[image: image1.png]ARTOPIA
GALLERY





Thrusday November 20, 2014 at 7 pm
artopia gallery is pleased to announce
LUCE COATTA 
dischiusure
     isabel banal  | antonio catelani  | paolo meoni | curated by saretto cincinelli
Under the oxymoronic bent of its title, Luce coatta: dischiusure seems to bring together works of distant artists like cardinal points, but actually rests on a sort of common attitude that each of the artists shares, albeit remotely, with the Preferirei di no ('I would prefer not to') of Bartleby the Scrivener
. This is the employing of ‘negations’ which however are to be understood by paying greater attention to the original duplicity of the gesture on which they are founded rather than their negativity itself: negations which paradoxically announce instead of interdicting, or, more precisely, promise by means of their very interdiction.

Instead of expressing meaning, Isabel Banal’s work seems to stand guard over it, to keep it in reserve, as a seed – the central figure of her poetics – contains potentially a fruit to come. In the series Sense revelar, the artist tends to empty the consubstantial assertive power of every expository formula, through a gesture that we could define as  “unwilling”, which by drawing back both gives, and, at the same time, puts in reserve a void that holds a new possibility for a gaze. Disappointing every expectation, Banal presents, in fact, not the pictures taken during her various excursions in Garroxta, but the simple roll films that bear witness to her trips: surprised by what is “displayed out of sight”, we thus witness a stripping down of the work which is however unconnected with any iconoclastic intention. The depiction of the image here becomes the image of the depiction that undoes every traditional idea of exposition; being on display is not thus the visibility of what was formerly hidden but its invisible potentiality. The indifferent-difference of places that’s have been consumed and made interchangeable by the “tourist’s gaze” reverberates through the almost-identity of works that differ through minimal and unessential variants (the quantity of rolls displayed in each frame, the colors and lettering of their brand labels, the “uselessly” precise captions): visually comparable to unused roll films, Isabel’s exposed (but not developed) rolls seem to lead us away from the work to its not-yet. With this work the artist does not want simply to communicate something to us (about the commercialization or stereotyping of the landscape of Garroxta) but to transform the exhibition into an empty donation, capable of referring us ceaselessly back from the absence-of-the-landscape to the work and from the absence-of-the-work to the landscape. Banal’s roll films gather up and keep on hand all of that which is no more and disclose that all of that which is not yet. Hinting at what appears in its very effacement, the negative genesis of Sense revelar thus introduces us to an idea of presence that is not in radical opposition to absence but instead seems to form its shadowy face. 

Unlike the place, the landscape is not composed of things but is only a figure, “the manner with which modernity” – Farinelli writes – “conceives the world under the form of place, therefore a representation that obeys a relationship of an iconic kind”
, a mental image that does not show but hides, a sort of mask invented by man in order to tame nature. The very notion of landscape was born, as von Humbolt reminds us, in painting, as a pictorial composition. Every view amounts to a representation orchestrated around a central viewpoint, that of the observer, constructed for him and around him; it is, thus, a confirmation of the centrality of the self. If landscape is a form, a composition (compositio as Alberti said writing of perspective) ordered and superimposed upon the world, upturning the landscape or deconstructing its stereotyped vision, as the artist does with Sense revelar, it becomes a way of liberating the visible, reopening the games and reinitiating the movement of knowledge. "El rodet no revelat funciona com una negació de la imatge i un contenidor d'experiència". 
 The exposition of the simple roll films of Sense revelar, establishing itself as the freezing of freezing captured by every photograph, invites us to undertake the backwards journey that from the work takes us to its before. Based on the suspension and enchantment of communicative devices (put on display made to shoot literally “empty”), Isabel Banal’s work, while renouncing any translation into clear propositions, frees up a seduction capable of “sending off on holiday the hypostasis of meaning”. They are not mere vehicles, they do not make the presentation of... but show a “coming into presence” (Nancy) that, like a permanent inchoative, contain a deferral and a differentiation of that very presence.

Appearing as empty donations, they place us before a suspension of meaning the leads us to subject our very modalities of reception to an explicit curve. In the unpublished series Polaroid, 2014, Paolo Meoni does not look to capture a fragment of reality but the photographic image of its very making. Calling upon that hybrid technology called instant photography created by Polaroid in the 1970s, the artist intervenes prematurely during the development of the image to show us, après coup, what we might define as the interim of its material genesis. The edges of the Polaroid are cut away by a pair of scissors, thus separating what had been joined to bring about the instantaneousness of the development process, and opening up and peeling away the image-result to bring to light its previous state. The artist then flips over the recto of the two parts and lays out their verso in a single frame. In this way he displays the inside of the split photo

in two specular sections that represent two stages of its development. The result is an abstract diptych that, depicting a composition of shadows, outlines and silhouettes of various tones, constitutes a sort of chōra or matrix of the image to come. Different from the point of view of the genesis but not too distant in the visual effects is Video # (2013), a work that features the enigmatic evidence of images that seem to contain a potential of indetermination that evades all comprehension. A narrow strip of luminous blue, perfectly defined or out of focus, which somewhat recalls visually a Barnett Newman painting, cuts through the center of a black screen, like a shimmering zipper in constant movement. Here, as in Polaroid “the movement of showing and hiding of things” seems to have lost “all directional force” (Blanchot) and the work seems to presuppose the possibility of a 

reversal of viewing that is transformed into fascination. Despite appearances, the video has not undergone any sophisticated digital procedure, there is only the discovery and the selection of bold and unusual framing: that which appears as hypnotic flux of “abstract” liquid images, animated by a variable speed and by varying brightness that can occasionally change towards white or red, is, in fact, ‘simply’ a screen that – in turn – receives a projection; a thin screen shot not from the front but with an inventive lateral framing. It is this partial view, a sort of anamorphisis up to a point of no return, which reduces the image to a pulsing strip of vertical light. To make the work, or rather to nourish Meoni’s work is thus ‘simply’ the recording of changes in the framing, of the rhythmic variations of light and color of the film projects on the screen recorded by his video camera. 

Over the years the artist, who has accustomed us to the contaminations and encroachments between disciplines, of video and film, analog and digital, has become the artificer of an image, stubbornly aimed at bringing every interpretation back the fertile ambiguity that constitutes and founds it, an image that lives off an intrinsic duplicity and often shows itself in the second degree, since it does not spring from the capture but from a work of restitution of a preexisting image. It is this fertile confusion between two diverse regimes (the image of reality and the reality of the image) to dissolve obstinately any possibility of final interpretation of his works.

As summed up by Elio Grazioli, Paolo Meoni “works at the same time on the before and after of the picture; he does not capture the moment or fix it in space, rather he multiplies them, he concentrates them and enlarges them,  he empties them and strengthens them together”. Through an enigmatic and, so to speak, ‘improper’ use of the scanner, of the out of focus, of the framing... The artist each time places emphasis on the processes of the genesis of the work and/or on the materiality of the various tools (photographic and video) more than on the image conveyed through them, therefore on the options that demand a different syntonization and focalization of our gaze and of our reception.
To stay rigorously on the margins of paintings and sculpture in order to work the borders means to inhabit strategically a heritage to disorient it from the inside. This is the perspective in which, from his debut, Antonio Catelani has positioned himself; his work has established itself among the most important achievements of Italian art in the 1980s. On this occasion the artist is presenting a sculpture Twisted (2010) and several paintings entitled Abwesenheiten in preuβisch blau, recent parts of the larger cycle Assenze, begun in Berlin in 2008, examples of a “meta-painting subject to the law of gravity that tends to objectify itself to the point of suppressing, through a metonymic function, the distinction between material and image"
. Oil paintings on canvas, which seem to indicate the center ground of the work in a precise disciplinary field but in which one nevertheless notes a substantial slipping of scope made possible by the employment of a technique borrowed from printing. The coat of color applied by means of a silk-screen, a process used by Catelani since 2000, in the end leads to the depersonalizing of the gesture and to the disappearance of the texture. They are works that indicate a substantial turn to the monochrome that the artist “applies to the precarious border between the image and objectification of the frame”. Prussian blue is a highly unstable color, destined to chromatic change and to oxidation. “The chemical composition of iron and cyanide produces a very particular blue, which in sunlight changes color, taking on an shiny aspect and in the end returns to its original ferrous state, literally rusting”. These paintings that interject into their interior a certain dose of instability, and contemplate a potential metamorphosis, are born blue, and without any intervention or control by the artist, over time tend to oxidize and take on in some places a reddish-brown hue. In Abwesenheiten in preuβisch blau “the rest of the physical-pictorial frame is pushed to the point of touching the painted surface, an act that instantly shifts the attention of visual and tactile spheres”. The blue ‘monochromes’ thus set out with “incisiveness the absence, the inconsistent and negative trace of a doubtful act”. The negative imprint that one notes on the canvas is therefore “the only concrete evidence that something happened”, which bears witness to contactz and moreover makes an image, appearing as a trace-of-a-non-event, the tangible sign of a passage. As George Didi-Huberman terms it, “Pour qu’une empreinte de pas se produise en tant que processus, il faut que le pied s’enfonce dans la sable, que le marcheur soit là, au lieu même de la marqueà laisser. Mais pour que l’empreinte apparaisse en tant que résultat, il faut aussi que le pied se soulève, se sépare du sable et s’eloigne vers d’autre empreintes à produire ailleurs; de lors, bien sur, le marcheur n’est plus là”. In these works as in the series Limen (2010), the tactile and tautological repetition of the canvas border “marks the border in which painting arranges itself and through tractions and releases makes manifest the tension of the pictorial frame in its entirety”. In the installations Turnturm and Twisted, proposed in 2010 to the Italian Embassy in Berlin, it is the frame, generator of volumes and voids, that establishes the third dimension. The sculptures, composed of elements in black cardboard and metal parts, despite their solid image, are formed by a thin, hollow body that refers us back to the two-dimensional frame that generated them. The provisionality of the bonds which in the artist’s work have always united one element to another has found in the use of metal clips a perfect metalinguistic depiction, for thanks to these, the possibility of change is innate in the very nature of the binding agent without which the artwork would simply not exist (it would be reduced to the state of its constitutive materials). The metal clip that, materially, supports the sculptures therefore functions as a kind of tacking, a binding which, to use the terminology of Derrida, also produces in the stricture the effect of a contemporaneous de-stricturation. This logic of a double movement, explicitly treated by the artist, by means of its irreducible undecidibility suspends every binary opposition that is seen as mere juxtaposition, and induces us to think, instead, of the unthought of binding that leaves open a relationship of ab-solution. De-construction always implies for Catelani “a memory of provenance, of collocation”. That which the artist puts into play is therefore a digressive thought and at the same time one that is regenerative of the specifics of the discipline. 
Inaugurating a territory of perhaps, which resists any attempt at summing up, the works of Catelani, Meoni and Banal open by closing and close by opening, or, we could perhaps more precisely say, suspend inside themselves the concepts of opening and closing, of the hereafter and the here and now; by referring us back to what spills across them, the appear at the same time as themselves and others, as ended and unending. What makes these works possible is, paradoxically, that which introduces into them a principle of insatiability that compromises neither their identity nor simplicity. An apparently unresolvable impasse, turning itself inside out like a glove, is transformed into an opportunity that allows the works to free themselves from their purity. This is, moreover, the only possibility that they have to open themselves up to a future that is not already perfectly foreseeable, to the possibility that their realization becomes a reality but is not used up, but is preserved inside, like the trace of that which animates them and gives them existence. 

                                                                                                                                           Saretto Cincinelli
* Luce coatta è la traduzione italiana di Lichtzwang , una raccolta di poesie postume, lasciata in forma di manoscritto dal poeta Paul Celan
Isabel Banal (Castellfollit de la Roca, 1963). Vive e lavora a Barcelona e Abella de la Conca. Laureata in Belle Arti nel 1986 all'università di Barcelona. 

Dal 1990 insegna alla Escola Massana, Centre d’Art i Disseny, Barcelona. Recentemente ha ricevuto una borsa di studio all'Accademia di Spagna a Roma (2013-2014). Fra le mostre personali e collettive ricordiamo: The pop up. Proyectos becas. Accademia spagnola, Roma, 2014; Isabel Banal, Via lactea, (Blanc sota negre: treball des de l'imperceptible/5), Arts Santa Mònica, Barcelona, 2014; La guerra che verrà non è la prima, Mart, Rovereto, 2014;  Biennal de Girona, Casa de Cultura, Girona, 2013; La maleta [blava] de W.B, Portbou, 2011; Territori Lleida, Centre d'Art la Panera, 2010; Querformat, Kunstverein Tiergarten-Galerie Nord, Berlin, 2009; La palabra es el hilo, Galeria Arcimboldo, Buenos Aires, 2009; Frágil, Galeria Estrany-De la Mota, Barcelona, 2007; Moments & Monuments (projecte de 22a. Barcelona), Centre d’Art La Panera, Lleida / Fundació Espais Centre d’Art Contemporani, Girona / CCCB, Barcelona, 2005; Allez, Centre d'Art Contemporain, Saint-Cyprien, 2004; Rumiant, Espais, Girona, 2003; Catastrofi minime, Man, Nuoro, 2003; Sense Revelar, Espai Zero1, Olot, 2002; Una Cambra Pròpia, Museu d’ Art, Girona,1999; Solstici d’Hivern, Galeria Berini, Barcelona, 1999; En els límits de l’infinit, Espais, Girona, 1995; Aglomerat, Galeria Artual. Barcelona. Paesaggio di confine, Galeria Schema, Firenze, 1994; Isabel Banal-Jordi Canudas,Galerie Denise Van de Velde, Aalst,1993; Scenari de transito, Fortezza da Basso, Firenze,1991.
Antonio Catelani (Firenze, 1962). Vive e lavora a Berlino. Laureato in Belle Arti nel 1985 a Firenze, nel 1995 vince una borsa di studio della Akademie Schloss Solitude di Stoccarda. Fra le mostre personali e collettive ricordiamo: Serie Blu,  Künstlerhaus Palais Thurn und Taxis, Bregenz, 2013; Catelani, Guaita, DeLorenzo, Kunstverein Art Bludenz, Bludenz, 2013; Arte torna Arte, Polo museale-Galleria dell’Accademia, Firenze, 2012; Rapporto confidenziale, Museo Pecci, Milano, 2012; Dialogos, Assab One, Milano, 2011; Zeigen. An Audio Tour through Berlin by Karin Sander, Temporäre Kunsthalle, Berlino, 2009; XV Quadriennale d'Arte di Roma, Palazzo delle Esposizioni, Roma, 2008; Verbinden, Galleria Maria Grazia Del Prete, Roma, 2008; Il tempo delle trasformazioni. Arte Europea dal Centro Pecci, MoCA, Shanghai, 2006; Senza confine, Galleria Continua, San Gimignano, Siena, 2005; La sezione equatoriale, C/O CareOf, Milano, 2004; Continuità 1990-2000, Museo Pecci, Prato, 2002; Abitanti, Palazzo Fabroni Arti Visive, Pistoia, 2001; X Biennale internazionale Città di Carrara, Carrara, 2000; Itinere2: Catelani, Spalletti, Taaffe, Toroni, Tuttle, Centro Arte Contemporanea Palazzo delle Papesse, Siena, 1999; Madreforma, Galleria Continua, San Gimignano, Siena, 1998; Licht, Raum..., Künstlerhaus Palais Thurn und Taxis, Bregenz, 1997; Forma urbis, XXIII Biennale di scultura, Gubbio, 1996; Il corpo del colore, Akademie Schloss Solitude, Stuttgart, 1995; Turbare il tempo, Museo archeologico, Firenze, 1994; Screening, Galleria d'Arte Contemporanea, Trento, 1993; Korrespondenzen, Martin-Gropius-Bau, Berlino, Berlino, 1992; Compresenze, Studio Guenzani, Milano, 1992, Kunst Europa,Una scena emergente, Museo Pecci, Prato, 1991; Kasseler Kunstverein, Kassel, 1991; Die Erste Ausstellung, Kölnischer Kunstverein, Colonia 1989; Materialmente, Galleria d'Arte Moderna, Bologna, 1989; Prospect '89, Frankfurter Kunstverein-Schirn Kunsthalle, Francoforte, 1989; Geometrie dionisiache,Rotonda della Besana, Milano, 1988; Aperto '88, XLIII Biennale di Venezia, Venezia, 1988; Acquisizioni, Galleria d'Arte Moderna, Bologna, 1988; Arte nuova d'Italia, Studio Marconi, Milano, 1987; l cangiante, Padiglione d'Arte Contemporanea, Milano, 1986; Desideretur, Palazzo della Ragione, Bergamo, 1985.
Paolo Meoni (Prato, 1961). Vive e lavora a Prato. Fra le mostre personali e collettive ricordiamo: Paolo Meoni. Volumi, AplusB contemporary art, 2013; L'altro ritratto, MART, Rovereto, 2013; Oltre il pensiero. Quattordici ricerche attraverso la materia, Palazzo Guaineri delle Cossere, Brescia, 2013; Un di, felice, eterea. Paolo Meoni: la grazia dell'immagine, Berchidda, 2013; La magnifica ossessione, MART, Rovereto, 2012; L'evento immobile 2012, Casa Masaccio San Giovanni Valdarno, 2012; 2012 03 Ho fatto Terna! MAMM (Multimedia Art Museum), Mosca, 2012; Déjà Made/Ready Vu – Visioni, Vertigini e Ritorni, Palazzo Appiani Piombino, 2012; L'evento immobile, MAN, Nuoro, 2012; Sei gradi di separazione, Centro Attività Espressive Villa Pacchiani, Santa Croce sull'Arno, 2011; The Wall (archives) #3, Nosadella.due, Bologna, 2011; 32° Film festival mediterraneo di Montpellier, Montpellier, 2010; Palisesti 2010 – storyboard, San Vito al Tagliamento, 2010; Il caos 2 # le migrazioni, Isola di San Servolo, Venezia, 2010; Ragionevoli dubbi, MAN, Extramuros e festival Isola delle Storie, Casa Lai, Gavoi, 2010; Playlist, Galleria Neon, Bologna, 2010; Lo sguardo ostinato, MAN, Nuoro e Casa Masaccio, San Giovanni Valdarno, 2009;28° Asolo film festival, Asolo, 2009;  Urban landscapes, Centro per l'arte contemporanea Luigi Pecci, Prato e Italian Cultural Institute, New Delhi, 2008.
Saretto Cincinelli critico e curatore, nel corso degli anni ha collaborato a Flash Art (Milano) e Ars Mediterranea (Barcelona), suoi scritti e recensioni sono apparsi anche sul Periodico del Palazzo delle Papesse (Siena), Papers d'Art (Girona), Juliet (Trieste), Next (Roma), Titolo (Perugia) e in diversi cataloghi e pubblicazioni monografiche: Tony Cragg formations and Form, BSI Art collection (Zürich), 2006; Daniela De Lorenzo, La Gallera, Consorci de Museus de la comunitat Valenciana (Valencia), 2008; Paolo Parisi, Centro per l' Arte Contemporanea Luigi Pecci, Prato, 2008-2009; Soulages XXI° Siècle, Musée de Beaux Art de Lyon e Académie de France à Rome. Villa Medici, ed. Hazan, Paris, 2012. Fra le mostre recenti: La Guerra che verrà non è la prima, direzione del progetto Cristiana Collu, cura: Nicoletta Boschiero, Saretto Cincinelli,Gustavo Corni, Gabi Scardi, Camillo Zadra, Mart, Rovereto, 2014; L'evento immobile, rassegna annuale promossa dal Museo Man di Nuoro e Casa Masaccio Arte Contemporanea, San Giovanni Valdarno, a cura di Cristiana Collu, Saretto Cincinelli, Alessandro Sarri, 2007-2012; David Claerbout, Mart, Rovereto, 2012; Emanuele Becheri, Hauntology, Museo Man, Nuoro, 2010; Carlo Guaita, Compendio, Galleria Gentili, Prato, 2010; Mark Lewis, Museo Man, Nuoro e Museo Marini, Firenze, 2009; Luca Rento, a cura di Saretto Cincinelli - Elena Volpato, Cairn, Centre d'Art, Digne, 2007.
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