been suggested because the slight variations in lavel that animate
their surfaces bring to mind engravers’ Dlocks, or the type blocks once
used for newspapers. Inreality, on careful inspection, they are not even
wooden reliefs: the wood is present, it is the base But then it is pa-
fHently worked, in the same way that the Byzantine monks worked,
for weaeks and weeks, on their antique icons, using the technigue of
marolflage which served to render the panel rigid, to prevent it from
"oreathing” and thus risking damage to the painting. So they glued a
very fine cloth onto the wood and painstakingly worked gesso into it
scraping it down until it was silken. Pietrosant does the same with the
forms that he cuts laboriously, patiently, meticulously into the panels
drregular strips, particularly in the most shamelassly architectonic piec-
es, and concentric circles, composite sphearas, "pinnacles” incised with
converging cracks.), to then re-clothe them one-by-one with the finest
of linen cloths, plastered and polished. Then he paints them with twen-
ty, thirty fifty layvers of a very diluted termpera which is scrapped away
after each application {which gives, when finished, a special intarnal
vibration to what might appear to be a simple monochroma). Finally he
places them together in such a way that some parts are slightly raised:
in this way in the much bigger piecas, in those "walls” of his, furrowed
with the irregular, ascending signs, a physical "anomaly” is perceived, an
excess that first alerts the senses, then asks reason to step in.

In thea smaller works, in which the signs of his tapered alphalbet of forms
recur - the crcles, the composite spheres, "unfurlings” (o which we will
refer |atery, the pinnacles that appear to be buds on a ree, about to open,
seen from above, realised through a laborious proceass similar to that used
oy wiolin makers to thin down the boards of the precious woods destined
for the instruments - in these works, as has already been ramarkead, the
protuberance is more carefully attended to, detarmined by the pracision
of the artist's design, with each relationship calibrated in minute detail.
W hawve spoken of the "unfurled” sphera (s hard to think of another way
to define ity itis made up, in fact, of modular metallic "leaves”, woven to-
gethar with all the skill of the ancients, until they give life to a body which
is spherical but irregular, perfect and imperfect at ong and the same time.

Fiazza dei Goti, Ravenna,
Untitled 2005, brass.
In eollab-oration with
Compagnia del Progetto

and A0M Architatturs Arte

Mookt na
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IIntitled 2007,
S 10 0xS0, brass on phwood,
FPrivate collection
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IIntitled 20085,
polvptech o TI2X152, miked media

oH paper

Opposite,

IIntitled 2005,

polyptech orn 224x380, mixed
media on paper.

FFM.AAM collection
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This, too, was born almost by chance: " needed 2 mode! to photogranh
tharder to repraduce inmy refiefs, because { washt managing torealize
gxacthy what  had inmind’. He "put it together”, and it becarme a work in
its aown right, now almost his signature, having been the protagonist of the
stirring exhibition held in the Rorman space Yolumel®, in which a big solid
in cerneant, a blunt parallelepiped, not guite as tall as aman, almost entirely
blocked the space whilst, in the thin passageway running along the walls,
sorne of these spheres, suspended, put thaeir questions to the viewer,

Made of copper, and cxidised with a procedure that limits itself to accelar-
ating the same process that manifests itselfinnature, the spheres, too, as-
surme a speckled, burnished, monochrome, rendered all the rmore vibrant by
the layering of the planes: although at first glance very different (because
in Piefrosanti's waork, as has been said, fouwt 52 Henth, the process adooted
in cne of his most recent and most successful pieces is no different, a sort
of litHe termple or bright white pavilion that he created for the axhibition
Monooramas, organised in 2004 at the Reina Sofia in Madrid by Barbara
Fose A cube four metres long, made of "unfurlad” (againly sheets of white
Galician stone, a "Fagmented stong, fh scafes, in pointed shards fthat]l are a
store of mvriad memaries, & gonge-fike depost of existences and portions
of e’ as Roberto Pietrosanti himsealf writes so well. From the outside
the volume presented itselfas an optical glearn: in fact from a distance the
shifing light of the monochrome appeared chromatic, and not created -
as it really was - by the myriad of irregular shieets of white stone layered
one on top of the other in a closaly-packed texture, regular in thickness,
irregular in form. The intarior, on the other hand, clean white and scored
with the ascending signs that always appear in his monurmeantal reliefs, was
silent and "still”, in total antagonism with the formal "hum®” of the axterior
We should conclude hare leaving the last word to the artist "Wathin the
cubic soace - frmily anchared o the ground and safe within the precise
spaces that the gaze manages o dominate - the meditative thought fakes
aver, it own oway wncaring of Auman finfteness. A thought that efecls
sacending routes, the gaze confirming the walls’' scandent fines. The room
becames 3 suppart, I offers a contrast to the provisions' ephemers stage
sets i reveals the soliarihy of the stone. Yet it does not rebel against time. It
takes oo itself the impermanence, it becomes 3 solid that resists and also
desists™ A mystical space, we might add, profoundly religious, in the only
way (perhaps) in which today we can imagine an art that, without being
specifically religious, might however be capable of evoking the sacred.

Rome 2008

@ A Arge spheate .was exhibited at the Fori Imperiali in the Gigandi exhibition, 2000,
7 R. Pietrosanti, Leffirmers dureroiezza, in "AR2" vear |, noe3, July-0Oct, 2004, Maples, a0,
2. lkid.

Untitled 2003,

<N 150125, miked media
SR plyweood,

FPrivate collection



IIntitled 2007,
Chn S0 @, black patinated coppear.
FPrivate collection

Orvetleaf,

left, Architectural model, Wolume!
2003

right, Untitled 2005,

CHY BOXED, raw carvas on v oo,
Private collection

. 5, Wolure! Rome 20032004
B 55, Untitled 2003,

Chn S0 @, black patinated copper.
FPrivate collection

. 55, Wolure! Roma 20032004
. 57 Untitled 2008,

<hn 150122, miked media on

it et R

Private collection

[ 52, the artist's studic
P 59, Urntitled 2005,
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ROBERTO PIETROSANTI: INSTALLATIONS AND IMAGES

Barbara Rose

The transition from painting to installation was natural for Roberto
Fiatrosanti who began his career as an artist making constructions
that incorporated mirrors and small geometric spheres in subtle jux-
tapositions of solids and voids, His concern with structure was clear
from the beginning of his career. That as a mature artist he should
chose to work with architects was also a logical development of his
concern with space, which ingvitably led to literal three-dimensional
space.

The tradition within which his worlk has developed was established as
a mainstrearm of the [talian avant-garde by Lucio Fontana whosea trail-
blazing experiments with space and light opened a rich avenue for ax-
ploration. | acknowledged the importance of this tradition in the exhibi-
tion Monocromos, a history of monochrorme art, which | curated at the
Faina Sofia Museurm in Madrid in 2004, by including important works
oy Fontana, Burri, Bonalumi, Bianchi, Longobardi and Pietrosanti, who
was among the youngest arfists in the axhibition, which began with
Malevich and Rodchenlko,

Fietrosant's project was a complex installation that was the culmina-
tion of his involverment with monochrorme reliefs and interior spaces
that enveloped the viewer. This time, however, he had the opportunity
to build a structure that had an exterior sculptural presence as well as
an interior space entirely covered with painted relief panels that could
e entered and experienced by the viewer as a total environment.

The rectangular structure was made of thousands of pieces of rough
white Galiclan stong wedged together to form a horny crust that

Opposite and on pp.

G2, a3, ah, e, oo,
"Monocromos” Museo
Macional Centro de Arte
Reina Sofia, Madrid,
Untitled 2004, om
FROMIEORIL0D, axtatiorn
white stone from Galicia,
intarizr: mixed media on
oo
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projected in an aggressively tactile manner while the
interior was made of smooth monochrome panels
whiose surfaces were buillt up into rhythric undulating
reliefs characteristic of Pietrosanti's style. The idea of
an environment for meditation was suggested to Pi-
etrosanti by the compact early Christian building at the
ancient site of Clitunno in Umbria, which was used as a
mesting place whose exact function is not clearly es-
tablished. This inspiration of a sacred site whose ritual
significance is still mysterious appealed to Pietrosan-
ti's sensikility, which is involved with a concept of the
sacred that is not necessarily involved with ritual or at
least with no spedcific ritual.

Given his dedication to nuance, subtlety, silence and ar-
tisanship itis hard not to see a relationship betweean the
worle of Pietrosant and the tradition of Asian, especial-
Iy Zen Buddhist, esthetics. His most recent works, done
with an elaborate and painfully labor-intensive discipline,
made up of images created on a monochrome surface
with hundreds and hundreds of pins, which pierce the
canvas surface, are particularly original in their capaci-
ty to synthesize Western with Asian aesthetics. Thea cre-
ation of scintillating images from an assemblage of silver
pinpoints rather than from traditional drawing is a highly
original way to present an evocative image without re-

[=E]



Architectural mockl,
Madric 2004

COrvetleaf,

Untitled 2002,

i o204, mixed meadia
SR plyeeood,

FPrivate collection

G

course to the forms of illusionism that characterize aca-
demic art. Indeed, it is a brilliant solution to how to exit
strictly monochrome work and create both surface ten-
sion and imagery that fixates vision.

In their intensely concentrated tactility, the new paintings
continue an avenue of investigation that Pietrosanti bagan
with the accurmulations of jagged pieces of broken stone
that coverad the environment he constructed for the oc-
casion of the Monooramos exhibition. The new paintings
ara not enveloping installations. However, in their damand
for concentrated focus, they have a similar capacity to oc-
cupy the entirety of the viewer's percaption. Our sense of
how dermanding a preoccupation they have been for the
arfist who has patiently tattooed his designs with a force
at odds with their delicate patterning is equalled by the
dermands they make on the viewer for a similar degres
of concentration and commitrnaent, which ultirmately not
only focuses and organizes thought butresultsin a degras
of contermplative disengagement sought by those artists
who defing art as a mystical rather than a material expeari-
ence. Indead this tension betwean rmateriality and disam-
bodirment is at the core of thair meaning and originality.

Mew York 2008
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On the following pace,
Untitled 2006,

<hn 125x110, mixed media on
oo,

Private collection.

. 73, 74, 75, the artist's studic



THE WORLD CONTRACTED TO A RECOGNIZABLE IMAGE
AVISIT TO ROBERTO PIETROSANTI'S STUDIO

Emanuele Trewi

The Warld Contracted to a3 Recognizable im-
age 15 the title of a poem by Williarm Carlos
Williarns, writtenin the auturnn of 1252, just af-
ter he had recovered from serious surgery. He
sent it to his Italian translator, Cristing Campo,
convinced that this handful of verses summed
L, i a miraculous synthesis, the sense of his
work inits entirety, “in a way that | had never
achigved up until now”, ha says in the accom-
panying lettar.

| wander around Roberto Fietrosant’s studio
on a bank holiday afternoon, as the last glim-
rar of daylight falls from the overhead window,
and it occurs to me that Williarns's title, which
containg within it an entire artistic project (o
say nothing of a lifetime’s ambition), could
do equally well for these paintings, propped
against the walls; for each ong of them individ-
ually and for the group as a whole: the world
contracted toa recognizable image.

Clearly, what ‘William Carlos Williams is de-
scribing in this poam/frevelation is not an an-
counter with an object of any particular "ar-
fistic” merit. It was simply something he saw
frorm his bed in the clinic, inone of those dusky

intervals between sleep and wakefulness that
always occur on days of illness. This partic-
ular form of rapt focus, which all of us have
axparienced at some point dt is, for instance,
typical of childhood fevers) has nothing to do
with the aesthetic merits of the object itself
Williarns states this clearly: ha had in front of
hirn a painting that was "possibly Japanesa”,
one of those impersonal things used to deco-
rate places of transit - at any rate, "an idiofic
picture”. Yet, at the outer edge of infirmity, in
that final moment of weakness and prostra-
tion, "at the small end of aniliness”, thatimage,
which in normal circumstances would not have
grazed even the threshold of his conscious
perception, filled his gaza.

at the small end of an ness
there was 2 Dictlre
Lrobabi Uapanese
which fitfed mv eve (.

Consciously or not, Williams speaks of the

condition of illness using the same terms that
mystics employ when contemplating the most
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Untitled 200G,

o T0x125, mised media
SRl oo,

Private collection




IIntitled 2005, Urtitled 200,
i 250, miked media on phywood, S 12510, mixed media on pheweod.
FPrivate collection FPrivate collection.
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Intitled 2005, detail
Chn Sexie, mixed madia on paper
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WHITE NOISE

Vincenzo Trione

ACCESS ROUTES

You will live an unexpected experience. As if by magic, yvou will bainan
invisible place. Mot in front of a picture, butin the heart of a3 work of art;
which you can move through, a little like what happens in one gpisode
in Akira Kurosawa's Dreams.

For amorment, you will find yourselves efsewhere. You will throw open a
door, and you will have the sensation of falling o colour: you will per-
celve its transit, yvou will note its whispers, vou will interceptits silences.

IMSIDE COLOUR

o, for now, stop there And follow in the tracks of Jack Gladney, the
hero of Don De Lillo's epic novel, White Nalse, Secretly, follow in the
footsteps of this strange and obsessive character, director of the de-
partment of Hitler studias at the College-on-the-Hill, engaged in re-
search on the cults of the Third Reich and the hypnotic spell cast over
the masses by the Forhrer's speeches. Scrutinize Jack Gladney's pear-
versions, right through to the boolk's epilogue.

The scenea takes place ina house, "The point of rooms is that they'rein-
side. Mo ong should Qo into a roorm unless he understands this. People
behave one way in rooms, another way in streets, parks and airports”
Mecessarily we have to agree to a cerfain type of behaviour. "It follows
that this would be the kind of behaviour that takes place inrooms. This
i the standard, as opposed to parking lots and beaches. It s the point
of roorms. [.] Therg is an unwritten agreement betwean the person
who enters a roorm and the person whose room had been entered, as
opposed to open-air theatres, outdoor pools”,

Aam Architetturs Arte
Mocerna Gallery, Rome,
Untitled 200G,

Chn T20xF00, mixed media
[N+l e s






Untitled 2008,

i 150122, miked media
R plywood, Private
collection

On the previous pages,

Galleria A0 Architettura
Arte Modernag, Roma 2006

=]

Here the encounter with Willie Mink takes place It is the final show-
down, almost a frame from a Westarn. A few paces and Jack Gladney
i5in the centre of the roorm. He is struck by strange phenomena. On the
talevision screen the images come and Qo at times they jumo; flicker-
ing, they getmixed up. Confusion. But also visions that tend to take on
a sudden clarity.

"Thea precise nature of events. Things in their actual state”. Finally ‘Willie
Mink ermergeas, "out of the deep fold, rising nicely, sharply outlined against
the busy air”.

Mo doubt about it This is white noise, a voiceless sound, a simple emis-
sion of the "panasonic scora™,

CaMERS FICTA,

From this prologue we can move on to observe Roberto Fiefrosanti's
installation at the Rorman gallary A A M.

Here too we are in a house In a contemporary camers oicta Yarious
boards are arranged so that they mark out a space, touched with an
imperceptible musicality. With a white noise

Where are vou? Amidst monochrome surfaces, on which, inlateral po-
sitions, gentle constallations of pins deposit themsealves. You will effect
an exit from the world, precipitating into the weaves of white, With the
"rark of Saturn”, Pietrosanti takes up a challenge, which he renews dai-
Iy His is analmostimpossible venture: to dialogue with white, which, as
kKandinsky wrote, is "a nothing before the origin, before birth"™=

This mark is everywhere - in life, in dreams. [T is on aevery painter's pal-
atta. Itis the beginning of the day; it reveals itself as soon as we open
our ayes. It can change easily passing from snowy to milky. Histori-
cally, white was extractad from lead consumed by vinegar fumes. For
rmonths it was keptin sealed containers, immersed in manure, there it
fermented. From this procedure white lead was obtained, the basis for
performing acrobatics, the dry, cool base of every material.

Theicon painters served themsealves of this "source”, which they spread
parsimoniously over their works, to reveal blinding lights. The fuming
prima shone where the flesh tone seemed to dissolve; thay lit up on the
hands, in the creases of the faces, in the milky fog, on the lips. Mixed
with other colours, with the ground eggshell and cuttefish bones, the
white accentuated the painted figures’ sense of flestingness.

A prodigious thing. But also anathema. Simple and complex, white
{Pietrosanti is profoundly aware of this) is a body to be possassed. A
gleam, an aura. A wide region stretching between things. Itis a neutral

1. Don Delille, White Moise Viking Penguin Ing, Rew York, 1984,
2. <f. W Kandinsky, On the Spiimaal B Are 9T, Cn particular, the chapter "The language of
forms and colours™.
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which, to use Savinio's words, "mutates with the mutations of the sky” It
holds within it anintrinsic asymmeatry; ina glimmmear, there coincide trans-
parency and opacity. It is the root of all possible architectures. A body
that adheres to other bodies; it contrals them; it takes possession of
therm. It has a physical force. Alchemic subbstance, it oscillates incessant-
Iy on contact with shards of reality 1t is a wind that penetrates beneath
the skinof all colours, attenuating or accentuating. A caress that softens
the modelling, purifying reality of imperfections. With a veail it enfolds
the profies of people and objects, placing therm in a timeless frame.
White leads towards a land in which to lose oneself, where exploration
becomes shipwreck It suggests the stages of a journey towards the
unknown, Beyond the threshold, the darkness, in which the sailors of
all ages have got themselves lost.

Itis the icon of the baginning, of the limit. "That which takes away the
darkness”, said Wittgenstain® It is the incorporeal. And it is also the
stuff on which signs and signals will deposit themselves. It is an image
of the opposites - snow and dust. It designates a neutral condition, in
which nothing has yet happened - or everything has happened. |t s,
as De Chirico noted in a short letter to the painter of fogogrifi, Ezio
Gribaudo, a hue that contains infinite mysteries. Devoid of limits and of
shadows, "no one knows where this colour truly axists™.

White is the heart of an ideal geography of painting. It alludes to the
extreme achievement and to the insurmountable obstacle It defines
the theatre within which the most difficult gamble that the artist sets
Firnself will take place: conguering the emptiness of the canvas.

ANALYTICAL ATTITUDES

Through white, Pietrosant attributes a dimension to evanescence. He
stages a theatre of disappearance. Motivated by an instinctively thao-
retical disposition, he denies all recognizatbilenass. Enrolling hirmself, al-
beitindependently, in thevast and ragged archipelago of the "analytical
current” of twentieth-century art, he sets himself to the deconstructing
of every representative code. He reduces the syntax of the work of art
to a basic unit devoid of connotative meanings, to a series of elemean-
tary and constant "data” He thinks of creative activity, essentially, as a
complete system - peinture. He asserts the language's structural au-
tonormy, effecting a clean epistermological brealk, inorder to accentuate
the rules governing the organisation of the canvas. He deconstructs the
cannon of painting (governad by the doctrine of resaemblance), to exalt

A of L. Wittgenstain, Remarks ol colour (97 7).

4. & De Chirico, ! bianchi af £z Gribsudo dettaer to B Gribauds dated 23@ January 19550,
in P. Gribaudo ded), £zio Grbagdo Epifaniz del Diznco e fead dels marnoria, Turin, Edizicni
dirte Fratelli Pozzo, 2003, o018,
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the procedures that preside over the formation of art, untl he reaches
the degree zaro of the inventiod Sustained by espnt de geamétrie, he
focuses on the work as "object”. Thanks to an extraordinary awarenass
of design and a wvery real sensitivity to architecture, he raises imper-
turbable "edifices” that refuse all external references; they bar all the
openings, taking themselves beyond any comment

Referencing a long tradition® Pietrosanti eliminates any possibleinterlacing
of colours, experimenting with original monochromes. A musician whose
instrurnent is material, he sesks to draw close to the point beyond which
painting cannot go. To capture a puwrete freed of all narrative obligations.
The work of art no longer speaks of reality, it speaks only of itself. The
monochromes indicate a wall that cannot be scaled. Articulated in a
single dirnension, they defing a sort of territory of absence in which the
face has disappeared, definitivaly. Theay depict fcons withouwt fconagra-
iy, which induce a state of meditative contermplation.

AMBIGUOUS POETICS

The analytical attitude conceals cracks, periods of waiting, openings.
With his monochrormes, Pietrosanti never arrives at an extrerme mini-
rmalism. But he follows the trajectories of a "counterargurent”, corm-
posed of incessant changes in rhythm.

The basic immobility of the painting is affirmmed, then immediately na-
gated, amid deviations and decelerations. The work of art offars itself
up like a star-dotted sky, with evident references to the abstract com-
penetrazioni of Balla, to the dry forms of Giacomett and to the form-
less skefches of Bacon.

The powerfully sculptural installation exhibited at A A M appears like
an oasis, riddled with fortuitous presences. Stretches of white infar-
rupted by barely-disciplined swarms. Beaches lapped by waves that
chase one another over the sand, to then pull back Flanes furrowed
with little jolts, at times devoid of any unifying logic.

Unreachable continents. And vet, inhabited by epiphanies. The surface
is occupied by pins, which emerge from the void like stones in a Zen
garden. From the nothingness there emerge "evants”, which reveal the
subtle ambiguity of Pietrosanti's poetics, his research governed by the
rhetorical figure of the cxymoron, interpraeted as a device for soldering
together antithetical terms in sequences of oppositions. A succession
of cafffdze funciurae appear, emblems of a happily contradictory lan-
guage that inhabits a place of transit, between subterrangan tensions

5. For twentizth-century "analytical poaetics”, of. F Manna, La linea ahalitics dellarte moderna,
Turin, Einaudi, 1975

@, For the history of the menschrome in the twentieth century, of. G Fabre, CK. Ho B Rose
and . Triche, Monocramos, Madrid, Documenta, 2004,
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and conflicting pulsations. A meticulously written text, crisscrossed
with secrets.

Caution and pathos, method and liberty layver up. The homogenaity
of the project cohabits with the effervescence of fantasy calculation
cohabits with insecuwritas.

CalM CHADS

At first, Pietrosanti denies the body of things. He reduces his own syn-
tax to a few essential figures. He models perfect outlines, constructad
within flexible materials, equipped with tactile consistency and warm
sindousness. He undertakes a descent in which all waste material is,
progressivaly eliminated.

This "fall” accompanies vehement accelerations. As if by magic, the
work, having been stripped of every encumbrance, seems to "climb”: it
fills up with elements. Pietrosanti does not pursue a radical reduction to
zero, He paints - and, at the same time, sculpts - compositions basad
on an imperfect order, crumbling the symmetry away with jolts and
pleats.

Theinstallation at A A M. is riddled with slippages. It hosts processes, cor-
rections, clarifications. It becomes an arena in which data graze against
one another, A calm chaos is suggested. The sclemnity of the layout
is re-modulated. The firmness of the whole is contaminated with airy
decaptions. On the velvet of the waorl, thrust and counterthrust touch,
Fietrosanti deconstructs the crystallised form, making distant penin-
sulas collide. He paints rectangular canvases, into which heintroduces
movarmnents. The works are paths paved with fragile steps. The tran-
guillity of the "architecture” is thrown into disarray by faint disharmo-
nigs.

There materialises, in this way, a style capable of marrying the morment
of utmost reduction and that of forrmulation; the minimal phase and
that of greatest exuberance. The harmony of the camers pictais axalt-
ad in the flight of a thousand dots, in a daring pointillisme Alrely, we
oscillate between less and more, between void and Aorror vac Ll

PLAMES, LINES, POINTS

Arnid glearms and illuminations, Pietrosant gives a voice to the silence
of white. He violates the perfection of the nothingness, with sudden,
and precarious, solidifications. He exhibits the wvoid, filling it, in peariph-
aral areas, with evanescent shards.

As Ermanugle Trevi has written, he always starts out from one premiseg,
from one observation. The unity of the colour, "the way it uniformly
covers a given space”. Then he closes in on that feld he enters if, in-

fracting the beginning of the process, with "shapes that
open up and perforate the surface” clues, wounds?

This effect is accentuated by the passages of the lines
representad, which lend themselves to diverse readings.
From a distance, the segments he utilizes seem uni-
fied and cormmpact. Then certain differences materialise.
Forrmed of many pixels, the lines are trapped within vorti-
oes, destined to challenge every law of gravity. Dense, in-
aexiricable skeins. Woven balls tfransported by an invisible
wind. Ever-uncertain tangles, in search of a final definition.
Fietrosant does not enclose his drawn signs within mar-
gins. In this, he seems tobe in tune with sevaral of the intu-
itions of Kandinsky, who saw the line as anindivisible entity
produced by the point in motion. “Itis born of the move-
rment - and o be precise, of the destruction of the point,
of its extreme stillness, closed in onitself” The straightling,
for Kandinsky, is the maost cancise form of the infinfte pas-
sibfithe of moverment. The point is animage of stasis and of
stillmess, "tension stirred from within®, The pictorial experi-
enoe 5 completed when these two elemeants combineg in a
language "that cannot be arrived at with words™®

From here Pietrosanti moves on fo draw his eccentric,
dionysian® geometries. Consider some of the gpisodes

7 E. Travi, The Wornd Jontracted i & Recognizabie frnage, in B, Rosa - E.
Travi, Foberto Sietrosany, Rome, Casta Diva, 2001,

2.W. Eandinsky, Foint and Line o Slane (192a).

9 B. Rose, "Conversazioni oon Boberto Pietrosanti”, in B, Boss - E. Travi,

Untitled 2007, crn S0ws0,
azrylurethana paint on PYC panal.
Eduards Secci Contamporary
Collection



Untitled 2005, orm 300 &
azrvlic resin and fibreglass
Rl oo,

%P oollecticn.

Creatleaf,
The artist's studic

in his poetic adventure From the "wires” occupied by airy forms, to the
"orasses”, with their gilded sheets from which there sprout branches
and leaves. And then the "surfaces”, where spheres emerge, at first
splitting open and then, partially, recomposed. We see forms which,
whilst adhering to the picture plane, protrude from it with cracks of
varying thickness: segrments, slices and circles, accompanied by gaunt
shadows. As if "responding to very slight pressure”, the backgrounds
swall up, with great bubbles, like the swelling of milk as it cooks in
a pan: concentric flowers open up, with equidistant and concentric
groovas, like "birds’ feat on snow™™,

A process that is also to be found in the temple on show at the Cen-
tro de Arte Contemporanea Reina Sofia in Madrd, in the exhibition
"Monocromos” theld in 20043, A white cathedral that generates many
perceptual ambiguities. From afar it imposes itselfin its cubic homo-
geneaity, formed of pieces of marble, which seam as light as sheets of
pressed paper. From close up, ong notaes thicknesses and weights. An-
gles, stratifications. Fieces of fragmented stong, shards and barbs, ina
deposit of portions of time. Inits interior, high bright walls, riven with
clefts and curves, which evolke a duration without developrment!,
Experirnents that all share a notable technical acumen, which conceals
it too dark corners of its own. Pietrosanti constructs his pictorial and
plastic architectures with an ancient know-how, meted out in slow
rhythrns, made up of hesitations and of repetitions. His intant, howeawver,
is that of obtaining reswfts that are dynarmic, simultaneous and succinct,
Ewvery symmetry is moved by delirium, by restlessness. The "mathe-
matical” structure of the work is violated by gestures capable of being
contemporanecusly violent and elegant. A way of demonstrating that,
as Glorgio Manganglli noted, "the natural vocation of madness lies in
having reason onits side”.

Ways ouT

Chronicle of a briefjourney into cofour

We abbandon the camera picta We leave the rooms of the gallery where
the installation is. In the distance, the echoes, still, of the white hoise
Thera is just time tolisten once more to the words of Don De Lillo, The
morment in which Jack Gladney stands before Willie Mink.

"The precise nature of events. Things in their actual state. [..] White
noise averywheara”,

Maples 2008

Foberto Sletrosanti op. Cit..
10, E. Trevi, The Viord Conwraciod fo 8 Recoghnisabie innage, o, Cit..
1. R. Pietrosanti, Leffimeradurerdlezza, in "Ar2", no 3, 2004, o 20,
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Above, opposite and overleaf,
"Confines” WAM, Valencia 2009
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ABSENCE AS THE POTENTIAL FOR CONSTRUCTION

Francesco Maschini

From the beginning of his career in the carly 129C's to his most recent
wiork, Roberto Pietrosanti’'s entire arfistic journey seems o have unfold-
ed under the sign of a duality kept wilfully unresclved, not, certainly, for
the sake of any deliberately pursued cofncdentia cppositarum but,
rathier, to underling the impossible choices, the ambiguities, the deform-
ities, the duplicities and above all the distances separating two ap-
proaches that are always simultaneously presentin his work, At the wvery
rmoment in which the artist underlines the fact that “the work of art is
not to be identified in an object, it lies in the artist’s idea”, ha seams to
relagate the concrete result of the artistic operation to a sort of limbo in
which the artistic object might even be said to baecome negligible in
comparison with the idea contained within i, yet at the same timeg, his
o' work confronts the ermmphatic solidity of its structure, the complax-
ity of its formation, the layers of its own patient, laborious and articulat-
ed construction. The wvery manner in which his works are presented,
confined within precise and immolbile containing structuraes, as though
both the limits and the completeness of the work were to be empha-
sised, in reality emphasises the work's intention to overstep every limit,
its leaning towards an "elsewhere”. Certainly, bbehind this particular con-
ception of the work of art there surface traces of American Abstract
Expressionism’s yearning for the infinite, for new and increasingly dis-
tant frontiers, but the sense Pietrosanti gives this is not a geographical
ohne connected with place as a sentiment, somuch as cosmic, and any-
thing but earthbbound. In all of this, he renounces any sentimentality or
lapses into pure spirituality, instead favouring the material facts, which

Clockwise from top left,
ntitled 2005,

<hn 125X M0, mixed medis
R b oo,

FFraAF collection.
ntitled 200G,

<N 125xT0, mixed media
R b weood,

FF a8 collection.
Untitled 2005,

< 125xT0, mixed media
[ W+l e s

FFaa collection.
ntitled 2005,

<hn 125xT0, mixed media
[ W+l e s



Untitlad 2070,

i TIOXTO0, mixed media
oh PYC panel,

FPrivate collection

no

the physicality and the palpability of the titanic work involved in each
piece seam to suggest are both objective and cljectifiable. But this inter-
ast of his in the infinite, the unlimited and the eternal, marches in parallel
with a sirilar attention to the indefinite, the undetermined, the immeas-
urable Clearly the question of tha infinite has been at the root of scien-
tific and philosophical speculation from the culture of ancient Greece
orwards, from the pre-Socratics to Plato and Aristotle But Pietrosanti is
capable of combining the idea of the work of art and the physical rep-
resentation of the idea of the infinite with an acceptance thatin the act
of experimenting, he cannot but content himself with the "finite”. The
artist counters the idea of the infinite with that of continuum, the multi-
plicity of the material and its divisibility, but also with hints of black
holes and superstrings. Pietrosanti’s works thus succeed in evoking

whole portions of galaxy as though we were meant to beligve in the
existence of a single visible image, seen from different directions and
distances. Butif we think of the universe evoked by Pietrosanti as be-
ing rmultiply connected, then a multitude of luminous routes open out
before us, generating a kaleidoscopic myriad of imageas which are neyv-

|.|.|

ar imrmobile, "original” and univocal, but almost “phantom copigs” of
the sarme galaxy. 1t is Pietrosanti himself who points out that, "l have
always drawn the same thing [..] but the mother work is the sense of
the perseverance of and respect for the ldea, which does not close in
onitself, but grows”, as often happens to great artists - ong has only to

Untitled 2070,

<hn 150x125, mixed media
[ W+l s

Private collection

m



ntitled 2007,

i TIOXTO0, mixed media
SR plyeweood,

Eduards Seoci
Cortemporary oollection

nz

think of Federico Fallini who, at heart, spent his entire life working on a
single film, albelt in the formm of a series of phantasmagorical para-
ohrasings. It is as though the artist wanted to confront us continually
with a real physical space and a whole series of "phantom images in
the cosmic looking glass”, in order to achieve a sensation of infinity
stretching off in all directions, apparently uncontrollable, in which
streaks and trails of light multiply, and finally a cosmic multi-connectad
space in which multiplicity and the finite combine, but borderless and
unlimited. Evident in the forms of Fietrosanti's works, this conflict be-
tweaen microcosm and macrocosm is also reflected in the sober colour-
ation that is a feature of his entire ceuvre. Provocatively the artist enti-

tles this latest cycle of work "MNel bianco” [In the white] almost as if
pursuing the same "obsession”, engaging in the same obstinacy, as the
Burri of "Annotarsi” or "Mon ama il nerc”. Inreality, i in Burri the re-
course to black coincided with a sort of cupio dissall for Pietrosanti
the white to which he continually returns is only explored in order to
probeits limits. | would even hazard that for Pietrosanti white does not
exist - at least not in the scentific and cultural sense of traditional in-
terpretations, from the theories of Goethe and Itten to the scintillating
"reinventions” of Manlio Brusatin - and that that white is co-opted by
the artist, peremptorily, in order to invent and give life to a particular
and “artificial” idea of whiteness all his own, one that cannot be com-

Lintitled 2000,

<N 150125, miked media

SR plyweood,
FPrivate collection.

nz



Untitlad 2071,

N 250, raw canvas on
[l et R

FPrivate collection
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pared with any other white, frorm Fontana to Manzoni to the insistent
"white writing” of Marc Tobey But even this in witre elaboration of a
certain idea of white is conducted with great care to avoid any lapse
into the naturalistic or the sentimental. Everything is always explicitly
artificial, although behind this artifice we glimpse all the alchemical ar-
tisanal expertise necessary to arrive at that abbstraction, even when the
artist employs a small selection of other colours, which are almost sug-
gestive of layers of old stucco from minor works of architecture, but
elaborated to cbtain "other” tonalities - certainly not tha shrill ash blues
or the pearly grays of Wan Wittel. Here too, we encounter ovarlapping
voices, the skill and the length of time involved in the work's crafting
counterbalancing the aseptic result of purely scientific experimenta-
tion. In this, Fietrosanti underlines the distance that separates his work
from that of the artists who first inspired him - that great abbstract tra-
difion running from Fontana, through the lambent effulgence of Lo
Savio and arriving at the metaphysical constructiveness of Castellani.
Certainly, the desire to construct lies at the foundation of the entire
artistic journey taken by Roberto Pietrosanti, and via a triplicate oper-
ation, solidifying, thinning out and crystallising, he seems to want o
rmaintain a feverish sense of the tensions and stress forces affecting his
surfaces. Then, almost in order to attenuate the mineral hardness of his
works, he allows trails and sinuous frajectories to make rapid incur-
sions, as though the wind that whips round Csvaldo Licini's "Armalas-
suntas” builds up, every now and then, behind the flexing joints that
surface like bony apparitions, like an archaeology of the present, re-
cently churned uo and re-emerging in the works of Fietrosanti. But
unlike remains waiting to beidentified and maybe even recomposed in
anideal reconstruction, those surfacings aspire, instead, to rest where
they arg like tracks, like Conradian footprints, almost as though to re-
rmind us, and the artist himself, that only in studying the tracks of those
whio have gone before is it possible to give a sense to our owh journgy.
These figures emerging in the artist’s works are subjected to a wild
oscillation in two directions, so the more geometrically constructad
forms at timeas rise to the surface as though drawn upwards by a form
of exsiccation, and at times they seam to breath, turgidly, inand out, to
the point of swelling up like parachute silk. But even this duality serves
the artist’s purpose in pointing out that univocal affirmations are never
possible the work should never be assertive in order to exalt negation
as a value Hence, therefore, this continual reliance of his on a non-col-
our, on the form transformed into its own dissolving, on a material that
naver lapses into voluptuous fexture, BEven that apparent excess of
presence underlines how, for this artist, absenceis always to bea seen as

ns
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the potential for an allusion to something that is not present, and it is
precisely in order to obtain this result that he employs those continu-
ous risings and fallings and those zoomings in, almostlooming towards
the microscope lens, to counterbalance the gazes surveying interstellar
distances, and also, the counterposing of a love of the fragment, of the
indeterminate, of incompleteness, with a studied classicism in which it
i hard not to see an epiphanic surmmary of works like Man Ray's "Close
up® ar “Trompe l'oeuf”. Even the endless entertainment that the deliba-
erate haeterogeneaity of his works seams to offer is, in reality, rooted ina
search for continuity and identity thatis Morandian in its doggedness.
The artist concedes himself few liberties in the structure of his own
work, as though any excess of experimentalism would be at odds with
Fis inclination towards coherency, singularity of method and a particu-
larly close relationship with the surrounding context. So his figures
seem to emerge as though they had been encapsulated in a material
that is drying out around them or, contrastingly, they are outlined by
strands of signs that encircle them in a manner that almost recalls
Brandi's description of Borromini's wrought iron finials stretching sky-
wards. Even the reading that the artist himself seems to suggest for his
works (that they both rise up prayver-like and also flow downwards, like
Morris Louis's pourings, until they form broad fluvial deltas) alternates
with a skirnming flight-like effect, as though we were flying over desart
landscapes - the solemnity of an absolute frontality, which the preci-
sion of the gashes or of the spear-like forms that detach themsealves
from his surfaces demands we view close-up, as also happens with
those lambent swarms of pinheads that highlight the intervals of pear-
turbing interweavings. And so it is the simultaneous contraposition of
the gravitas of his works and the accentuated anti-gravity of the fig-
ures that appear there, that suggests that the meaning of Robearto Pie-
trosanti’s entire artistic journey lies in subtraction, a subtraction that
leads from form to sign, from the forms' reticence to their conceal-
rmeant, until they are barely perceptible, without resorting to traurmatic
revelations. The "suspended” quality of many of his figures, which how-
ar in the air as though reluctant to settle, is countered (thanks also to
the continual negation of any possible internal horizon within the workd
oy the crystallisation of other figures which, almost folded in on them-
selves like sheets in a cupboard, ramain in a limbo rendeared strangealy
unfarmiliar by casual interruptions and the lack of any outer limits. The
lirnit, the artist seams to suggest, is never the work itself nor even the
roorm, when the artist's work has been developed for a specific environ-
rmeant. It is simply therefore, rationality that gives substance to what
appear to be Warholesgue "blurrings”, until they soften into fragmen-

Untitled 2013,

<hn 150125, mixed media
[N+l e s

Private collection
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tary conflagrations, if not into meteor trails and sudden "flashes of gai-
ety The samerationality thatimposes order on the geormeatrical struc-
ture whose accurmulations of rmaterial dveritable Duchampian conceal-
ments a la lsidore Ducasse), like archipelagos of substance, rimple the
implacable geormetry of the piazza in Ravenna wheare (vet again on the
exaggerated scale that this kind of urban structure suggests) Piet-
rosanti draws to the surface these islands of memory, redolent of the
Zen gardens of Kyoto and Katsura, and {more probabklyy the garden of
the fourteen rocks, but in a more terrestrial, anchored version: a glither-
ing facade of burnished brass thatis solicited, tormented and then qui-
aetened, transforming a Byzanting dematerialisation into a more sturdi-
Iy "barbarian” structure But his use, too, of the caesura (which offars
no glimpse of the secret that his surface guards, a surface which, on
the contrary, displays a "gladial” perfection, the "geormetric vigour” of a
sign that knows no heasitation, that does not vibrate or veer from its
chosen course, except to adopt a new ong, different and egually confi-
denty seems to be intended to highlight the total and conscious ab-
sence of error, to demonstrate the clarity and the lucidity of the artist's
thinking. Similarly, in viclating the smooth, infinitely dark or infinitely
light, outer coating of his material, Fietrosanti seams to be assessing its
tectonic properties, the possibilities of a shift away from an ontological
and objective descriptivenass: the potential for chisroscuro. His pure
form {which dogs not yvield to the temptations of the cross-reference,
despite emerging as part of a larger and ungovernable design of which
it whispers, of which it signals the existence) seerms, however, not o
belong to the universe of the already-seen, of the hint of something
remembarad, as though, in its aesthetic predilection for appearing
both as subject and, simultaneously, as detail, like an icy biclogical form
to be investigated, the work strips itself of any direct link back to the
images of the world. Moreover, where it approaches architecture and
therefore the logic of function striving for sensation, the hoped-for po-
etry of spaces, Pietrosanti’s worlkl conveys a feeling of logical construc-
tion, a sense of space-appropriated, which gives his signs the authority
ofrmass and volurme This happens in the intervention in Piazza Augus-
to lmperatore, where the centrifugal advance of the fissures across the
surface suggests, perhaps, a desire to announce the presence of an
expanding telluric force, a new form of control, growing in rigour and
artificiality. But it also happens in the project for the NTY headguarters
in Moscow, where the centripetal spiral of the descending ground sur-
face which loses alitude to arrive, Le Corbusier-like, at a "senszation”,
has the same violence the same brutality as the sudden and unexpeact-
ad burgeoning of cruel metal thorns out of one of the columns in the
church of 5. Fietro alla Carita in Tivoli. Pietrosanti's works tend to dis-

Untitlad 2000,
<hn 100110, mixed media
R plyeweood

P 121,123, 124, 125,
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tance themselves from a purely conceptual or intellectual realm - at
the beginning of his career via the visual associations that he tended o
highlight, whilst today he underlines the objecthood of his work, He
currently highlights its sculptural gualities, with frequent referances to
the nobility of the materials and with a polishedness that results from
a technical rigour which, together with his numerous juxtapositions,
gives his works, and abowve all his materials, their classicism and com-
posedness, aven in the measured minimalism of their forms., What is
surprising in this latest cycle of work is the artist's desire to indicate, in
some way, a clean break away from the direction his work previously
followed, but within a "system of assonances” so that, despite the dif-
ferences that arise as they "distance themsealves” from his earlier worl,
the pieces presented in the current exhibition maintain the same fun-
damental characteristics. First and foremost, they too are crafted with
an obseassive precision which suggests that rigour itself is the founda-
tion for the very exercise that generates the work, as has already and
rightly been cbserved. The resultis an evident aspiration to beauty in
the form of a constructional precision which does not, however, raveal
any of the fatigue of the act of construction. All this, in a sort of sus-
pension of theimage which becomes an icon of exactitude, wialding a
varitable "geormetric vigour” even when the image emearges from the
work with a surmptuous sinuosity more akin to wild abandon than it is
to any contrived geormetrical convention. The dryness of his more re-
cent pieces is less the result of a deliberate desiccation and maore the
effect of asort of cooling in which the work's monochromaticity accen-
tuates its ambiguous oscillationin a kind of limbo that is neither entire-
Iy the realm of sculpture nor that of painting. Pietrosanti’s current
iconographical universe focuses on elemental images that suggest im-
perceptible spatial interpenatrations, no longer ostentatiously expan-
sive, but circumscribed almost to the point of forming an impenatrable
hortus conclusus. Yet aven when the image, dissociating itself from ge-
ometry, unfolds with a more beguiling allusivenass, almost as though
opening its wings to hover in the emptiness of those "solidified” airy
spaces, the elemental or elementary nature of the design assigns it to
the realm of absolute lyrical abstraction. His worlkl as a wholg, howeawver,
is imbued with an earthier character by his emmphasising of the image
in close up, as though focusing on a detail, an cbsessively recurring but
negligible portion of reality, or of nullifying macroscopic-ness, in a way
that clearly recalls the close-ups of Domenico Gnoli, although in Gnoli's
case these were characterised by a paradoxical and corrosively ironic
realism. Fietrosanti's points of reference clearly lie less in a world of
exasperated iconicity, and more in the grand abstractionism of Burri
and Fontana, and more specifically in certain wvery circumscribed as-




pects of their worle [tis obvious that, in the case of Burri, for example
{the only antecedent Pietrosanti searms to look to), this is limited to the
extraordinary adventure of Burri's "Il Viaggio®, seen as a summary of
the maestro’s entire artistic journay. But all of this happens ina state of
suspension in which, despite being entirely different from one another,
the works present themsalves ina serried sequence held together only
by a studiously "academic” aura that an adarmanting composure ren-
ders almost neoclassical in flavour, The same suspension, the same
coolness that remove the work itself from the wear and tear of space
and time, seam to emphasise the imperceptible variations that gently
stir theimage until it begins torise from the surface which barely holds
it in. Etched into the studied smoothness of the whaole, which the col-
our/non-colour unifies and, perhaps more importantly, anchors, with-
out ever slipping into neo avant-gardisms, the shadow, too, evolkes the
suspended quality of a Canova-esque stiacciato in bas-reliefs that are
sculpted with an almost "outtery” softnass in which there emerges the
merast hint of a need for and a mild fear of that corporeality sculpted
and then negated, and of the consolidations that testify to an appar-
ently rediscovered equilibrium between mind and body. All his smallar
pieces, including a series of drawings on paper (a drawing liberal and
libarating, taking an almost infinite delight in both the libearation of the
form and the dread of and need for it)h, can be associated with tha "sys-
tarn of assonances” already in evidence in the previous exhibition heald
at A A M N 1225, They still axhibit their rigorous craftsmanship - beau-
ty in the form of constructional precision - and dewvelop, with a surpris-
ing smoothness, into veritable icons of exactitude The most surprising
and innovative feature of this series is the very obwvious inward corm-
pression, within the area ocoupied by the work's surface, of a handful
ofelaments, which no longer dilate until thay are indistinguishable from
the background. The peace that once reigned betweaen the olbject in-
vestigated and the surface hosting it seems to have come to an end:
alrmost as though the shadows which were once subtly hesitant if not
armbiguous, have become threateningly real. The "field” of the yvet-to-
come is suggested in dense layers of a unifying material which, like a
layer of lava, covers everything, immokilizing and solidifying those
signs (although they are still capable of levitating to the surface, iIf not
of breathing thergy. If, =arlier, | highlighted Pietrosanti's relationship
with the great [talian tradition of abbstractionism, today in the light of
more obvious references to, for example the world of Lucio Fontana
fnot so much to his eager invasion of the space beyond the canvas, as
to his precise and corrosive exploration of forms of spaced, the sense of
Fietrosanti's relationship with Fontana is clearer. There is one particular
drawing by Fontana, from 1248, in which impenetrable, monochrome




monads collide with one another in a relationship of pure proximity,
held together only by a liguid halo that reconnects thaem in a single,
continuous stroke. The "concreteness” of this work, by no coincidence
rmade for the first Arte Concreta portfolio, which was exhibited at the
Salto bookshop in Milan in December 1948, reprasented, for Fontana, a
sign of a deliberate continuity with the geometric focus chosan, at the
end of the 12207's, by Seuphor and Torres-Garcia’s Cercle et Carré move-
rmeant and the group associated with Art Concret. But where Fontana's
learned relationship with the historical avant-gardes privileged the ele-
rmeantary Pietrosanti instead favours a sense of harmonious disjointad-
ness. So after his early conceptual/structural experiments, he now
concentrates on highlighting bony nodulas slowly surfacing, on pene-
trations and perforations that are responses to Fontana's neon sa-
bre-strokes, and on the inflorescence of natural and organic forms rad-
olent of Georgia O'Keeffe, softening into a swarm of Mew Atlantises
that surface and settle like dust on an atoll and in which we catch a
glimmpse of possible new worlds of uncontaminated formal beauty
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ROBERTO PIETROSANTI'S GIARDINO ITALIANO*

Andrea Valcalda

Farthe garden has always bean, and remains,
the space in which man translates his relationship
with nature into structural form.

Rudolf Borchardt, The Passionate Garconoy

One earhv-autuwnn Saturday in the Oclober
of 2000 visited Roberto Pletrosant'’s studio
which back then was to be found at the Tec-
nopolo Tiburtine [a technology park on the
aUtskirts of Rome] That day Roberto showed
e 8 hew piece of works 2 wooden vitrine con-
taining & 170 scale model of 3 section of hedge,
shaped in a dassical renalssance design and
aszembled from thousands of Iittle shards of
cardboard, gived one an fap of another in pites
aof forty It was the first moded for what was fo
be an environmental sculnture, the Giardino
italiano fftafianate Garaent, a heage farmed of
hundreds of kitos of fragments of pletra sere-
na.

Af the time of that visit pwhich | remember be-
tha an enfovable agv of gossin, ideas, Friendshin
and companionableness) P had recenthy finished
witing the introduction fo this bool, & saort of
“wian of wark”, and | emvisaged one chapter be-
thg dedicated fo the fuits of myv reaaings re-

* Fromn U giardino e Sieve Ligore. Eserc izl df compasizions o f
un luogo Brteriore. Edizioni 1l Buling, Rome, 2075,

garang the history and philosophy of gardens,
which | had cultivated with particular enthusi-
asm over the preceding manths, Over Hime an
fdea that was, fo v mind, even more stimu-
fating, began to npen. that of giving concrete
aopfication to the concepts | had assimilated
testing them against what 15, In some Wways, an
extramne touchstone: Robertos Giarding italia-
no. Wdhat folfows is a3 rernnant of that aoeration.
.

D.

"When fimes are hard the garden will be
hard: but there will always be a garden” (R
Borchardt, The Fassionate Gardenar

| see Fietrosantl’s garden as a garden in the
present fense Dy which | mean a qualitative
or stative tense embracing, rather than replac-
ing, past and future. A garden in no way con-
solatory, neither therapeutic nor condciliatory;
and certainly not political, revolutionary, recra-
ational or of any social ufility
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Fesponding to an interviewer's guestions re-
garding a completed project on the site of
the Barberini Vingyards on the Palating Hill in
Forme Pietrosant explained that he walked
comfortably and with pleasure through ar-
chaeclogical sites, amid the ruins, in ordear to
identify their potential, ™o understand the
forms, to re-elaborate them®.

Turning back to the definition of the garden as
a "maodel landscape”, and thus to the [various]
historical marnifestations of the art of garden-
ing as testaments to [different] ways of sesing
and judging the natural landscape, it is possi-
ble to arrive at the conclusion that the themes
of Fietrosant's Giardine itafiano include that
of the conternplability of a landscape made of
rubble,

A first piece of evidence in support of this hy-
pothesis seaems to me to be identifiable in a
fact both intimate and obvious: the sensibility
of an artist born and brought-up in CAguila,
the city that was destroyved by an carthquake
in 2009, its ancient cantre even now, obscenaly,
a mound of ruins; It too, inits own way, "a gar-
den of stong”, inverting the sense of a definition
that Cesare Brandi originally coined for the city
of Noto, which rose from the devastation of an-
other violent quake.

A second suggestion might regard a wision,
and a judgerment, of [taly and her athical, en-
vironmental, political or social situation. How-
avar, while to a certain extent agresing with it,
| would limit any such reading to the most su-
perficial of levels: | see an association between
my owh impatience with those who pontificate
about the country's "moral ruin® and decay
fbeginning, in most cases, with macroscopic
ormissions, as well as implicitly absolving therm-
selves of any blame) and the implict reply to
be found in Fietrosanti's worke and civil con-
sciousness, which are solid, rigorous and factu-
al to a rare degres.

12E

Significantly more fertile roots for the idea
can, i my opinion, be found in a combination
of other elermments: the garden conceived as a
fundarnental locus for recomposition a refer-
ence to the formal tradition of [talianate gar-
dens and their fragile equilibrium; the artist's
specific moral standpoint, his vision and his re-
sponsibility towards the present and towards
the accumulated debris of history.

In the face of thase, Klea's angel, in Benjamin's
interpratation, cannot hold himself back but
is driven forward by the stormy wind that,
caughtin his wings, blows out of Paradise and
towards the fulure,

It is as though Pietrosanti wanted, with this
gesture, to show the angel that man's singu-
lar vocation is to know and to embrace that
which has been denied him: to pause before
the ruins, to reconnect the fragrents, to give
therm form, perhaps even new life, redesming
their original beauty A typically hurman "worlk
of conternplation”: the work of a gardener,

But here | also see 3 "use” of the rubble, of the
detritus, without any vague hope of redemip-
fion. A worke that redeems and rescues fran-
sience; an untiring attermmpt at reconciliation.

"Thea sign, the written word, is history but a
secularized history leaving no residug (.0 an
exposition of the world's sorrows” (M. Cacciar,
tntransitabdl whopied, and, again citing Benja-
min, revelation of "the facres Aippocratica of
history as a petrified, primordial landscapea”.

Itisinteresting tonote how one cannot enter, or
stroll through, the garden that Fietrosanti has
designed: it 15 a garden enjovable exclusively
via its guarded contemnplability. Like many of
his works, it draws us in and then, as we get
closer, it reveals its asperity and drives us away,

The idea that an intimate, circumscribed space
like that of a garden contains no perils is ut-
ter delusion. Just like the belief that its physical
lirnits, its boundariaes, might enclose its essence,

"™Man and Mature resemble one another and,
at heart, are one and the same Man is the lit-
e world, the microcosm. The Environment is
the macrocosm. As is generally said. Mothing,
howeever, pravents us from affirming the oppo-
site, and defining Man as the macrocosm and
Mature the microcosm: if both are infinite, then
rman, in as far as he is part of nature, is equal
to its entirety, and the same can be said for
nature, in as far as itis part of man .3 Manis
part of the world, but at the same time he is

avery Dt as complax as the world is. Tha world
i part of man, but the world, too, is avery bit
as complex as man” (F Florensky Macrocosm
and Microcosam

“In the end, the result of this will be a form of
identity card for humanity a snapshot that
i5, in truth, quite unforgiving. For the garden
cannot but be order; man's relationship with
nature is measured against it with great preci-
sion; and it is also order in the sense of mea-
sure, education and salvation, because avery
formm of order is also all of thase things” (R
Borchardt, The Fassionate Gardener
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THE CAVERN

Luca Rica

The jeep dodged a pyre from which a plume
of thick smoke rose, dirtying the teal-blug sky,
They were scattered all over the place: it was
the only way some people had found to getrid
of the stench of the corpses. The jegp swerved
towards the first available supermarket, halting
fifty wards or so from the entrance.

"Pass me the binoculars,” said the man in the
vhicle,

Fassing them, the boy next tohim asked, “Ahy
did it happen?”

The rman had already tried to explain it to him
many times. There had been a moment in
which the global financial markets had starved
asizable section of the world's population, and
social turmoil had done the rest,

"Hurnanity's back where it started” was his
toneless reply

™as, but why? the boy insisted, childishily.
The man didn't have fime for this. He had fo
keep an eye on the enfrance to the supermar-
ket - it all seemed calm, but you never knew
- and then, eventually, attempt a sorfie In
the distance yet another explosion could be
heard. Meither the man nor the boy seemad
surprised. Owver the past few days Fome had

been torn apart by viclence and the hopea now
was that the wave of devastation was shifting
south, into the outlying districts, into the sulb-
urbs. Elsewheare,

"Won't you tell me why? the boy urged.

" dor't know” the man lied. "l thought | knew
but maybe | was wrong”

In reality, the chain of events had been fairly logi-
cal. The markets had crashed, inflaming thaire of
communities worldwide The viclence of the vir-
tual exchanges had soon mutated into real war,
"The entrance is clear” the man announced.
"I try to getin there”

He ordered the boy to get behind the wheael,
ready to escape The rudimentary course of
driving lessons had lasted just half a day on
the other hand, the business of survival left no
tirne for the perfecting of othar skills.

“I'm off” said the man.

Theboynodded in acknowledgerment, endeay-
ouring o keep his feet on the correct pedals.
He would hawve liked to have asked wet again
how it was that things had corme to this pass,
why 1T was that from one day to the next they
had found themsealves back in the Stone Age
but this ime he remained silent.
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Mearmhile, the man had almost reached the an-
trance to the supermarket. He flattened hirmself
against the wall and shoudered the semi-au-
tormatic rifle that he had succeeded in snatch-
ing from a well-known gun shop in the centre
of town, The specialist shops were the first to
have been looted, followed by the police sta-
tions and the Carabinieri headaquarters. Firearms
had become the &bl anyone who failed to get
hold of so much as a pistol would soon die of
hunger. Tha man aimed at the suparmarket an-
trance. His hand was shaking and he strugglaed
to keep the rifle’'s barral straight He knew that,
in this new world that was taking shape, he was
a mere amateuwr, thrown into the fray. He knew
that at that very moment there were rmany men,
stronger and better prepared than he was, who
ware trawling the city in search of a litHe food.
Thera ware groups of former soldiers who were
prepared to do anything, criminal organisations,
marauders and gangs. But the normal people
too, the people who just weaeks earlier had been
his neighbouwrs, wouldn't think twice before rid-
dling hirn with bullets for the sake of a box of
tinned food.. His irmuption into the supearmarket
was over fairly swifly He fried to mimic what
he'd seen done in war films or action films, just
that this ime it was all real. He ran through the
supermarket from one end to the other without
entering any of the aisles: a sort of recce Then
he began to sprint like a madman into the vari-
ols sections, into the aisles that had once been
inmocuous rows of merchandise and weare now
transformed into dark, narrow tunnels. There
was hardly anything left on the shalves. It was
the third supermarket he'd found in that state,
already picked clean by hordes of ravenous men.
In the end, all he managed to load on the jeep
was a pack of soft drinks.

"Did wou have to shoot? asked the boy.
"There wasn't any need” answeared the man.
"And anyway, vou'd have heard 1t”,

He should have started locking for another

Ara Pacis 2012,
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supermarket but he could fesl his strength
failing. He was fightened that's what it was.
With the jeep, they passed whatwas left of the
Maxxi, the museum of contermporary art where
a couple of his own works had been exhibited.
"Don't youwant to goin and seg if thara's any-
thing left™ asked the boy.

"Are you Kidding? he answered. "Therg's no
tirne for art now; that was the old life”

The oy didn't say anything further and he contin-
ved to drive continued to force himself to drive.
Of course he'd have liked to save a few pieces, of
course he still thought about Fontana's slashes or
Burri's ragged seams, or Kleir's blug, or the pro-
found silliness of Warhol or Koons or Cattelan,
"Perhaps one day we'll go to the Maxx,” he
said without thinking. "To the Maxxi and all the
ofther museums”

The boy nodded. He searmed terrified, now
Mear the Tiber, rightin the middle of the Ara Pa-
cis, someone had constructed a sort of cavern.
Al they shoot us? he asked, almost whirm-
oering.

"Theare isn't any other road we can take"” re-
plied the rman.

The traditional houses, as it were, had almost all
bean abandonead infavour of safer dwealling plac-
es. Most people now lived in grottoes or caves,
because they were easier to guard: only one an-
trance. And many people only had one bullat
The whole Monte Mario area, which overloolked
the city, had bean tunnelled intoin that way
"Why did it happen?” asked the boy, again.

"It couldm't have gone any other way” the man
replied coldly A coldness that he hoped would
put an end to the discussion once and for all,

For a while he remained uncertain as to what
to do, with the Ara Pacis cavern looming men-
acingly on the right bank of the Tilber. Then an
absurd thought occurred to him. A cavern like
that, carved perfecty out of a square block of
stone, would have been the perfect instala-
ton. Like one of those he, too, used fo make,
The thought lasted a mere instant, while new
explosions rattled the cobbles that had been
ripped up during the clashes. He took a degp
breath and put his foot to the gas.

Forme 2015
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EARTHLY APPARITIONS

Franca Purini

Roberto Pietrosanti’'s works position themselves at the intersection of
three distinct lines of research, of which they represent an effective
and enduring synthesis, bringing life to a theme that could be defined
the gomination of chaos or, If one prefers, chaos vanguished by orger.
It is a theme that sees a primordial energy, impetuous and roiling,
come to terms with a prevailing order, a fundarmental law in which
the spirit recognizes and manifests itself, imposing its presence as
the most urgent of necessities. This is the equivalent of reasaon, in
thatitis a means of redemption, but at the same time the site of an
Llterior loss. Such order, translated into a form of rationality, meaning
that which gives a sense to the arbitrary is very simply (although it is
perhaps unnecessary to underline thish the enduring memory of the
ciassical, by which we mean an impartial vision of the contradictions,
the concordances, the contingencies and of the complications that
permeate human existence, rearrangead in a harmony which is never
self-absorbed, but open and rmutable. The cassical canon Cwhich in
reality also includes what Rosalind Krauss has called formifessness) is
essentially thatideal and imaginary place in which that which evolves
and degrades entropically is, nonetheless, capable of generating,
morment by moment, a complete and lasting representation of itsalf.
[t iz in that rarefied district of the mind, in which disorder transcends
into order, that, in the context of artistic invention, a definitive and
aver-relevant iconic simulacrum materializes, one devoid of any
ermotivenass if not that which is rendered sublime by an intallectual
detachrmnent that implies man's reconciliation with the meaningless
randomness of things. An authentically classical artist - a classicalism

Orverlesf and on . 153,
"Post Classici’, Colanne,
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tested against the shiffing contradictoringss of the contemporary
metropolis - Roberto Pietrosanti knows how to detach himself from
his work, putting, between the work and himself, a distance sufficient
to guarantes that everything that is subjective will decant slowly into
an externa’ sediment, in an objective concretion which transforms his
oW experience into something neither incidental nor transitory but as
hatural as a stone, a mountain, a coral reef

The first of the features underpinning Roberto Pietrosanti's work is
a strong sense of its constituent material, envisaged as a dense and
stable substance, considerad in all its rudimental promise and in the
fullmess of its visual/tactile impact. Sensitive toits subtlest echoes and
with a precise comprehension of the potential forms that lurk within
it like implicit realities, Roberto Pietrosanti has, with this material, a
complex and intrinsically conflictual relationship. In effect, the rmaterial
{in more than ong way resembling what Antonin Artaud referred to
as the subjectiled fights against the form it will come to express - a
resistance that has to be confronted with appropriate guile, firstly by
accepting it and then bending it to the artist’s own ends.

The second elerment shaping Roberto Pietrosanti's work is his
pronouncedly conceptual approach. In effect, there is an emphatically
intellectual component to every one of his works, be it a canvas in
relief, a metal on canvas, or a sphereiniron; an extreme awareness of
the action to be undertaken and of the finalities that this action sets
itsalf His is a conceptualism in no way showy or pedagogical, nor does
it express any degree of self-satisfied esotericism: on the contrary, it
iz the austere and elemental tool that enables the material to become
rmaterial, to becorme a physical reality imbued with a desire for form.
This conceptualism has a notably theoratical quality of its own, thanks
to which his work presents and constructs hypothases of great clarity
and wveary precise frameworks of discourse. Pietrosanti's art is wovan
through, stitch by stitch, with detailed reflections on the nature and
the meaning of the act of making art (experienced, ambivalently, as
both the expression of a programmatic intent and an eager transport)
in which the task of the artist’s gesture (a confident gesture, at times
solemnly prfesths is to reveal the truth of art, which is to say the truth
of how rmuch, before the worle was realised, was existent but nvisibie
This digfectical structure which is, however, kept implicit, almost like a
watenmnark running through his paintings and sculptures, is the Mang
cohsciowsness, 50 1o speak, of the work, but with none of the elitism
and self-satisfied abstruseness typical of conceptual art. Recouping,
in some ways, the archaism of Arte Povera, Foberto Pletrosanti pours
his conceptualism into the totality of the work, so that it becomes an
organic part of the whola,




The third of the approaches characterising his research is an emphatic
highlighting of the methods employed in, and the various stages of, the
work's construction - a constitutive experience that presents itself to
the viewer as a harative process relating its own evolution This allows
it to acquire a tense and evocative femparalfy of its own, as a result
of which it also acguires historicity, Eternal in their classicalism and at
the same time immersed in the flux of events, thanks to this internal
contradiction dwhich, iIf it didn't seaem too sentimenta’ and empathetic,
it would be tempting to think of as dramatich the works of Roberto
Fietrosanti participate in the most radical form of modernity. It is, in
fact, undeniable that the twentieth century as a whole has seen a
succession of rifts that have pitted it against itself, almost as though
to demonstrate the concurrence, throughout its course of events, of
positive elements and negative forces. Intentionally overstepping its
o limnits, modernity always finds itself outside and beyond its own
coordinates and paradigms. In the same way Roberto Pletrosanti's
objects, walled into their eloguent silence, recount their own intarnal
confradictions, their structural plurality - therare and precious fruits of
intarlaced and irreconcilable declarations.

It should e remembered that these three lines of research do not
shape his work autonomously, but fuse together, as has already bean
remarked, in the inimitable and always surprising unity of its form.
The fact that this unity is not conspicuous, but is, on the contrary,
attenuated and subtly dininished via judicious adaptations and careful
fragmentation, does not preventit from catching the viewer's eve like a
ripple. Actve in their surroundings, Fietrosanti's works often shelter an
unassailable nucleus that anchors therm in place, drawing in the forces
at play in the surrounding context,

Foberto Pietrosanti’'s works occoupy space with an ungueastionable
authority. They occupy space, bub at the same time incorporate an
autonormous space of their own, creating a vilbbrant dialogue between the
twio, made up of antitheses and affiliations, of proximity and distances,
of identities and differences. The space into which REoberto Fietrosant's
works are inserted is condensed and anfti-perspective, repefitive and
comple:, discontinuous and corpuscular: its folds generate a multitude of
gravitational accurmulations and interstiial fractures, metrical interfarences
and typological digressions. [tis an uneven space that defeats any atternpt
to approach it grarmmatically or taxkonomically, favouring complex and
definitiveutterances,insomewaysoostsyntactic, whichprasentthem selves
as the phvsical evidence of remote and indecipherable events. Parmeatad
with ancestral signs of arigin, Plietrosanti's works Owhich seem to demand
a direct relationship with the cityd take the form of earthhy appantions
rivan with secret movernents, dotted with rmysterious signs, shaped by

obscure and powerful forces, Crisscrossed with echoes of the linguistic
universes of Lucio Fontana, Alberto Burri and Mark Rothko, endowed
with an innate instinct for the curve in which one senses the sacredness
of myth, the work of the yvoung LAquilan-bormn Roman artist (who must
surely have absorbed from his hormeland that absolutenass of form which
i much rmore than mere simplicityd howvers poetically between painting,
sculpture and installation. Worlds different but kindred, of which Roberto
Fietrosantiis capable of distilling, with inspired precision, the genetic core,
ringing their elerments to the point of fusion, and then casting tham into
the mould of that there which rmakes his research unique, the theme to
which we have already given a name chaos vahguished by order,

Rome 2008
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ACTION AND POTENTIAL
SEVEN WORKS BY ROBERTO PIETROSANTI

Marco Meneguzzo

In ancient classicism one of the aesthefic categories of figurative repre-
sentation - borrowed, | would say, from the Aristotalean system - con-
cerns the action that the represented figure is undertaking or intends
to undertake: in a familiar representational systern, such as that of the
classical world, where everyona knows what this hero or that god could
and should do, and where everyone is pearfectly capable of recognizing
a figure via the attributes by which he or sheis inevitably accompanied
Harcules with his club, Apollo with his lyre or his bow Hera with her
diadem, bearded Zeus with his bolt of lightning., the range of possible
actions was, after all, not vast, because everything was connectaed with
mythological narratives that were, substantially, immutable, despite
thieir possible variations. The same system has survived in Judeo-Chris-
fHan representations, which have |joined and occasionally replaced
those of Greco-Rorman culture, with whatis sometimes an even greater
rigidity: saints and bikblical figures had to be immediataly recognizable
in that “poor man's bible” which constituted the codified repertoire of
artistic representations over the centuries. Yet, even in the presence of
acodea sorigorous as to seem, when put into words, perhaps aven over-
Iy rigid, the possible mutations of each individual figure are practically
infinite {as is demonstrated, for aexample, by the thousands and thou-
sands of madonnas that have trooped through the past two thousand
or 50 years.D; and the first of the broad subcategories within which
this code can be seaen at work does, in fact, regard the intention or the
action, in other words, the moment in which the figure "is about to" act,
or a momentin the midst of the action that we know he or she will inewv-
itably undertake. The two different moments are classified with the apt
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definitions of "actuality” or "potentiality”: "potentiality” whean the figure is
planning or considering the action that will, effectively, make him or her
noteworthy, "actuality” when the figure is porfrayed during the action for
which he or she is famous, or in its imrmediate aftermath.

Therefore, when Roberto Pietrosanti decided to take as a "pre-text” for his
latest cycle of work the observation, both idealized and concrete, of two
great works that share the same sulbject (David), by two very different art-
ists (Michelangelo and Gian Lorenzo Bernini, the first element to catch
the eye was pracisely this difference between "potentiality” and "actuali-
ty" in the two figures’ poses: calm and self-assured, Michelangelo's David
grips the stone with which he is about to hit Goliath; Barnini's Dawvid has
just thrown the stone (which we do not seg, but which we know is flving
toweards its target) and his entire body is thrown off-balance by the axplo-
sion of power that the act of flinging the stone requires. So, Michealangelo
is "potentiality”, Berninl is "actuality™: all very well, were it not for the fact
that Pietrosanti is neither critic nor historian but an artist and, moreover, an
incuratly "abstract” artist, something that complicatas in no small way any
search for a motive and, above all, any analysis of the results.

The conternporary artists who draw inspiration quite openly from artists of
the past are far from few in numibber onghas only to consider Picasso toun-
derstand instantly the intirmate bonds that unite artists of all aras. Somuch
so that, to cite another example even more relevant to Pietrosanti's ap-
proach, Yves Klein, that other giant, maintained that the artist whose work
wias closest tohis own was Giotto, This lack of concern for historical periods
and timeg reducing everything to a continuous conterporansaity, dearivas,
inarfists - and, more generally, in the more observant of art lovers -, from
the intrinsic power of the language of art which surpasses the stylistic dif-
ferences imposed by various historical moments, almmost CGalmost) for the
same reason that a mathermatical equation is the same in the middle ages,
today and in the near future But if Klein's affinity with Giotto fand vice
versa, at that point is immeadiately obvious in the blue in all of the Franch
artist's works, and in the Florentine painter's infinite skies which represent,
guantitatively, the greater part of his frescoes and which are the elemeant
that gives therm unity and homogeangity, it is more difficult to recognise the
complexity of the human figure dwhich is the guintessence of figurative
representation) and, whatis more, ong motivated by an urgency as great as
that of saving his people from slavery in the abstract works of Pietrosanti.

[tismore difficult, but notimpossible, and Pietrosanti loves this kind of chal-
lenge For a start, the yvoung Roman arfist concentrates on the detail that,
rmetonyrm-like, "stands for the wholg”: in the case of David, in all Davids, that
detail is the stone, the pebble that kills or will kill {that rmuch we know for
sured Goiath, Mow the sharp and jagged edges {as dangerous as those of a
stone that has bean chipped at to ensure it does more damage) of the stony

projectile are clearly recognizable in Fietrosanti's six pieces dedicated to the
two Davids (three for one and three for the otherd, but this is not and cannot
e the issue Otherwise we would, paradoxically, find ourselves confronted
with the "portrait of a stong” and thus with works that are entirely figurative
and meraly disguised as abstract (apart from anything else, in Bernini’s David
therais no trace of a stone: itis flying through imaginary space..); the queas-
fion instead lies in the sense, on the one hand, of [there being] an unmiow-
ing stone and, on the other, of a stone that has been cast or, better vet, the
sanse of an action that is dynamic and forward-looking, all concentrated ina
handful of force lines raised only wvary slightly higher than the ideal plane of a
supporting surface (f cannot e described as a picture plane, because hare
Fietrosanti uses the chromacities of PYVC, the rmaterial he currently favours
and which he cuts into sheetsy,

S0, we have static lines and dynamic lines, both, however, laden with tension:
inonecase an “actual” tension and in the other a "potential” tension, but with
only vary slight differences between the two among other things because
the olbject which is pregnant with this tension - the stone - is the same in
both cases. But Pietrosanti does more: he atternpts a synthesis of the two
poses, in a seventh piece thatlooks to the other fequidistantd six Maow, from
a purely logical philosophical point of view this synthesis is animpossible op-
arafion, because one condiion excludes the othar, but - as we have already
chserved - Pletrosantl is not a philosopher or a critic, but an artist, and in this
instance has greater freedom of movarment than a logician would because,
while it is true that we have, ina cartain sense, "translated” his probking of Mi-
chelangelo and Bernini as an exploration of "potentiality” and “actuality” (an
interpretation that seems entirely plausitole), it is also true that he has taken
as his modeals their works, meaning, i anything, the material forrm that thease
ideas have been given, And forms can certainly overlap and fuse, despite thair
differances, while the conogpts that underlie them would seerm to e rmutually
axclusive. Art therefore has the potantial and, one hopes, the capacity to fuse
into a single forrm not only different forrm s but also the ideas that these forms
represaent, precisely because thay are given material definition in a language
that permits such acrobatics. Had we instead been referring to a purely 1og-
ical language not only would a result of this kind have been impossible, it
wolld not even have been atternpted; it would have been dismissed 2 oo
as a foclish attern pt to demonstrate that “A equals A and simultaneous!y does
ot equal A°. So Pletrosanti’'s experiment here not only traverses time and
offers a tangible demonstration of a dizzving process of hypothesis-antithe-
sis-synthesis beginning with a figure and arriving at an abstraction {and vice
varsal, butitalso asserts and demonstrates, once again, the extracordinary gift
that is peculiar to art and artists: that of making chirneras real.

|.|.|

Milarn 2G04
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Untitled 2013, polvptech

Chn 200180, acrviurethane paint
o PYC panel.

FPrivatae collecticn.

Fravious pages,
Atto e Potanza,
Galleria Zanto Ficara, Florence 2074
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Opposite,

Intitled 2004,

CH S0x5 0, acrvlurethane paint on
canvas-lined PVC panel.

FPrivate collection
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SIDIEF FOYER, 2016

Carola Giusegpett

For SIDIEF's headquarters, Roberto Pietrosanti has created an artwork/
space that demolished the boundary between the worlke of art and its
phiysical contaxt. The artist has redesigned and moulded the space with
apattern oflines and indentations of varying thickneasses thatrunaround
its walls. Rigorously monochrome surfaces seem furrowed with incised
and interlocking planes overlapping in a series of complex rhythms.
We chose to involve an artist like Pietrosanti in the design of our naw
company’'s headquarters for a series of reasons. First and forermost, for
the wellbeing of the people who work here, so that every day coming
into the office, they can experience something beautiful and unigque,
something conceived and designed for them and which honours
their work, Secondly, because right from the start it was planned
that the foyer in which the work is housed should be visible from the
exterior and illuminated at night so that it might be enjoyved by the
local cormmunity and enrich the appearance of the city The currently
much-discussed idea of wrban regenerafion is connected, among
other things, with precisely this type of intervention. Lasthy but by no
meaans lass importantly, because our company s owned by the Bank
of Italy, an institution that has always supported culture and the arts.
Feintroducing works of art into architecture, as was done in the past,
could, | believe, result in many noteworthy projects.

Entaring the office, | often mentally thank Roberto FPietrosantt for
the beauty of this work of his which perfectly reflects our company
philosophy. The space comes to life; it is given form and rhythm by
shapes that have been carved out and mounted like bas-reliefs, theair
contours both clean and wvibrant,

Fome 2018

Lntitled 2013,

<hn 170150, acrylurethane

paint on PVC panel

Crvarlesf and pp. T7E-120,
Arrie SIDIEF 201046,
azryiurethane paint

SR by oo
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ALL OVER AGAIN

Marco Lodali

= But | didr't ‘ave nothing to do with it did |7
| was just there for a bit of a laugh. 'Cos whan
it's Friday night and you ain't done fuckall all
waalk, you're knackered and you want a bit of
a laugh. | was queuin’ in front of the club and
that bloke wouldn't let us in and they were all
showir' like mad and shoutin® and one of ‘am
aven yalled let me in or I'll get'em to sat fire to
the lot of yvou, and Fatso there at the door was
tryin’ to look hard... you gotta wait, you gotta
walt, wol can't goin wet..

» Tell me about it | just wanted to get clear
out o' the way. | wanted to tall 'em, go onin, no
nead to fuss, we're just fakin' defending Romg,
we might be armed and all that but we know
thatits all over, that wvou've got to come in with
yver feathers on yer ‘eads and we've to make
way, quiet as mice History's like that. whean
it's no longer your morment you don't play the
hero, don't get all indignant, you just hold the
door open for what's to come.

= Bloody "ell, are you a philosopher or some-
thing?l | done Sunday school and | finished ju-
nicr school and that's it

+ Getorf | don't even know 'ow toread 'niwrite, me,
» And wherg'd yvou get them fancy ideas from?
= When you're born in Bome wou just know cer-

tain things. You look at all tham ruins and you
know right from the start ‘ow it all turn out,

» There ain't no ruins out at Torre Angela, and
| only been up in town two times, with the
teacher at school and with iy mate what stole
a vespa and wanted o drive around a bit,

+ So'ow old are you?

+ Seventean, before, You?

+ Ma, nearly forty, befora.

s Getwhat! mean? In front of the club they was
all pushin' like you can't imagine. It was bed-
larn. And there was music coming out, tututum
tututurn, heavy-duty house stuff.. People was
pushin' in and bustin' moves in the street and
some of 'em were already lashed,

» | don't understand wou. 'rn old.

+ Go oon, you're not that old. My unclg's for-
ty-two and he moshes like he's mental, you
should see it Full of tattoos, he is. Got a pierced
nose an’ all. Makes mea laugh.

= I'm older than him.

= Sorry bout that,

» They came down to Rome, the Pledmontase
did, to snatch our city

» Bleedin' Juventas fans.

+ Qur cormmander, he said: they're abbout to break
through at Porta Pia; us, we'll fire off a couple o



rounds and then up wi’ the white flag itis. won't be
a problem. We'll put on a bit of a show, actlike we're
ina kit of a stew, but just ‘cos that's our role in His-
tory, to be the losars but without losing our dignity:
« | been to Porta Fia. There's a joint there where
the grub’'s good. My auntie took us when my
cousin Luchetto done his confirmation. | remerm-
bar that statue of that soldier what's running. A
statue what's running, give overl Makes me laugh.
Why you bleedin’ running if vou're a statug?

» Thebersagliere |t was him wot shot at us, sod ‘im.
= We wasn't being serious neither. S'not like we
really wanted to break the door down, it was just
to make a bit of noise, 'cos it was cold out there
and we didn't want to hang about doing nothin’.
That's all it was about, innit.. just to feel a bit alive
"Zos some days you feel half dead.

» You get sad, don't you?

= |P's almost like you don't axist, like yvou're there,
in the middle of Rorme, in the middle of the world,
but you don't exist. You're like the pong from a
bus or a fry-up, stuff that just blows away 'cos it
don't weigh a thing.

+ But then there are the good days. Mot many, but
there are some.

= Mot many. When | saw my mum happy. When |
got a call tellin’ me to get down the market and
unload some stuff and they gave me a couple of
ok and my mum was happy ‘'cos | wasn't just
Ivin' in bad

= Whan my old girl loved me She was beautiful
that morning, my old girl, she said tomorrow lifg'll
e different, it all be better, vou'll ses.. and she
gave me a propear smacker,

+ | got a smack in the face instead, and | didn't
‘ava nothing to with it, iInnit? He was bleedin’ enor-
mous, had a black t-shirt on, bouncer's t-shirt,
face like fuckin' thunder. He took two steps for-
ward right in the middle of all that pandemonium
and punched me right 'erg, on my temple. | didn't
aven want to goin, did 17 I'd got fed up, another
five minutes and I'm off home, | thought,

- Whereas me the bersagliere got me'ere in the

chest, Just took one shot, It was a nice Sep-
tember day, one of them when vou actually
think things can be good. | touched my chast
and my uniform was covered in blood, my
‘ands weare all red.

= | justsaw black, and after the black | was 'are.
» What's your name then?

= Zan't remeamiber,

= Me neither,

+ Life's over, 5o now we're dead what 'appens?
» Wa stay ‘ere for now. We wait.

» Anyways, | didn't ‘ave nothing to do

= But maybe | did. Dunno.

Eeliove mea, we ain't missed nothing special.

+ P’haps you're right.

An emply tram passes and staps right in front
of the hwo dead men, the Papal solaier who was
Lifted an 200 Sentember 7570 and the lad who
was kiffed fast night in front of a nighiclub in Tes-
taccio The tram driver feans out of the window

« Come on, Climb on board.

< And where's it you're takin’ us?

< We're goin’ to get you back in. Corme on, ' in
a hurry | got another dozen of wou to pick up.

+ But back in‘ow? Just the same as before?

- Mot exactly the sameg no. Different The same
bt different.

sle it worth ity

The tram driver shrugs Ais shoulders as ifto sav:
see what vou think

The soldier and the lad exchange doubtff
giances. Then the vounger man gives the other
an affectionate shove.

+ Let's go, comea on.

« Ohalright then, lets go.

The two of them baard the tram which resumes
fts journey down the broad avenue.

Rorme 2017



Progette SIDIEF 2008,

Chn 100140, acrylurethane paint on
canvas-lined PVC panel.

SIDIEF Collection

B2 Funtoe 3 Ceno,

portraits of the actors: Luca
Zingaratti, Gigi Proietti and Emnanuele
FPropizic

B3 Funtoe 3 Ceno,

Robearts Piatrosant and Marcos Lodoli




Untitled 2077,
i 140100, acryiurethane paint on

ntitled 2008,
<hn 140100, acrylurathane paint <n
canvas-lined PVC panel

canvas-lined PVC panel
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PORTAL, 2016

sala DELLA MEMORILA, PALAZZD ESERCITO, ROME

Cormmissionad by the [talian Army's Chief of General Staff,
Ligutenant Genaral Danilo Errico, and designed by the ar-
chitect CarloMaria Sadich and Roberto Pietrosanti, the Sala
della Memaoria [Remembrance Room] was inaugurated
on 12t Novermnber 2016 and is dedicated to the memo-
ry of military and civilian personnel who sacrificed their
lives while participating in international peacekeeping
missions. The stainless-steel portal, designed and craft-
ed by Roberto Pietrosanti, is inscribed with a phrase at-
tributed to St Augusting: "The dead are invisible, not
absent. Their eyes, filled with glory, are fixed upon ours
which brimn with tears”.

Rorme 2018

Creatleaf,
Paortala 2014,
chn 300x150x 70, stainless steel












ntitled 2008,
<in 125150, pins oh canvas
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ntitled 2018,
<N 100X 90, acrylurethane paint
ol canvas-lined PVE panel

P 1585, 198, 195
Colonna SORGEMLA 2077,
i R200X120, painted steel

B 197,
Colenna SORGEMLA 2017, rcdel,
cin 120x2, cardboard, PWVC

. 2000
Colonna SORGEMLA 2077,
Chn 300xa0, black patinated coppar




SORGENIA COLUMN, 2017

Glanfilippe Mancini

We liva in an age of profound change of great threats and of abundant
opportunities. Consider, for instance, the speed and impact of new dig-
ital technologies and of globalization. Tonavigate such waters success-
fully, itis my belief that today’'s enterprises must continuously identify
develop and communicate a unigue sense of meaning - in other words,
their unigue perspective and their unique rarson d'étre, the values and
significance for which they wish to be recognized by their clients and
oy the society within which they operate

And art and artists, | believe have always dong pracisely this: thay
communicate, in the most direct and powerful way we know of, the
rmeaaning of things.

Energy and technology have always been the pillars that support and
elevate our civilization. But in Roberto Pietrosanti and his "Column® we
hawe, abbove all, found an expression of our unigue new meassage, which
regards digital energy and our company values. Bacause this column,
which Pietrosanti has recouped from an installation that featured maod-
arnruins scattered among those of ancient Rorme in the Barberini Yine-
wvard on the Palatine Hill, symbolizes very effectively the recovery and
relaunching of Sorgenia, effected with great energy over the space of
just a few years. And, on an iconic lavel, it points Sorgenia towards a
future formed of sustainability and innovation.

Milam 2018










Lintitled 2003,

<N 125150, pins oh catvas.

Private collection

Chvarlaaf,

left, Untitled 20104,

< 1B0xX25, pins on canvas
rigiht, Urntitled 20104,

< 1B0xX25, pins on canvas
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"Painting after Postinodarnism”
Reggia di Casetta, Caserta 20708,
Untitled 2074, cm150x125, pins

SN CANVaS

Chvarlaaf,

left, Untitlad 2017,

< 140100, actylurethane paint
ol canvas-lined PVC panel

rigiht, Untitled 2017,

i 140100, actylurethane paint
ol canvas-lined PYVE panel.
FPrivate collection

e 214-215, Gallerie De Crascanzo
2 Viast, Roma

Intitled 2004,

polvptech, chn 200x270,
acrylurethane paint

ol canvas-lined PVE panel

210




23

212



o+




Lintitled 20107,

palvptwch, crn 120x700,
acrylurethane paint
oh canvas-lined PVE panel
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"BAGT Booooni Art Gallery, Booooni
Untitled 2007,

Univer sity, Milan 2017,

Untitled 2013, Chn S0x5 0, acrviurethans paint
chn 400x300, aorviurethane paint oh canvas-lined PYWC panel.

oh PYC panel Private collection
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but also towards us. A stark and exemplary specimen of a fecund form
of twenty-first-century pathosformed, Pietrosanti’s VWas Crucis asks o
e observed intensely and engagedly breaking open the closed tri-
angle of aesthetic immanentism: the artist, his worlk, the viewer In
the work of those, like Pietrosanti, whose senses are sharp enough to
detect its intellectual vibrations, space-time here on Earth has secret
passageways, threads of continuity and oscillations that connect the
before and the after - the primeval and the future yet-to-come - ina
pattern of relationships and genetic exchange linking the physicality
of rmaterials and the breath of the spint that animates therm, thanks to
which the work of art represents not {or, in this case, no longer’ the
result of an aesthefic resclution, but theremainder - verifiable and am-
braceable - of a process in act. In other words, a dynamic remainder,
simultaneously imbuad with ancient past and future. Pietrosanti lives,
suffers, observes and hears the wail of that which is alive beyond and
within hirmself, and he beagins to dig. And the superficially rugged art
that is the fruit of his oscillation between intellectual contermplation
and sculptural reframing has no need to olbjectify itself as a "figura”,
not because it pays homage to any sort of abstractivist intellectualism
but because it speaks, with great naturalness, the language of trans-
figuration. In this sense, the scratches and the arabesques on paper
that make up the surprising polyptych (which anyoneg endeavouring to
apply the coherency of a narrative order to their reading would think
acts, independently, as the "fifteenth station” [of the cross] on an inner
journayy reinforce the sense that what we have before us is a deliber-
ate wisual short circuit, activated by an artist who is capable of giving
ohysical form to works of non-art skinned, at this point, of any super-
ficial glarmour. The specificity of Pietrosanti’s art lies in its being made
of transfigured materials, materials/valves that act as a skeleton key
inspiring and unlocking thought images located somewhare betweaan
the fleeting sorrow of that which is human and the seamingly impas-
sive guasi-eternity of nature. Because, for those sensitive to life's knot
of celestial and subterranean roots, it is materals that break through
onto the inclined plane of reality, as a sort of revelatory energizer of
that which, for most of us, usually remains hidden from sight.

Genoa 2018

Untitled 2005,
Chn 1eEx228, mixed media on paper.
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ntitled 2077,

diptweh cm 1001280, scrviurethans
paint on FYC panel.

Private. collection
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Crearlaaf,
Lntitled 2008,
chn 25x35, mixed media on paper

. 230,

Castello di Rivara 20%, Mon avere
tirnote, Campana 207,

chn Soxal, black patinated bronze
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NON AVERE TIMORE

Croject in collabaration with Giovann! Lindo Ferretti

With images by Leonardo Aquiing

Mo avere Himore [Fear Mot] is a work that was
born of an idea of Roberto Pietrosanti's which
evolved into a conversation with Giovanni Lindo
Ferretti on the theme of the Annunciation Ac-
companying these nine months of work, the pho-
tographs of Leonardo Aquiling captura the throb
of nature, the mute dialogus of men and animals:
poriraits, actions, relationships, landscapes.

[z it possible to create a forrm of visual represean-
tation that is unrelated to the imagery that has
nourished Christianity over the past two millen-
nia? YWe are at the root of the mystery of the
Incarnation; an eternal instant, just before the
Angel declares, "Fear not”. What is fear? How
can itbe visualised? Here, then, we see theidea
of a richly textured iconostasis taking shape, to
separate and divide the axhibition spaces. [t will
take nine months of work to define and make of
itawork that fuses beauty and alarm: arabesqus
filigrees of firearms pierce sheets of stainless
steel shaped like fourteenth-century friptychs,
FPigtrosanti and Ferrettl investigate that eternal
instant in which a voice changes the destiny of
mankind: a pause, a light bresze. Mothing will
aver ba the same. Scribbled notes dpublished in
the limited-edition art boolk that accompanies
the exhibition fly back and forth between the

two of thern, handwritten, passed from one to
thie other with shy apprehension, giving a sense
to the making or the interpreting of that which
is potential and asks to be accomplished.

AL the heart of the Tusco-Emilian Apennines,
in the village of Cerreto d’Alpi, in a wood-lined
room smalling ofresins and wreathed inspirals
of incense like a mute prayer (one of a group
of cells belonging to a hardworking and ab-
botless community of harmits) tens of thou-
sands of pinheads combine to form a swirling
rmark. Shining traces of the granular jewellary
that was born and died alongside the myths
of peoples on the march, across the steppes
of Asia, following the sun, westwards, Opague
maps in code for those who will one day
navigate by starlight but have already beean
warned, On the back of the canvases, hidden
from view but looming, interminable spikey se-
guences, lagions of pins, waiting for the breath
of wind that will shake sound from them. A
latent sound that has the power to destruct,
by means of implosion. A soft sound that be-
comes words of reassurance: "Fear not™,

Then that which must happen... happens.

Rore/Carreto Alpi 2016
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NON AVERE TIMORE

Camilla Balki

The stony of the time ah abstract artist went to ask the father of takan
Ltk mousic what he thought of ane of the great mvsteries of the Chris-
Han faith.

Itisa bitterly cold March rmorning, the sky bright and clean. | am in Car-
bognano a little village with two thousand inhabitants, a smudge of tu-
fa-stone cottages in the violently thick, lyrically pagan green of the Ro-
rman countryside. A place in which time seerms to stand miraculously still.
A termnporal - and also spatial - paradox As | watch tractors edging
their way through the medieval lanes, | think how extracrdinary it is
that| am only half-an-hour away from Rome, from the lavish, chaofic,
papal wrbe, and how radical Roberto Pietrosanti's decision has bean to
set up his studio hare in what was once the lord of the manor's grana-
ry, a tall stone building with copper-framed windows that absorb and
gleam in the hesitant winter sun. | close my eyes to better visualize the
frozen velocity - now throbbing potential - of his works, and | redis-
cover it herg, in this patch of land that seems govarned by distant and
inscrutatle cosmic rhwthms.

Carbognano has taught e that, to paraphrase Manni Moretti, olaces
matter. That to observe a work of art in the (again) temporal suspen-
sion of the whiteness of an art gallery (the uncontestaed monarch of the
artificial realm of the art worldd, is to see but half of it

Had | not rade this little secular pilgrimage, | doubt | would ever have
used the time allotted to this interview to talk of the things one never
mentions: silence God; a muddled but unbending faith in art; the fear,

The artist's studic

Pravicus page,

Men avere tirmnore,
lconostasl, 2005,

chn 200x150, stainkss steal
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the profound insecurity that our era, its woices and its socdal rituals
ormbard us with until they seep into the soul. That instinctive need o
search for a truth, a single prirmordial Voice, amid all this nolse. Prob-
ably, | would never have truly understood the motivations underlying
Mon avere Himare [Fear Mot], for that is our subject here,

Anartistic project that resembles this little village in Latium, in which
assorted eras and stories interweave to form complex patterns, com-
posing a dreamlike and intensely spiritual sceng, frozen in time - a fime
that is abstract and hazy vet endowed with the urgency of an aevent
The first of these stories, the story that gives the project its name, is
one you all know: ong day a day just like any other, two thousand and
nineteen years ago, a girl from Mazareth finds out shelis pregnant. That
day along with the terror in the eyes of yvoung Mary (foraver imprintad
in BEurope's collective imagination in the aborupt acid colours of Lorenzo
Lottad, western civilization was born. It was born with an angel’s meata-
physical assurance, which to Mary's ears must have sounded like words
of encouragerment and, simultaneously, a challenge: fear not.

It is a notable starting point, an amibitious, sacrilegious, almost insane
ong in an era in which metaphysical questions and the austere soli-
tude of religious introspection {paerhaps overly disguieting in the ayes
of the art market) seam utterly faboo But Pietrosanti is no mystic. He
is, rather, one of the last great classical artists and, as such, chooseas to
confront a theme beloved of the very greatest of arfists (Fra Angelico
and Simong Martini among themd;, he chooses to seaek an answer to a
guestion that obsesses him both philosophically and, above all, from
the artistic point of view of materials and structure.

Ahat is it fike, the voice that inspires belief in a truth, however
absurd, a voice before which fear evaporates, worldly voices are
muffled and that which we truly are (that which, alone, can per-
haps save us) ripens within us?

Fietrosanti takes this as his starting point, exploring that voice as
though it were a medium like any of the others emploved in his work
but, this time, invisible.

It is, from this point of view a piece entirely in keeping with the overall
aesthetic of his ceuvre: a complex balancing act involving materials
and form; an impassionad but entirely lucid exploration put to the ser-
vice of the forrmer in order to reveal the latter; a quasi-Flatonic search
for an efdas that will turn out to be the only possible erdas for that ma-
tarial, for that place, for generating that space an art which is mind at
the senvice of the body of things and thatis, initself, both a revelation

fone might say that in this sense, the theme of the annunciation has
always been present, hidden between the lines of Pietrosanti's surfac-
253 and a narration: an exercise rigorous and instinctive, artisanal and
hermenautic,

The difference is that here the gpistermological scope of the operation
- wvia which the material discovers itself to be form - is openly declared:
the search for that Yoice is, once again, & search for the object’s inner
truth, but this time it must divest itself of “secular” immanence and of
any neutrality in its accompanying imagery: it must, instead, confront
the entire history of Western thinking and that tradition’s most com-
plax questions, resulting in an image that will therefore be both abso-
lute and contingent, immensely personal but universal, complete and
still-evolving, still but tense.

The project’s fascination derives, | believe from an extraordinary faith
in art's capacity to clarify things (a provisional, purely emotional, barealy
tangibble and possibly quizzical clarity, but clarity nonetheless), its ca-
pacity to throw light on the &g things inlife. 1tis a blind faith - willfully
so - in the practice of art and in the artist’'s instinct which urges that
practice on, well bayond the limits of the rational and of the utterable,

Robaetrto Petrosanti and
Giovanni Lindo Ferratti
Triennake, Milan 2072
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Mon aveare timnore
Triennale, Milan 2012,

in other words, beyond the sodally acceptable, fearfesshy abandoning
all safe harbours Qultirmately, Pietrosanti tells mg this is the great lesson
hie has learnt from Maryy and surrendering itself to the complaxity of
desp insights, to which it attempts to give visible form.

Thus Fietrosanti decided {or perhaps discoverad, following a hunch)
that this was work he would do not alone but together with one of
the fathers of [talian punlk, the forrmer frontrman of CCCF and CS1, and
much more besides, Giovanni Lindo Ferretti. | won't pause to tell the
story of a collaboration that has also, and abbove all, marked the birth of
a friendship, a collaboration that has led to some radical, preposterous
choices, such as Fietrosanti’s dedision to move, with the photographer
Leonardo Agquiling, to Cerreto Alpi, a tiny village in the Tusco-Emilian
Apennines, and the two years spent there in a monkish setting miles
from Rore, miles from his family, to the bewilderment of friends and
art dealers, in almost total solitude, in the ascetic, eremitic company of
Farrett | wor't talk of it because | don't want to slip into voyeurism,
and because | believe that it is, sometimes, better for narrators (even
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ntitled 2018,
Chn B0X100, acrylurethane paint on
PYC panel
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Untitled 2008,

< 140100, actylurethane paint
ol canvas-lined PVC panel. Privata
collection
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Auyralic Amaendok 20%,
Roberts Pietrosanti, portrait
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BIOGRAPHY

Born in L'agquila in 1967, Roberto Fietrosanti moved to
Rome inthe late 1980s, immediately embarking onan
intense programime of exhibitions in taly and abroad.
The musical trrining that preceded his career as an
artist has left its mark in the compositional rigour and
the use of "an alphaket of few recurrent formes, almost
asthough they were the seven notes" (Ada Masoera)
that have become defining characteristics of his worls
His sarly worl focused on space and its constituent
alements. In classical, crystalline and simultaneoLus-
v radical proposals for an assthetics of "enginserad
air", wires stretched out to explore the ambient space
three-dimensionally, surfaces were scored with fur-
rows oF self-sufficient lines that probed their own
depths almost as though retracing patterns lost, in
an intense dialogue between surface and volums (K1
Guadriennale, Rome 19967,

Fietrosanti's artigic journsy has taken place within a
world of rigorous monochrome, expanding to address
architecture, The spaces redefined in his waorls are of-
ten transformead inte microenvironments which, from a
structural point of view, possess the brazen confidence
of vast Roman vestibules From 1999 ornwards this line
of research evolved into a series of interventions regard-
ing major architectural projects, and in 2000 he won the
cormpetition for ideas for the redesign of Fiazza Augusto
lmperatore in Rome. In parallel with this, Fietrosanti has
also workced on a series of projects for the theatre and
contemporany dance,

"For Roberto Fietrosanti, architecture is more than an
interast, it iz an attitude, a vocation. Because the act
of exhilkiting is, for this artig, not the demongration of
something bt the act of interpreting a space” His ool-
labomations with architectural studios have included the
creation of 3 monumental waorl in Favenna - a project
undertalen on behalf of the Compagnia del Frogetto
working alongside the architects Franco Furini and Cado
Maria Sadich, curated by and under the artistic direc-
tion of Francescoe Moeschini and A48 M. Arte Architettura
Moderna. Worls is currenthy underway in Rorme on his
Winning project for the Menosoit cormpetition, with the
architect Efisio Fitzalis.

Subsequent projects have included the architectural
installation - a small structure in stone - with which
he participated in the major international exhibition
Monochromos o Malewvich af presente (Museo Macio-
nal Centro de Arte Reina Sofia, Madrid 20047, He was
also invited to axhibit at the 10% adition of the Venice
Architecture Biennale.

280

In 2008 he presented Azl bignoo at the Roman gal-
lery A AR, Arte Architettura Moderna, a solo exhibi-
tion curated by Ada Masoero, Francesco Maoschini and
Wincenzo Trione,

He has made various sorties into the world of industri-
al design, including an exclusive project for Alda Fendi
- a sculptureflame in opaline Perspex.

In 2008 he participated in the Confings exhibition at
the VAR inValencia, with a large-scale sculpture which
isnow part of the museum's permanant collection.

In September 2012 he complsted an important instal-
lation on the external steps of the Ara Facis museUm
in Rome: a caverndgrotto carved out of a sharply geo-
metrical monolith.

In 2013 he was invited to participats in the exhibition
Fost cfassicl, which was curated by Vincenzo Thione
and occupied the archasological area of the Roman
Forum and the Falatine Hill, where he constructed a
site-specific installation in the Barlbeerini vineyvard comr
posed of eight metallic columns, almost as though
they wers the ruins of a future civilization.

Artracted to mutual cortaminations and dialogue be-
twean the arts, in 2014 Fietrosanti began a collabo-
ration with Giovanni Lindo Ferretti, which dewveloped
into a project entitled Mon avere timore - the fruit of
an intense and impassionad dialogue regarding the
theme of the Annunciation. The resulting exhibition
toured Italy and, having been shown in Rome, Rivara
and Pistoia, concuded in 2018 with a memomable edhi-
bitionperformance at the Milan Triennale.

In 2018 he created a perrranent immersive space/in-
stallation for SIDIEF, a sculptural rermoed elling of the en-
trance foyver of the company's headguarters in Rome.
A powerfully metaphysical space, the writer Maroo
Lodoli chose it asthe location for "Purto e a capo”, the
short film starring Luca Zingaretti, Emanuele Propizio
and Gigi Froietti which was presented as part of the
TFame dautore series at the 2017 Festa del Cinerma in
Rorme.

N 2017 Sorgenia commissionad two largs sculptures: a
twelve-rmetre column in galvanized stesl, to stand out-
gside the cormpamy's new Milanese headguarters, and a
blackensd copper colurmn for the building's board room.
Far his 2018 solo exhibition Soinaviurm, at the Muova
Pesa gallery in Rome, Fietrosanti presented a new se-
ries of brass panels, burnished, hammerad and emioel-
lished with spiloy barbs, arranged to form an inenss
Yia Crucis inspired by the worl of the post Massimo
MMorasso.




ntitled 2018,
<N 100X 90, acrylurethane paint
ol canvas-lined PVE panel
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