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The Spirit and Significance of C.Ar.D.

The idea of creating C.Ar.D. came about by chance. In May 2012 the
tremors from the earthquake that had hit Emilia Romagna could
be felt, if only faintly, in the valleys around Piacenza, but they were
strong enough to displace the steel bracket that was holding up one
of the two large glass boxes designed by James (Jim) Hyde we had
in our country home in Val Tidone, and so one morning we found
it smashed to pieces on the floor. I was extremely fond of that artwork: it was designed by an artist I loved and who had significantly
influenced most of my work in New York and Milano in the 1990s.
Jim had actually made it in 1996, working in a studio I had found
for him near Rogoredo Station. He actually designed it for his solo
show that had opened my gallery in Corso Garibaldi and then, just
over ten years later, I had bought it back from a friend, a well-known
contemporary art collector who had fallen ill and decided to sell his
collection.
So I wrote to Hyde after not hearing from him for a long time and
he came to Pianello in early July, turned our garage into a studio
and, in just over twenty days, created a huge number of works, one
more beautiful than the next. While he was here, Barney Kulok, an
extremely talented photographer, whose work had already been
included in the MoMA collection, also came to visit for a few days
and we immediately became friends. The village was intrigued and
excited by the arrival of new and eccentric people and fascinated by
that sort of magician’s den that our garage had turned into, where
Jim worked away to the sound of rock music and, so it is said, danced
all alone on the outside lawn as he watched his works take shape.
Daniela and I decided it would be wonderful to continue with and
elaborate upon this experience, getting as many people involved as
possible. We went to New York in November and started working
on projects and meeting artists. After a year’s planning, mainly
spent looking for suitable locations, the project finally got under
way in winter 2013-2014.
The artist began inspecting the locations in the spring to see the
places where they would be working and where their works would
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be displayed, and in August a peaceful invasion of Pianello and the
valleys around Piacenza began.
Fabienne Lasserre was the first to arrive from Brooklyn, because she
was pregnant and had to go back before the opening: with mathematical precision and method, she unpacked her cases to unveil
coloured sculptures with iron cores covered with painted fabrics
and fibres, which have absolutely nothing of the mathematical precision with which they had been packed way, but would certainly
liven up the premises of the Consorzio San Gabriele with extra-terrestrial presences. Jessica Stockholder, who arrived from Chicago
with all her family, took over the Bocciofila in viale Castagnetti,
which had just been altered, based on a design of hers, with a skyblue bowling alley and walls made of diagonal pieces of concrete.
She constructed two site-specific installations for it, the smaller of
which had actually been designed for the magnificent courtyard of
the Castello di Lisignano (Gazzola), where it was later transferred.
Rashawn Griffin, a young and promising African-American artist,
who had arrived from Kansas City and been given a Lambretta by
us, worked on the floor above the Demaplast warehouses in via
Mascaretti during the day, sweltering uncomfortably in the heat,
but then in the evenings he entertained everybody on the stages
of local festivals in his own very imaginative and rather makeshift
Italian that he had learnt studying at duolingo.com
At night-time he used to scare the wild boar as he dashed around
the streets riding his Lambretta. Ezra Johnson had taken over a
small ceramics kiln and kept churning out endless pieces of earthenware that looked like coloured sponges for washing plates. Duilio
Forte set up his gigantic Sleipnir horse along the shore of the River
Tidone, Denis Santachiara covered the very “respectable” and aesthetically proper facade of Pianello Auditorium with a monstrous
yellow face with a gaping mouth that could be entered through a
blood red-coloured tongue and Jim Hyde had turned the Fornasari
firm’s warehouse upside down to create, amongst other whims, gigantic colourful glass boxes that could not be moved.
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Attilio Stocchi had, in a rather elitist way, decided to keep away
from the crowd, taking shelter inside the inaccessible confines
of Rocca d’Olgisio Fortress, while Marco Ferreri got the local kids
from the village to democratically smash and trample on little
coffee cups from the dilapidated old 1970s bar in the Bowls Arena.
The children, who were delighted to be able to smash things up
without being told off by anybody, threw the cups against the
walls and windows with all their might.
As  evening came round lots of people from the village would meet
on the lawn in front of Masarola Farmstead to eat salami and drink
sparkling Malvasia surrounded by Giordano Pozzi’s giant steel and
neon sculptures hanging between the arches of the granary, while
the light bulbs designed by Studio Formafantasma out of bull’s
bladders interacted with Paola Anziché’s dried pumpkins and primitive ethnic woven cloths and ropes. Meanwhile you could watch
the installation of a lovely display of Donna Moylan’s imaginary
landscapes inside Anguissola Scotti Villa in Agazzano, as cranes
unloaded the gigantic “folded” double marble gates designed by Ron
Gilad, known as “the wander”, who, busy elsewhere, stood out for
his absence and only turned up when it was all finished to check
everything had been carried out properly under the watchful eye of
his trusted friend Giulia Pellegrino.
Christopher Broadbent (tall, thin and shambling like the governor
of some territory that used to belong to the British Empire) could
often be seen in Pianello Square together with his young photographer friend Barney Kulok, who, wearing a Buster Keaton-style straw
hat and blue knee-length trousers, looked like he had stepped out
of a drawing by Saul Steinberg. There were projections of documentaries, interviews with the artists and conference right through August and September in Pianello Auditorium. There were only a few,
indeed a very few of us: Daniela and his niece Valentina, me, Giulia
Pellegrino, Franco (Kin) Raggi and my niece Cristina Baldacci, but
we had plenty of loving support: Luigi, Paola, Maddalena, Irene,
Cristiano, Carlo and Vincenza, Enrica and Matteo, Davide, Maurizio
and Corrado … who were all right behind us.
We were all absolutely exhausted but happy at the end of the
festival and our great adventure. But we knew we had to organise
ourselves differently in future. This is how “The Friends of C.Ar.D.”
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came into being, a non-profit association based in Piacenza, which
collects the funds from subscriptions and donations we manage to
raise at the moment, not very much to tell the truth, but we hope
more money will be forthcoming in the future. We really suffer
from a lack of public financing and for the time being we survive
thanks to the support of our few friends and are own personal
endeavours, as well as the income from sales that go towards supporting our project. In our case the share of income, which, in the
art market system, usually goes towards galleries and auction houses, is freely donated to “The Friends of C.Ar.D.”
In May 2015, the Fondazione Piacenza e Vigevano decided to give
its vital support to a second, very different edition of the C.Ar.D.
exhibitions held in an incredible collection of buildings inside the
old city walls of Piacenza. It was actually Giorgio Milani’s idea and
turned out to be a unique opportunity to demonstrate the vitality
and adaptability of major contemporary artworks, which can really
spring back to life in all kinds of locations.
Through no fault of our own, C.Ar.D. 2016 had to partly change
format and momentarily abandon the more educational communicative side of the art projections and conferences, but we do believe
our selection of art has now reached a high point in terms of its
compactness and consistency. From the wild and crazy bunch of
friends I talked about above, all artists of the highest calibre and
stylistic skills but less homogeneous in terms of their languages and
methods, we have moved on to the series of exhibitions presented
in this catalogue, which we believe constitute an approach capable
of bringing together the various arts and design and, consequently,
represents a major organisational enterprise. A number of visitors
have noticed this and pointed it out with no prompting on our part.
But the most important thing of all is the social-popular spirit of
C.Ar.D. aimed at making art communicate with everybody. Not just to
restore life and notoriety in various different ways to the natural and
architectural beauties of our countryside, but, above all, to make people realise that art is “poetic expression” and the enhancing of life, and
that beauty is not a norm to be copied or repeated, but something that
is occasionally  reinvented or reborn in harmony with changing life.
Paolo Baldacci
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Boundaries

Two years ago we set ourselves an aim and posed a problem. The aim
was to get artists and designers involved in unconventional places,
asking them to confront physical structures, landscapes and cultures
found in certain locations up in the hills around Piacenza and to create
their own artworks and images. Of course the problem was how to
create these works and communicate these ideas. For some time now
Art and Design have been confronting each other and taking action in
converging realms. We thought it would be interesting to assess how
they overlap, comparing various methods, procedures and results.
Personally speaking, I have always thought it is invigorating and healthy
to shuffle the cards, invert roles and apply means of critical thinking
to realms more familiar to other disciplines, basically attempting to
create linguistic and cultural hybridisations. The avant-gardes and
creative/negative thinking have always followed the path of breaking
bounds and creating overlaps and, fortunately, for many years now
design is no longer considered a technical practice aimed at producing
consumer goods based on industrial manufacturing procedures. As an
expression of creative research into interpretations of reality, design
is no different from music, literature and, of course, the so-called
figurative arts. The legendary, sacred ‘Status of being an artist’, which,
by convention and conviction, is free from any interaction with clients
but constrained by the need to create meaning and an awareness of our
human condition, has now also moved into the realm of design, viewed
as a form of planning, research and experimentation with the same
traits as conventional artistry. After all, even artistry happily breaks
bounds to move into the realms of product manufacturing and largescale public consumer settings. I am thinking about the production
of objects Cattelan has undertaken and the recent apocalyptic orangecoloured “floating piers” on Lago d’Iseo designed by Christo. Room Art
and Land Art, figurative art and design are just two different points of
view, which look at the modern-day world and its cultural, linguistic
and dramatically political aporias through ascetic or disenchanted
eyes, but never in a bland or obvious way.  Two years ago I asked some
friends (Marco Ferreri, Duilio Forte, Ron Gilad, Denis Santachiara,
Attilio Stocchi, Studio Formafantasma) to tackle various different
locations and landscapes. The results confirm the vitality and versatility
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of an approach encouraging diverse attitudes to design, ranging from
the conceptual to the ironic and esoteric. The project created talking
machines and ambiguous, mysterious, engaging and unexpected signs.
A stable, a shore along a river, an abandoned bar, a stately courtyard, an
ancient rock, and an urban façade, were the miscellaneous locations
accommodating these creative confrontations. An isolated and solitary
place has been chosen for this year’s edition: the Molino Calcagni
complex, a house/farmstead and adjacent stable will host the four
designers invited to take part to the exhibition. Each of them has chosen
to “inhabit” and interpret (through their own works) rooms and places
already inhabited that exude an air of disjointed inhabitation associated
with abandoned houses and workplaces.  Matali Crasset has interpreted
the stringent functionality of a stable in his own simple geometric style,
setting out lines, colours and lights in the axial space, which speak
the ‘soft’ language of a holy place, almost like a small cathedral. Sergio
Maria Calatroni has inhabited a beautiful room with dusty old colourful
surfaces using the miscellaneous signs of his own work: a photograph, an
oil painting, a marble coffee table, fragments of poetry written on small
mirrors and little pieces of rough ceramics created during two weeks
spent immersed in the lands around Piacenza. These episodes furnish
the dining room (the place where families ritually get together) in an
emotional, non-functional way. Martine Bedin has placed her unusual
brightly-coloured and monumental abstract household objects in two
small adjacent rooms. Zoomorphological furniture, solid and geometric
cabinets, and lamps that look like fragile pieces of architecture all
interact with the simple space of an old kitchen and a dinette in the form
of new colours and decoration on just two of the walls. Giulio Iacchetti
“Salmi e Salami” (Psalms and Salami) plays on a one-letter difference
in spelling to bring together soft salami and sacred words in the place
ritually used for maturing purposes, wisely suggesting that the Salami/
cushion and words should be allowed to mature together. To complete
the work of all four designers I have collected together drawings and
images in a room to provide an overview of their personal backgrounds,
since I believe that all projects begin and end with design.
Franco Raggi
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Contemporary art, why and who for

Contemporary art often induces fear and mistrust. For all those who
do not have the necessary knowledge or means of comprehension,
it remains something rather cryptic and inaccessible, a puzzle or
even a joke. This misunderstanding primarily derives from poor
communication, in many cases distorted information, which leads
people to believe that art works and images are ends in themselves,
shut away in some elitist system or, worse still, dependent on the
workings of the media, making it likely for them to be mistaken for
phenomena related to entertainment, spectacle, high society and
the market place.
Even an enterprise like Christo’s on Lago d’Iseo, backed by
the noble intention of drawing attention to and enhancing a
culturally rich but rather unfamiliar territory, momentarily
transforming the landscape through an artistic gesture
comprehensible to everybody and able to be shared by everyone
(as well as being eco-sustainable and self-financed), is in danger
of being interpreted as a gigantic set aimed at attracting as many
people as possible and lining the pockets of those who can draw
financial benefit from it.
Showing and translating art in a simple but never bland way is
the first step in providing proper information and combating the
numbing effect of advertising, according to which – along the
lines of those fifteen minutes of fame Andy Warhol talked about
or Joseph Beuys’ socio-democratic motto “everyone is an artist”
– every action or everyday undertaking could, theoretically (but
wrongly), be labelled as “art”.
Finding new locations, clients or other players, generally distant
from or extraneous to the conventional circuits, and teaching
the good habit of taking and allowing yourself the time to
understand, are the next steps in getting people more interested
in contemporary art. Despite being an expression of the present
day, the romantic idea that a work of art can be understood at

first glance, because it instantly generates a certain empathy, is
not actually that true. It takes effort and curiosity: you need to at
least be more or less up-to-date with the intellectual, scientific and
aesthetic changes of your own times and informed about artists
and the context in which they work. Without considering the
fact that artists often shuffle or even hide the cards on the table,
in order to get us to think, leaving us either wrong-footed, scared,
startled or amused, depending on their intentions.
These are the assumptions on which the perhaps rather ambitious
and utopian but, nonetheless, sincere idea took shape two years
ago to create a biennial exhibition of art and design up in the
hills around Piacenza, as an opportunity to create dialogue and
interaction between artists and their works, the land and its people.
A regular and not a one-off event in a sociocultural location with
its own very powerful identity, although almost totally lacking in
contemporary art, where the challenge of introducing cutting-edge
artistic languages and experiments and helping them take root is
tricky from an organisational viewpoint, but extremely satisfying
on a personal and aesthetic level.
Entering what was formerly an agricultural consortium and
encountering, first, a film relating local reality to History with a capital
‘H’ and various locations around the world, then an environmental
installation that provides an overview of our relationship with
the new media and, finally, a selection of works assembled using
society’s waste as a metaphor for the modern-day human condition,
before then going out into the valleys or dales in search of a former
bowls arena, a small oratorio, a country farmstead or an industrial
workhouse containing more works opening up new worlds and
images, is an experience that needs to be tried at least once.
Cristina Baldacci

The images on pp. 6, 8, 10, 12 relate to the first edition of C.Ar.D. (2014), in Pianello Val Tidone, Cascina Masarola, Rocca d’Olgisio, Piozzano, Agazzano,
Gazzola.
*
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1.
Invernomuto
This real and metaphorical epic journey undertaken by the Invernomuto team (Simone
Bertuzzi and Simone Trabucchi) is based on a true story passed down orally within a family
that has become a legend in the small community of Vernasca, a village in Val d’Arda, where
both artists come from it is 1936, a crucial year in the fascist colonial war in Ethiopia. An
Italian soldier returns home after being injured in battle and, one night, makes a liberating
gesture together with his comrades: he burns an effigy of Haile Selassie I, the last emperor
of Ethiopia (1930-1972) from the Negus line, the Royal family descending from a love affair
between King Solomon and the Queen of Sheba and, for this reason, also a messiah for the
Jamaican Rastafarian religion.
After years of research and travel and a series of works on the subject, Invernomuto shot the
film Negus (2016) to complete a phase in their artist development that led them to trace an
ideal geographical and historical-cultural (and, most significantly, allegorical and mystical)
triangle formed of three cardinal points: Italy (Vernasca); Ethiopia, particularly Shashamane,
an old Rasta community symbolising so-called “back to Africa” or the return to the Promised
Land for Jamaicans; and Jamaica represented by the city of Kingston, where Lee “Scratch”
Perry, a trailblazer of reggae music and, together with Haile Selassie I, a key character in
Negus, had his studio, which he himself burnt down (fire is once again synonymous with
redemption).
With its non-linear narrative consisting of constant flashbacks and digressions in which a
cast of people being interviewed form the narrative voice, Invernomuto have not shot a video
clip or a documentary but an artistic film, whose guiding thread holding together the at
times rather anachronistic editing is music, another leitmotif in the work of these two artists.
It is no coincidence that Negus ends with a musical performance, which is actually a sort of
reenactment of the episode from which everything began. Invernomuto invited Lee “Scratch”
Perry to the local square in Vernasca to perform a ritual verging on both the  magical and
expiatory to the sound of flames and reggae “beats”.

001. Negus, 2016, film poster (courtesy of the
artists, 999 films and Pinksummer, Genova).
002. Invernomuto during the filming of
Negus (courtesy of the artists, 999 films and
Pinksummer, Genova).

◀

001

003-004. Sequence of stills from Negus (courtesy
of the artists, 999 films and Pinksummer,
Genova).
005. View of the projection room installed at the
Consorzio Agrario in Agazzano.
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2.
Anna K.E. and
Florian Meisenberg
Anna K.E. and Florian Meisenberg work together as a team and also individually. Both focus
their research on the effects the new media have on perception and the body: this means they
adopt both a haptic (tactile) and optical approach. Observing the world through the screen
of their smartphones, they capture (static or moving) images other people have posted on
social networks, particularly YouTube, and incorporate them in their own works on various
different supports, creating a kind of migration that is simultaneously semiotic, meaningful
and medial.
This is partly why their works often take the form of installations in which various
languages - video, painting, sculpture and performance art (K.E., an acronym for an extremely
complicated Georgian surname, Kapanadze Edzgveradze, studied as a dancer) - correspond to
each other. This is exemplified by Mythological Grind & Facial Disorders (2016), a site-specific
work designed for the exhibition as a re-adaptation of a previous installation, but with some
brand-new parts, consisting of two skateboard ramps, a smaller one and a bigger one, tailormade for him and her, which, like giant pedestals, support two projection screens. The video
clips reproduced (Countdown Belladonna) show first Anna’s titanic eye and then Florian’s as
they voraciously accommodate and then reflect (on their respective pupils) images that the
two artists browse through every day on the Internet.
As well as the sounds from the videos, the work is completed by two wallpapers depicting
a starry universe (similar to the default image found on the screensavers of computers) and
three neon sculptures suspended in mid-air. The twisting, undulating movements of the
neon light evoke the pirouettes of skaters, who were specially commissioned to perform on
the ramps and use their wheels rolling across a wooden surface to make a second recording of
ferociously-deafening sounds.    

001. Countdown Belladonna (Anna), 2016, video
still (courtesy of the artists and Simone Subal
Gallery, New York).
002. Mythological Grind & Facial Disorders,
2016, installation view with a detail of the
video Countdown Belladonna (Florian) and the
performance on the bases or skate ramps at the
Consorzio Agrario in Agazzano.

◀

001

003. Mythological Grind & Facial Disorders,
2016, installation view with a detail of the
video Countdown Belladonna (Anna) and the
performance on the bases or skate ramps at the
Consorzio Agrario in Agazzano.
004. Anna K.E. and Florian Meisenberg installing
their show.
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3.
Nari Ward
Nari Ward’s art is concerned with the poetics of small things, but it is never an end in itself.
His work, consisting of discarded objects and cheap materials found in the streets of Harlem
- the African-American neighbourhood of New York where he moved to live after leaving
his homeland Jamaica -, echoes with different subjects and powerful messages regarding,
amongst other things, socio-racial marginalisation, material and moral misery, and the
search for and assertion of identity.
Like Baudelaire’s rag-and-bone man described by Walter Benjamin, Ward collects
our society’s waste; he appropriates its symbols and symptoms rather than treating it
as archaeological or ethnographic relics; he assembles them into highly visually and
emotionally striking installations mirroring lacerated, hybrid humanity that is not, however,
without hope. The possibility of both real and metaphorical redemption is embodied in
the objects themselves, which are recycled and re-contextualised to attract new attention
and take on new meaning. Here we find the link with the romantic figure of the chiffonier,
who collects the world’s waste, although here it has been given a more contemporary and
dramatic reading by reference to both Benjamin’s Angelus Novus, who looks at the rubble of
History with a sense of pain and desire for redemption, and Jean-Marie Floch’s bricoleur, he
who, through a new kind of ars combinatoria, brings together miscellaneous elements as a
cognitive, allegorical and critical gesture.
In other words, art as bricolage and ritual, as can clearly be seen from the installation
TranStranger Café (2012): a cascade of used coffee cups hanging from a pagoda-style
construction made out of old tables, where an old-fashioned, convivial ritual like drinking
coffee is contrasted with the latest fashion of Internet cafés; places that fool us into thinking
we can always be anywhere with anybody at any time, but which, in actual fact, reveal the
fragility of human relations.

001. Portrait of Nari Ward taken at the exhibition.
002. Installation view of the exhibition at the
Consorzio Agrario in Agazzano, with details of
TranStranger Café, 2012, Door Hanger Cream,
2013, Crosswalk and Crossroad, 2016, Mission
Accomplished I & II, 2013.

◀

001

003. Door Hanger Whole, 2013 (installation view).
004. Nari Ward installing his show, with details of
Milk Car, 2013, and CarouSoul, 2011.

29

002

31

003-004

32

33

4.
Martine Bedin
Here I am again in Italy with my improbable furniture! I have never thought that the rustic
style was fate. Just as I have never thought that the Bourgeois style was fate. Indeed, I think,
as almost everybody thought in Milano in the Eighties, that everybody should like what we
design because it tells stories that we can all relate to. Stories of people who sit, eat, turn on
the lights, look at the stars, argue, love one another.  
Two years ago I looked back at thirty years of my furniture designs. I chose a few that had
never been made and endeavoured to redesign them so they could be made today. Strangely,
the  passing of time is no fate either.
These pieces of furniture have been travelling for two years, from a Contemporary Art
Foundation in Switzerland all painted white, to an exhibition in the Eighteenth century
Musée des Arts Décoratifs in Bordeaux, and now they happily come to a farmstead in the
countryside to furnish two rooms of a farmer’s kitchen.
My furniture is like me. Nomadic, no longer fashionable.
It is happy anywhere because actually my pieces of furniture are “homes” themselves. To
make it clearer I should say that these pieces of furniture are books. They tell stories of vast
places or even stories of tiny places.
Stories which are passed down from one generation to the next, to sons and daughters.
But since, nowadays, no-one listens to the stories of the old any more, perhaps they will
continue their journey forever…

001. Lampe de poche, 1982/2014 (installation
view).
002. Installation view of the exhibition at the
Molino Calcagni in Piozzano, with details of
Escalier Graal, 1979/2014, and wall painting.
003. Escalier Graal, 1979/2014 (installation
view).
004. Grand chat bois, 2004/2013 (installation
view).
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005. Petit chat Blanc “Muret”, 2003/2004
(installation view).
006. Installation view of the exhibition at the
Molino Calcagni in Piozzano, with details of Table
à tout faire, 1979/2014, and Secrétaire Fantôme,
1993/2014.
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5.
Sergio Maria Calatroni
A blue room. A garden with a vivid yellow bush. The surrounding countryside completely
silent. On the wall near the window small handbag mirrors, perhaps dating from the 1950s,
scratched with writings-words which are read back to front –jewels of light in the penumbra
of summer, a blazing furnace. A tarnished  piece of glass like pure gold abandoned on a piece
of furniture embroidered by woodworm.
Time seems to have stopped. Every thing is forgotten, neglected, waiting to be brought back
to life. The backlit low, black and white marble table can be glimpsed from the door.
“Is there perhaps a day which is not a good day?” sings  a voice at the entrance to the house.
Beside the fireplace a black and white painting of a moonlit bay with a lone pine tree looking
out at the horizon on top of a sheer cliff on a serene night, perhaps in Japan, when lovers burn
with desire. The willows in the garden are green and all the pink flowers have blossomed.
A black and white photograph of a potter at work is on the floor and another one in colour of
a bottle-vase full of red berries hangs near it in half shadow. The black of the photograph and
the black of the room are bottomless and even the lapis lazuli blue of the wall decorations
seems infinite. The pink china pieces  are not chased by the sunset shadows. They sit  on a
lopsided piece of furniture. A blackbird returns  to its nest holding  a flower in its beak.
Nothing else needs to be said.  
I gather water in my hands where the moon is reflected.
A star falls and the leaves are cloaked in dew.
There is neither joy nor pain when things no longer have a name.
Sergio Maria Calatroni, Sarmato, June 16, 2016

001. Amore, 2016 (installation view).
002. Installation view of the exhibition at the Molino
Calcagni in Piozzano, with details of Grande piatto
verde, 2016, and Baia con luna, 1982-1987.
003. Installation view, with details of
Serenamente, 2016 (on the wall), and the
ceramics made for the exhibition in the furnace
of the castle in Sarmato (PC).
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004. Installation view, with details of Montagne
in fiore, 2016 (on the wall), Contenitore grande,
2016, and the ceramics made in Sarmato.
005. Installation view, with (in the right
foreground) Tavolino basso/TE Collection, 2014,
and Grande vaso, 2016.
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6.
Matali Crasset
The Cathedral in the Barn.
A barn in the hills of Piacenza.
A stone structure next to a farm building with large dimensions and high ceiling allowing to
store hay above the animals.
An abandoned and empty barn for a metamorphosis.
The troughs on either side with their metal arches become rounded alcove supports for an
imaginary cathedral. The wooden brackets spread around to shape a roof and the edges of
small chapels placed end to end.  
In the middle there are arches – a lamp recess set where the stained glass windows once were
and which serve the same purpose – providing light and summoning the imagination.
A pure and crystalline light in this dusty space.
In the centre at the back of the nave, a red heart with a flat wall light which reveals another
alcove lamp which is upright, symbolising the altar.
A place becomes another, live goes by and is revived differently.
The enchantment of this location doesn’t stem from its structure nor its function, but from
how it’s lived out. A tribute to life.

001. Portrait of Matali Crasset taken at the
exhibition.
002. Installation view of Cattedrale nella stalla,
2016, at the Molino Calcagni in Piozzano.
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003. Large table lamp (installation view).
004. Small table lamp (installation view).
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7.
Giulio Iacchetti
Salami and Psalms.
For us youngsters from the Po Valley, Piacenza and its surroundings was essentially
a gastronomic day out, where salami was the most mouth-watering of Sunday treats.
Returning to those gentle valleys, visiting Molino Calcagni and, in particular, an attic
certainly partly intended for the drying of salami, I understood that it was there that I would
do my work. I embraced the role of sausage designer, design-ing soft salami made of sponge,
derivatives, one might fancy, of stuffed toy pigs. A camouflage project, respectful, nonviolent, with a nod to Jacovitti, who liberally strewed hundreds of large and small salamis
throughout his cartoons. On the walls reproductions of biblical psalms declaim an ode to the
creation one can enjoy and observe from the numerous windows of the room, with a special
focus on psalm 36, where the psalmist writes: “O Lord, thou preservest man and beast”, a
central verse in the prayer of Christian vegetarians.
Giulio Iacchetti, Designer and aspiring vegetarian

001. Installation view of Salmi e Salami, 2016, at
the Molino Calcagni in Piozzano.
002-003. Salami (installation view).
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004. Installation view of Salmi e Salami, 2016.
005. Salmi (installation view).
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8.
Ulrich Egger
Ulrich Egger is a highly original artist due to the way he draws on the effects of seemingly
different art forms at the same time and in one single work: sculpture, architecture, painting,
photography. In this respect he is a champion of the kind of stylistic interdisciplinarity that
has constantly broken down the boundaries of artistic practices over the last few decades.
His photographs show buildings, wedged between walls of rock, that have been taken from
urban sites we can no longer recognise; sulphury mists or glaciers evoking a romantic kind of
delightful horror provide the backdrop for steel tubes and the hooks of gigantic pulleys in an
alternating interplay of shifting and disorientation, which is all the more exciting, the more
plausible and real it seems. A glass or Perspex diaphragm, held in place by the crumbling
wooden frame of a window, is often placed in front of an image taken from reality, which
may or may not have been modified, to create the miracle of double deep vision, a trick of the
eye, in which the piece of material reality ripped out of a crumbling building encompasses, in
all its realism, the illusion of photography in a moving existential staging of fragments of life:
Palermo, Naples, Milan.
Egger does not go in for half measures, he shouts out loud and never hesitates to rip open his
gigantic photographic walls, as it to urgently announce all the drama hidden away in the
settings being portrayed: what emerges are bits of masonry and concrete, rags and clothes.
But when he wants, he can come up with very subtle and cerebral metaphysical poetics: there
is no way out of the little white-tiled house resting on two cushions floating across a sea of
concrete flooring, something between Giotto and Giulio Paolini.      

001. Installation view of the exhibition at the
Consorzio Agrario, Località San Gabriele, in
Piozzano, with details of No Way Out and (on
the wall) L’anno che verrà, 2012 (courtesy of the
artist).
002. Installation view, with details of Casa
Goldstein, 2012, and (in the background) No way
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Out and Aspettando casa, 2010 (courtesy of the
artist).
003. Installation view, with a detail of Inverno/
Milano, 2013 (courtesy of the artist).
004. Towndown, 2008 (installation view, courtesy
of the artist).
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9.
Matt Keegan
Matt Keegan is an attentive, thoughtful artist with the clear-sighted and penetrating vision
of a conceptual thinker. In actual fact, behind this apparent coolness there is a poetic-formal
awareness capable of generating powerful and long-lasting aesthetic emotions: he has
something of Sol Lewitt and something of Donald Judd about him, even though what he
does is absolutely personal in style. He has worked and works with Photoshop, video, silkscreen printing other techniques, but ever since he discovered steel he has perhaps found
the very best means of expressing his full potential. Initially with clay sculptures, thin sheets
in geometric shapes, folded and perfectly “perforated” by words and phrases cut into the
metal, then with these soft and colourful cut-outs to be hung from the wall, in which the
specific weight of material is completely cancelled out by an interplay of reflections of light
and shadow, solids and voids. A “dance” of soft, gentle forms, like the kind of thinking that
appealed to Nietzsche.
I followed Keegan as he designed his twelve steel “cuts” for C.Ar.D. 2016 and I watched him
obsessively supervising and controlling  how they were handled in a workshop in the lower
Brianza region. He told me that the idea behind them came from a memory of coloured
sheets of paper his mother, who was born in Cuba, gave him to cut out for fun when he was
a child, and this confirmed to me the value of his art, meticulous but drawing on memory,
capable of suggesting constant metamorphoses: the folds in the cut steel in perfectly gauged
colours, which absorb light as if they were skins, look like sensual, gently parted lips or the
petals of flowers or even works of origami in which the psychic ambiguity of a specular,
reflected image always comes into play, the top and the bottom, one single fold in the middle,
the left and the right.     

001
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001. Portrait of Matt Keegan taken at the
exhibition.
002. Installation view of the exhibition at the
Consorzio Agrario, Località San Gabriele, in
Piozzano, with details of C.Ar.D. Cutout (Claret
Violet), 2016, and C.Ar.D. Cutout (Large Traffic

Yellow), 2016.
003. Installation view, with some details of the
C.Ar.D. Cutouts hung as during the drying process
of the color.
004. C.Ar.D. Cutout (Leaf Green), 2016.
005. C.Ar.D. Cutout (Red Orange), 2016.
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10.
Joe Fyfe
Joe Fyfe is an art critic and writer, as well as a painter. In the 1980s he abandoned figurative
art to instil his artistry with a profound existential and aesthetic awareness of the sociocultural metamorphoses the world is constantly undergoing. In his case, rather than
abstract art, we can talk about the concrete materials from which the real meaning of his
works are constructed. For Fyfe art is like a window onto life that he explores with endless
curiosity in the most remote and dispossessed corners of the earth. At the beginning of the
new millennium Fyfe reintroduced Baudelaire’s figure of the flâneur onto the modern-day
art scene - a detached and erudite man embodying an array of sensations and emotions as
wanders along the roads of a dramatically vibrant world, despite the economic and civil
breakdown.
Fyfe’s works are non-judgemental, they merely take stock of the way things stand and are
created out of rags, ropes and bits of wood, assembling together worthless bits of fabric
collected from the poorest markets in the Far East. In countries that have experienced deep
cultural uprooting and are in danger of losing their own identity due to globalisation, he
has discovered and collected visual stubs/butts on which he instils the romantic aura of
highbrow images, which, however, due to the very simplicity of the materials, stitching and
assembly techniques, hold onto an aesthetic memory of later contaminations from Third
World cultures. Vagabond Paintings was the title of his most recent exhibition, reflecting his
perfectly existentialist approach.

001. Installation view of the exhibition at the
Magazzini in Pianello Val Tidone, with details of
Untitled, 2013, and Mr. Marley, 2015.
002. Jatetok, 2006 (installation view).
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003. Monivong Boulevard, 2009.
004. Maidstone #2, 2014 (installation view).
005. Untitled (Phnom Penh #4), 2007.
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11.
Lucas Blalock
In the same way that analogical photography has accustomed us to the perfect snapshot
captured at the key moment of a scene or piece of action, digital photography has
familiarised us with a different degree of perfection, the kind obtained through an invisible
touch applied during the editing and postproduction phase, creating a new kind of
illusionism or sublimation of the image. Lucas Blalock does not follow either of these two
paths: he uses Photoshop and the latest digital techniques to focus on those elements, which,
in over a century of photographic history, first as a means and then as a language of art, have
lost value, particularly since, instead of being created by an impression of light, images are
now generated from a mass of pixels.
In a world full of virtual images, Blalock tries to focus on the material side of photography.
First and foremost on its underlying props, which is why he so scrupulously follows the
printing and framing of his works; he also pays great attention to surface, which is never
flat, but neither does it create an illusion of depth, if anything the opposite: the portrayed
objects seem to come towards us, as if in a three-dimensional almost pictorial space. Another
fundamental aspect for him is re-establishing a certain degree of authorial control over a
process that is even more de-subjectifying than the mechanical-analogical process, so he
leaves certain steps and decisions from the computer processing phase clearly visible.
That is why his photographs seem to have a deliberately ungainly, hurried style, like some
cheap edition that fails to conceal the copy-and-pasting or scribbling used for defining the
objects represented. But take note: Blalock does not superimpose images, neither does he add
one image to another; he “paints” by adjusting and reconfiguring the pixels with an innate
sense of humour.

001. Portrait of Lucas Blalock taken at the
exhibition in front of Untitled Number Work (27,
18, 14), 2012.
002. Installation view of the exhibition at the
Bocciodromo in Pianello Val Tidone, with details
of DIAGRAM, 2015-2016, and Untitled, 2012.
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001

003. Odile S., 2015 (courtesy of the artist and
Ramiken Crucible, New York).
004. Installation view, with details of (from left to
right) The Mallard, 2011, 00000, 2010, hands and
feet, 2013 (on the far right: Chris Wiley, 26, 2012).
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12.
Maria Morganti
Maria Morganti’s paintings can easily be mistaken for monochromes updating traditional
modernist and post-modernist abstract painting. But if you focus on the top border of the
canvas rather than the surface or pictorial fabric (even the gesture with which colour is
applied is of no importance to the artist), you will notice that there is a lot more than meets
the eye. The Sedimentazioni  -  the title Morganti gave her main collection of works - are a far
cry from both the expressionist style or geometric rationalism and also minimalist precision
and conceptual objectivity.
The title and border of the painting reveal how the pictorial material has been applied in
layers, slowly, one colour at a time. For Morganti colour sets the rhythm and measure of time,
which is, indeed, existential time but even more so it is the time spent working in her studio
in a harmonious blend of art and life. Day by day she repeats the same ritual: in a small bowl,
where everything begins, the artist mixes the colour (one single colour each day), but the
choice of shade is only partly deliberate, because Morganti works with some of the material
used the day before. This gesture very concisely embodies the subsequent “sedimentation”
created by spreading a layer of colour across the canvas, which is superimposed on the layers
of colour used on previous days.  
To keep track of this process, Morganti has devised a double archive of colour: a Quadro
infinito (Endless Painting), in which she has been applying a specimen of every single colour
used each day since 2006, and a corpus of Diari (Diaries) in the form of wooden sticks
collected in a large metal structure, where the colours from approximately three months’
work are spread across horizontally, like words on the pages of a diary. Sedimentazioni,
Stratificazioni, Impastamenti, Accelerazioni, Carte: each of the artist’s collections brings colour to
life as an intimate, physical experience.
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001. Stratificazione con lapislazzuli, Venezia
2013 (courtesy of the artist and Otto Zoo, Milano.
Photo: Francesco Allegretto).
002. Installation view of the exhibition at the
Bocciodromo in Pianello Val Tidone, with details
of Sedimentazione a ritroso (polittico in 4 parti),
Venezia 2013, and a series of Carte/Diario,
Venezia 2010.

003. Stratificazione 2011 #3, Venezia 2011
(courtesy of the artist and Otto Zoo, Milano.
Photo: Francesco Allegretto).
004. Detail of Stratificazione 2011 #2, Venezia
2011 (courtesy of the artist and Otto Zoo, Milano.
Photo: Francesco Allegretto).
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13.
Chris Wiley
For Chris Wiley the secret lies in the frame around the surface used for representation or,
better still, presentation purposes. It is no longer a metaphor for an old Renaissance window
or new digital screen through which we observe the world, but rather a box in which the
specific nature of objects is deconstructed. That is why his photographs are highly sculptural
and, instead of showing the whole of visual reality, they only present a small part of it: a
detail of a fabric, building or ornament.
His favourite subjects are architectural features, in both the Technical Compositions and
Dingbats collections, whose frames he himself assembles from building materials (plaster,
Formica, plywood, corrugated steel...) to bring out similarities or contrasts between the
image and object. The title of the second collection focuses on another fundamental relation,
that between words and images. Wiley’s choice of the word “dingbat” is initially inspired
by a kind of living unit made of wood and plastic that is rather reminiscent of a box, found
throughout California and the South West in the 1950s-60s. However, it also refers to a
particular kind of graphic sign, a pictograph, replacing letters and numbers with symbols and
forms, often enclosed within squares or small virtual boxes.
This visual-verbal link also crops up in another more recent collection entitled Wingdings, a
name coming from a kind of font made up exclusively of symbols. It is not surprising that we
find this kind of relationship between words and images: after all, Wiley is also a writer and
exhibition curator, as well as a photographer.

001. Installation view of the exhibition at the
Bocciodromo in Pianello Val Tidone, with details of
the Dingbat series, 2014 (on the right wall: Lucas
Blalock: True Bad Door, 2014).
002. Dingbat (29), 2015 (courtesy of the artist and
Nicelle Beauchene Gallery, New York)..
003. Dingbat (15), 2014 (courtesy of the artist and
Nicelle Beauchene Gallery, New York).
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004. Dingbat (28), 2015 (courtesy of the artist and
Nicelle Beauchene Gallery, New York).
005. Dingbat (2), 2013 (courtesy of the artist and
Nicelle Beauchene Gallery, New York).
006. Dingbat (7), 2014 (courtesy of the artist and
Nicelle Beauchene Gallery, New York).
007. Installation view, with details of (from left to
right) 17, 4, 38, 26, all dated 2012.
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001

14.
Patricia Treib
Patricia Treib’s art is simply “painting” in the highest, most sophisticated, but also the
most ordinary and conventional meaning of the word. Painting as a composition of forms,
abstract at first sight but full of figurative resonance, just like when we look at a cloud, patch
on the wall or outline of a mountain that reminds us of something we have already seen.
Painting as colour, which is not only embodied in harmonious shades or clashes in tone, but
also as structure, because its shapely physicality and depth make it sculptural, profoundly
integrating it with the form within whose bounds it is expressed. Finally, painting as sign
and material: writing, pictograms, hieroglyphics recurring on a modular basis, thick and deep
patches that never lose the precision or dominion of form. Oil painting that fully exploits
all the magical possibilities this means possesses through its transparencies and the vibrant
rhythmic/musical gestures of bold brushstrokes.
The average size of Patricia Treib’s paintings is usually 66 x 50 inches, approximately 168
x 127 cm, a size that allows us to fully appreciate her almost sensuous mastery. But the ten
oil on paper sketches, measuring 19 x 14 cm, on display at  the Oratorio di Strà, initial ideas
for bigger compositions, contain all the elaborate virtuosity of bigger works with a kind of
instantaneous freshness.
Treib has worked backwards through many 20th-century experiments, but she has not allow
herself to be ensnared, she has the richness and transparency of a Baroque master and an
artistic style capable of transferring the raptures of a great musical piece onto canvas.  

001. Portrait of Patricia Treib taken at the
exhibition.
002. Straps Variation, 2015-2016 (courtesy of the
artist and Kate MacGarry, London).
003. Cuff Variation, 2015-2016 (courtesy of the
artist and Kate MacGarry, London).
004. Robe Variation, 2015-2016 (courtesy of the
artist and Kate MacGarry, London).
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001

005. Housecoat Variation, 2015-2016 (courtesy
of the artist and Kate MacGarry, London).
006. Drape Variation, 2015-2016 (courtesy of the
artist and Kate MacGarry, London).
007. Installation view of the exhibition at the
Oratorio di San Francesco e San Carlo, Località
Strà, in Nibbiano.
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15.
Nick Stolle
Looking at a painting of Nick Stolle one immediately senses the artist’s faith and
determination. Stolle paints a picture through applying paint; scraping and sanding, then
applying more pigment and onward through repeated cycles of digging and covering. Like
a miner Stolle burrows into his painting until a final image emerges that is as arresting as
Stolle’s process is captivating.  Even as the emphasis on process is constant each painting
looks different. As an abstract painter Stolle’s style is heterodox. Stolle allows each painting to
develop its own character. Stolle’s excavations are purposeful in that in every painting some
treasure has been discovered. Perhaps a glimpse of a starry sky, a patch of sun or an oddly
familiar image that smiles or winks at the viewer—all these sensations can emerge from the
experience of looking at Stolle’s paintings.
The intimate size of Stolle’s paintings is tied up with Stolle’s belief in painting.  These are
neither technical enough nor large enough to astound. Instead they insist upon the pleasures
of painting.  Stolle’s stubborn working of the matter and surface is not an end in itself nor do
his paintings attempt to transcend their material facts. Stolle’s paintings display the joyful
work of uncovering the ancient enchantments of picture-making.  
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001. Setting, 2016.
002. Bird I, 2015.
003. Performer, 2015.

004. Facing Front, 2016.
005. Installation view of the exhibition at the
C.Ar.D. Point in Pianello Val Tidone.
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List of works
Invernomuto

Courtesy of the artist and Galleria Continua, San

cm 184 x 113 x 20

Negus, 2016

Gimignano/Beijing/Les Moulins/Habana

Numbered from 1 to 6 + 3 AP

HD video, 70’

Door Hanger Whole, 2013

Courtesy: Martine Bedin

Courtesy of the artists, 999 films and Pinksummer,

Wooden door, milk cartons, cm 205 x 70 x 20

Table à tout faire, 1979-2014

Genova

Unique work

Padouk wood, seat in natural straw, cm 91 x 184

Still da Video, 2014

Courtesy of the artist and Galleria Continua, San

x 67

Vending machine, digital print

Gimignano/Beijing/Les Moulins/Habana

Numbered from 1 to 6 + 3 AP

Courtesy of the artists and Marsèlleria, Milano

Door Hanger Cream, 2013

Courtesy: Martine Bedin

Wooden door, milk cartons, cm 192 x 69 x 15

Vase chinois, 2011

Anna K.E. and Florian Meisenberg

Unique work

Watercolor, acrylic, graphite on ledger, glued on

Mythological Grind & Facial Disorders, 2016

Courtesy of the artist and Galleria Continua, San

canvas and framed

2 ramp constructions built out of wood and metal

Gimignano/Beijing/Les Moulins/Habana

cm 55 x 36

2 wall pieces, including the wallpapers and video

CarouSoul, 2011

Courtesy: Martine Bedin

projections

Ropes, tyres, shoe tips and tongue, laces

Vase d’or, 2011

2 videos:

Environmental dimensions

Watercolor, acrylic,graphite on ledger, glued on

Countdown Belladonna (Anna),1 h 20 min

Unique work

canvas and framed

Countdown Belladonna (Florian),1 h 30 min

Courtesy of the artist and Galleria Continua, San

cm 55 x 36

Environmental dimensions

Gimignano/Beijing/Les Moulins/Habana

Courtesy: Martine Bedin

Courtesy of the artists and Simone Subal Gallery,

Milk Car, 2013

Vase clôt, 2011

New York

Milk boxes, cow pelt, cm 5 x 340 x 400

Watercolor, acrylic, graphite on ledger, glued on

Unique work

canvas and framed

Nari Ward

Courtesy of the artist and Galleria Continua, San

cm 55 x 36

TranStranger Café, 2012

Gimignano/Beijing/Les Moulins/Habana

Courtesy: Martine Bedin

Tables, cups, coffee, cm 280 x 190 x 350

Vase, vase, vase, 2011

Unique work

Martine Bedin

Watercolor, acrylic, graphite on ledger, glued on

Courtesy of the artist and Galleria Continua, San

Secrétaire Fantôme, 1993-2014

canvas and framed

Gimignano/Beijing/Les Moulins/Habana

Frame in lacquered wood, drawers in ©orian ICE

cm 55 x 36

Crosswalk, 2016

translucent, retro illuminated by LEDs

Courtesy: Martine Bedin

Shoe laces, cm 180 x 250

cm 140 x 71 x 46, 100 kilograms

Vaso Girotondo, 2011

From The Cross Series

Numbered from 1 to 6 + 3 AP

Watercolor, acrylic, graphite on ledger, glued on

Courtesy of the artist and Galleria Continua, San

Courtesy: Martine Bedin

canvas and framed

Gimignano/Beijing/Les Moulins/Habana

Petit chat Blanc “Muret”, 2003-2004

cm 55 x 36

Crossroad, 2016

White Carrara marble, cm 52 x 20 x 80

Courtesy: Martine Bedin

Shoe laces, cm 132 x 130

Unique work

From The Cross Series

Courtesy: Martine Bedin

Sergio Maria Calatroni

Courtesy of the artist and Galleria Continua, San

Grand chat bois, 2004-2013

a.1

Gimignano/Beijing/Les Moulins/Habana

Solid oak, cm 73 x 25 x 95

nn. 1, 2, 3, 4, 5, 6, 7, 8, 9

Elevate, 2012

Numbered from 1 to 6 + 3 AP

Giardini, 2014

Springs, cowrie shells, shoe laces, trampoline,

Courtesy: Martine Bedin

Drawings on green paper

diameter cm 91,44

Lampe de poche, 1982-2014

Graphite on Thai green card, cm 16 x 23

Unique work

Lacquered wood and gold leaf, light bulbs for

Courtesy: Sergio Maria Calatroni

Courtesy of the artist and Galleria Continua, San

bicycle headlights

a.2

Gimignano/Beijing/Les Moulins/Habana

cm 78 x 155 x 10

n. 10

Mission Accomplished I & II, 2013

Numbered from 1 to 6 + 3 AP

Sergio Maria Calatroni in his studio, Castello di

90-80 kg metal cubes each, confetti

Courtesy: Martine Bedin

Sarmato, Piacenza, June 2016

cm 36 x 32 x 32 and cm 32 x 32 x 32

Escalier Graal, 1979-2014

Photography, print on fiber paper

Unique work

Lacquered wood,molded glass

3 copies

Copie no.1, cm 40 x 50

Limonges porcelain

Courtesy: Giulio Iacchetti

x 170 x 25

C.Ar.D. Cutout (Lemon Yellow), 2016

Courtesy of the artist

Photo: Sergio Devecchi

Unique, signed on the back

Suino 02, 2016

Courtesy of the artist

Powder-coated steel, cm 76,2 x 58,4

Psar Thmei, 2011

Courtesy: Sergio Maria Calatroni

Courtesy: Sergio Maria Calatroni

Coloured pencils on paper, cm 41,5 x 29,5

Towndown, 2008

Courtesy of the artist and Altman Siegel Gallery,

Cotton and gauze, cm 203 x 173

a.3

a.11

Courtesy: Giulio Iacchetti

Photo print on Forex and plaster, cm 230 x 190 x 10

San Francisco

Courtesy of the artist

n. 11

n. 23

Suino 03, 2016

Courtesy of the artist

C.Ar.D. Cutout (Melon Yellow), 2016

Boeng Kak, 2011

Montagne in fiore, 2016

Vaso basso, 2016

Coloured pencils on paper, cm 41,5 x 29,5

Towndown, 2008

Powder-coated steel, cm 76,2 x 58,4

Felt, cotton, gauze, cm 119 x 139,7

Marker-pen drawing on letterpress printing

Limonges porcelain

Courtesy: Giulio Iacchetti

Photo print on Forex, t-shirt and plaster, cm 230 x

Courtesy of the artist and Altman Siegel Gallery,

Courtesy of the artist

Unique, cm 21 x 27

Unique, signed on the back

Suino 04, 2016

140 x 20

San Francisco

Maidstone #2, 2014

Courtesy: Sergio Maria Calatroni

Courtesy: Sergio Maria Calatroni

Coloured pencils on paper, cm 41,5 x 29,5

Courtesy of the artist

C.Ar.D. Cutout (Red Brown), 2016

Vinyl, wood, felt, rope, cm 203,5 x 38 x 27

a.4

a.13

Courtesy: Giulio Iacchetti

Towndown, 2008

Powder-coated steel, cm 76,2 x 58,4

Courtesy of the artist

n. 12

n. 24

Suino 05, 2016

Photo print on Forex, painted plaster and iron, cm

Courtesy of the artist and Altman Siegel Gallery,

Maundy Thursday, 2011

Baia con luna, Milano 1982-1987

Tavolino basso/TE Collection 2014

Coloured pencils on paper, cm 41,5 x 29,5

230 x 150 x 23

San Francisco

Wood and cotton, cm 244 x 77

Acrylic on canvas, cm 110 x 150

Sivec Top in breach, black and white Sivec marble

Courtesy: Giulio Iacchetti

Courtesy of the artist

C.Ar.D. Cutout (Red Orange), 2016

Courtesy of the artist

Signed on the back

foot, cm 43 x 90

Suino 06, 2016

Inverno/Milano, 2013

Powder-coated steel, cm 76,2 x 58,4

Untitled, 2011

Courtesy: Sergio Maria Calatroni

Unique

Coloured pencils on paper, cm 41,5 x 29,5

Photography on canvas and wood frame, cm 102

Courtesy of the artist and Altman Siegel Gallery,

Nylon banner, cotton, paper, gauze, cm 96 x 226

a.5

Courtesy: Sergio Maria Calatroni

Courtesy: Giulio Iacchetti

x 175

San Francisco

Courtesy of the artist

nn. 13, 14, 15

a.14

Suino 07, 2016

Courtesy of the artist

C.Ar.D. Cutout (Rose), 2016

Monivong Boulevard, 2009

Porcelain plates, Sarmato, Piacenza 2016

n. 25

Coloured pencils on paper, cm 41,5 x 29,5

Aspettando casa, 2010

Powder-coated steel, cm 76,2 x 58,4

Cotton, muslin, felt, gauze, cm 173 x 203,5

Limonges porcelain

Grande vaso, 2016

Courtesy: Giulio Iacchetti

Photo print on Forex, plaster and iron, cm 150 x 50

Courtesy of the artist and Altman Siegel Gallery,

Courtesy of the artist

Unique, variable dimensions, signed on the back

Stoneware, porcelain, earthenware, cm 42 x 38

Suino 08, 2016

Courtesy of the artist

San Francisco

Window with Orange, 2008

Courtesy: Sergio Maria Calatroni

Unique

Coloured pencils on paper, cm 41,5 x 29,5

My neighbour, 2016

C.Ar.D. Cutout (Strawberry Red), 2016

Dyed cotton, felt and silk burlap, cm 80,6 x 61

a.6

Courtesy: Sergio Maria Calatroni

Courtesy: Giulio Iacchetti

Photography on canvas and wood, cm 125 x 60 x

Powder-coated steel, cm 76,2 x 58,4

Courtesy of the artist

n.16

a.15

Suino 09, 2016

20

Courtesy of the artist and Altman Siegel Gallery,

Large Window with Pink, 2008

Serenamente, 2016

n. 26

Coloured pencils on paper, cm 41,5 x 29,5

Courtesy of the artist

San Francisco

Dyed cotton, felt and silk burlap, cm 76,2 x 66,04

Handbag mirrors with graphite words

Grande piatto verde, 2016

Courtesy: Giulio Iacchetti

Finestra, 2016

C.Ar.D. Cutout (Traffic Blue), 2016

Courtesy of the artist

Variable dimensions

Polychrome glass fusion, cm 5 x 35

Suino 10, 2016

Wood assemblage, cm 48 x 52 x 45

Powder-coated steel, cm 76,2 x 58,4

Untitled (Phnom Penh #4), 2007

Unique

Unique

Coloured pencils on paper, cm 41,5 x 29,5

Courtesy of the artist

Courtesy of the artist and Altman Siegel Gallery,

Cotton felt and acrylic, cm 160 x 120,6

Courtesy: Sergio Maria Calatroni

Courtesy: Sergio Maria Calatroni

Courtesy: Giulio Iacchetti

Casa Goldstein, 2012

San Francisco

Courtesy of the artist

a.7

a.16

Suino morente 01, 2016

Photo print on plexiglass, cm 150 x 100

C.Ar.D. Cutout (Large Traffic Yellow), 2016

Jatetok, 2006

n. 17

n. 27

Coloured pencils on paper, cm 41,5 x 29,5

Courtesy of the artist

Powder-coated steel, cm 148,6 x 209,6

Acrylic on muslin, burlap and felt, cm 179 x 275

Vassoio, 2016

Amore, 2016

Courtesy: Giulio Iacchetti

No Way Out

Courtesy of the artist and Altman Siegel Gallery,

Courtesy of the artist

Polychrome glass fusion, cm 40 x 40

Graffiti and white mirrors, variable sizes

Suino morente 02, 2016

White tiles and pillows, cm 60 x 50 x 200

San Francisco

After Corot, 2007

Unique

Unique

Coloured pencils on paper, cm 41,5 x 29,5

Courtesy of the artist

Signed on the back

Courtesy: Sergio Maria Calatroni

Courtesy: Giulio Iacchetti

Courtesy: Sergio Maria Calatroni

Felt, cotton and jute, cm 137 x 162,5

Joe Fyfe

Courtesy of the artist

Matt Keegan

Tam Lin, 2014

Beatocello, 2011

a.8

Matali Crasset

Ulrich Egger

C.Ar.D. Cutout (Carmine Red), 2016

Felt, gingham and cotton banner, cm 203 x 174

Nylon, paper, cloth, cm 96,5 x 73,6

nn. 18, 19, 20

Cattedrale nella stalla, 2016

Casa Goldstein, 2012

Powder-coated steel, cm 76,2 x 58,4

Courtesy of the artist

Courtesy of the artist

Ciotole alte, 2016

Wood, metal, paint, LED lights

Photo print on plexiglass, cm 150 x 100

Courtesy of the artist and Altman Siegel Gallery,

Bull, 2014

Hotel Saghunda, 2011

Limonges porcelain

Environmental dimensions

Courtesy of the artist

San Francisco

Gauze, nylon and cotton, cm 203 x 174

Nylon banner, cotton, cm 96,5 x 76,2

Unique, variable dimensions

Courtesy: Matali Crasset

Casa Goldstein, 2012

C.Ar.D. Cutout (Claret Violet), 2016

Courtesy of the artist

Courtesy of the artist

Signed on the back

Untitled, 1996

Photo print on plexiglass, cm 150 x 100

Powder-coated steel, cm 148,6 x 209,6

Untitled, 2013

Untitled (Three part sculpture), 2012

Courtesy: Sergio Maria Calatroni

Pigment print on fine art archive paper size A3

Courtesy of the artist

Courtesy of the artist and Altman Siegel Gallery,

Cotton, nylon and acrylic, cm 203 x 174

Wood, acrylic, cm 142,2 x 47 x 30

a.9

Courtesy: Matali Crasset

Hotel Principe, 2008

San Francisco

Courtesy of the artist

Courtesy of the artist

Photo print, plaster and iron, cm 166 x 255 x 13

C.Ar.D. Cutout (Gentian Blue), 2016

Arrel, 2010

Calle de Francia II, 2011

n. 21

Vassoio, 2016

Giulio Iacchetti

Courtesy of the artist

Powder-coated steel, cm 76,2 x 58,4

Cotton of various weights, cm 173 x 203

Wood, paper, ink, cloth, cm 91 x 10 each

Limonges porcelain

Salmi e Salami, 2016

L’anno che verrà, 2012

Courtesy of the artist and Altman Siegel Gallery,

Courtesy of the artist

Courtesy of the artist

Unique, signed on the back

Fabric, rope, sponge, sinkers

Photo print, wood frame and plexiglass, cm 190 x

San Francisco

Untitled, 2013

Untitled, 2013

Courtesy: Sergio Maria Calatroni

Variable sizes 12 pieces

128 x 25

C.Ar.D. Cutout (Leaf Green), 2016

Nylon, cotton and acrylic, cm 203 x 174

Fabric on canvas, cm 214 x 178,5

a.10

Courtesy: Giulio Iacchetti

Courtesy of the artist

Powder-coated steel, cm 76,2 x 58,4

Courtesy of the artist

Courtesy of the artist

n. 22

Suino 01, 2016

Palermo, 2016

Courtesy of the artist and Altman Siegel Gallery,

Wat Boh Road, 2014

Mr.Marley, 2015

Contenitore grande, 2016

Coloured pencils on paper, cm 41,5 x 29,5

Photography on canvas and wood frame, cm 130

San Francisco

Cotton flag, nylon, canvas, cm 215 x 109

Cotton, felt, acrylic, cm 120 x 112

108

109

Courtesy of the artist

Bricks and Stoppers, 2013

Venezia 2011

Archival inkjet print mounted on aluminum in

Archival inkjet print mounted on aluminum in

Straps Variation, 2015-2016

KhanJahan, 2010

Archival pigment print, cm 64,8 x 51,4 (framed)

Modelling clay on wood, cm 22 x 18 x 2,5 (with

custom plywood frame, cm 67,30 x 46,67

artist frame with faux alligator skin, cm 106,68 x

Oil on paper, cm 19,05 x 13,97

Commercially dyed cotton, cm 173 x 203

Edition of 3 plus 2 AP (#1/3)

acrylic box, cm19 x 23 x 5,5)

Edition 1/4

71,12

Courtesy of the artist and Kate MacGarry, London

Courtesy of the artist

Courtesy of the artist and Ramiken Crucible, New

Courtesy of the artist and Otto Zoo, Milano

Courtesy of the artist and Nicelle Beauchene

Courtesy of the artist and Nicelle Beauchene

Hem Variation, 2015-2016

Kappabashi¬dori #2, 2013

York

Stratificazione 2011 #3

Gallery, New York

Gallery, New York

Oil on paper, cm 19,05 x 13,97

Cotton on restaurant banner and vinyl tabs, cm

Untitled, 2012

Venezia 2011

17, 2012

Dingbat (15), 2014

Courtesy of the artist and Kate MacGarry, London

181,5 x 51

Silver gelatin print, cm 156,5 x 125,4 (framed)

Modelling clay on wood, cm 22 x 18 x 2,5 (with

Archival inkjet print mounted on aluminum in

Archival inkjet print mounted on aluminum in

Robe Variation, 2015-2016

Courtesy of the artist

Edition of 3 plus 2 AP (#1/3)

acrylic box, cm19 x 23 x 5,5)

custom plywood frame, cm 67,30 x 46,67

artist frame with corrugated steel , cm 106,68 x

Oil on paper, cm 19,05 x 13,97

Soeur Jacques-Marie, 2011

Courtesy of the artist and Ramiken Crucible, New

Courtesy of the artist and Otto Zoo, Milano

Edition 2/4

71,12

Courtesy of the artist and Kate MacGarry, London

Nylon, muslin acrylic, cm 166 x 78

York

Stratificazione 2011 #4

Courtesy of the artist and Nicelle Beauchene

Unique

Cuff Variation, 2015-2016

Courtesy of the artist

555-555, 2012

Venezia 2011

Gallery, New York

Courtesy of the artist and Nicelle Beauchene

Oil on paper, cm 19,05 x 13,97

Bucalino, 2014

Chromogenic print, cm 109 x 88

Modelling clay on wood, cm 22 x 18 x 2,5 (with

38, 2012

Gallery, New York

Courtesy of the artist and Kate MacGarry, London

Vinyl and cotton, cm 111 x 155

Unique

acrylic box, cm19 x 23 x 5,5)

Archival inkjet print mounted on aluminum in

Dingbat (18), 2014

Delft Icon Variation, 2015-016

Courtesy of the artist

Courtesy of the artist and Ramiken Crucible, New

Courtesy of the artist and Otto Zoo, Milano

custom plywood frame, cm 67,30 x 46,67

Archival inkjet print mounted on aluminum in

Oil on paper, cm 19,05 x 13,97

For Vann Molyvann, 2010

York

Impronta Carte/Diario, 2010¬2012

Edition 2/4

custom plywood frame, cm 106,68 x 71,12

Courtesy of the artist and Kate MacGarry, London

Found wood, wood and felt, cm 91,5 x 66 x 25

Untitled Number Work (27,18,14), 2012

Venezia 2012

Courtesy of the artist and Nicelle Beauchene

Courtesy of the artist and Nicelle Beauchene

Courtesy of the artist

Silver gelatin print, cm 132,7 x 105,4

Oil pastels and oil sticks on paper, cm 49 x 60

Gallery, New York

Gallery, New York

Nick Stolle

Vinh Long, 2014

Single edition plus AP (#1/1)

Courtesy of the artist and Otto Zoo, Milano

Dingbat (28), 2015

Dingbat (19), 2014

Fighter, 2015

Plastic and felt, cm 145 x 100

Courtesy of the artist and Ramiken Crucible, New

Sedimentazione 2005 #3

Archival inkjet print mounted on aluminum in

Archival inkjet print mounted on aluminum in

Acrylic on wooden panel, cm 23 x 30,5

Courtesy of the artist

York

Venezia 2013

artist frame with stucco and sprayed acrylic, cm

artist frame with vinyl flooring, cm 106,68 x 71,12

Courtesy of the artist

Blue Balls, 2011

Oil on canvas, cm 60 x 50

106,68 x 50,8

Courtesy of the artist and Nicelle Beauchene

Bird I, 2015

Lucas Blalock

Chromogenic print, cm 52 x 41 (framed)

Courtesy of the artist and Otto Zoo, Milano

Courtesy of the artist and Nicelle Beauchene

Gallery, New York

Acrylic on wooden panel, cm 30,5 x 23

Cacti, cacti, cacti, 2015-2016

Edition of 3 plus 2 AP (#1/3)

Sedimentazione 2007 #7

Gallery, New York

Dingbat (21), 2014

Courtesy of the artist

Archival inkjet print, cm 54,6 x 68,6

Courtesy of the artist and Ramiken Crucible, New

Venezia 2009

Dingbat (29), 2015

Archival inkjet print mounted on aluminum in

Bird II, 2016

Edition of 3 plus 2 AP (#2/3)

York

Oil on canvas, cm 60 x 50

Archival inkjet print mounted on aluminum in

artist frame with stucco and sprayed acrylic, cm

Acrylic on wooden panel, cm 30,5 x 23

Courtesy of the artist and Ramiken Crucible, New

The Mallard, 2011

Courtesy of the artist and Otto Zoo, Milano

artist frame with oil cloth, cm 106,68 x 71,12

106,68 x 71,12

Courtesy of the artist

York

Archival inkjet print, cm 93,3 x 74,3

Carte/Diario

Courtesy of the artist and Nicelle Beauchene

Unique

Performer, 2015

DIAGRAM, 2015-2016

Edition of 3 plus 2 AP (#1/3)

Venezia 2010

Gallery, New York

Courtesy of the artist and Nicelle Beauchene

Acrylic on wooden panel, cm 30,5 x 23

Archival inkjet print, cm 58,4 x 76,2

Courtesy of the artist and Ramiken Crucible, New

Oil pastels on paper, cm 18 x 26 each

Dingbat (2), 2013

Gallery, New York

Courtesy of the artist

Courtesy of the artist and Ramiken Crucible, New

York

Courtesy of the artist and Otto Zoo, Milano

Archival inkjet print mounted on aluminum in

Dingbat (22), 2014

Stage Set, 2015

York

00000, 2010

artist frame with insulation, cm 109,22 x 74,93

Archival inkjet print mounted on aluminum in

Acrylic on wooden panel, cm 23 x 30,5

Odile S., 2015

Chromogenic print, cm 74 x 60 (framed)

Chris Wiley

Edition 2/3

artist frame with fabric, cm 106,68 x 71,12

Courtesy of the artist

Archival inkjet print, cm 61 x 73,7 (framed)

Edition of 3 plus 2 AP (#1/3)

4, 2012

Courtesy of the artist and Nicelle Beauchene

Courtesy of the artist and Nicelle Beauchene

A Crowd, 2015

Edition of 3 plus 2 AP (#2/3)

Courtesy of the artist and Ramiken Crucible, New

Archival inkjet print mounted on alluminum in

Gallery, New York

Gallery, New York

Acrylic on wooden panel, cm 23 x 30,5

Courtesy of the artist and Ramiken Crucible, New

York

custom plywood frame, cm 67,30 x 46,67

Dingbat (7), 2014

Edition 4/4

Archival inkjet print mounted on aluminum in

Patricia Treib

Facing Front, 2016

York

Courtesy of the artist

True Bad Door, 2014

Maria Morganti

Courtesy of the artist and Nicelle Beauchene

artist’s frame with chipboard, cm 109,22 x 74,93

Plant Variation, 2015-2016

Acrylic on wooden panel, cm 23 x 30,5

Archival inkjet print, cm 61 x 76,2

Stratificazione con lapislazzuli

Gallery, New York

Courtesy of the artist and Nicelle Beauchene

Oil on paper, cm 19,05 x 13,97

Courtesy of the artist

Edition of 3 plus 2 AP (#1/3)

Venezia 2013

10, 2012

Gallery, New York

Courtesy of the artist and Kate MacGarry, London

Facing Away, 2016

Courtesy of the artist and Ramiken Crucible, New

Modelling clay, wood, Lapis lazuli, cm 8,7 x 12,8 x 7

Archival inkjet print mounted on aluminum in

Dingbat (9), 2014

Icon Variation, 2015-2016

Acrylic on wooden panel, cm 30,5 x 40

York

(basis, cm 22 x 18 x 2,5)

custom plywood frame, cm 105 x 69,53

Archival inkjet print mounted on aluminum in

Oil on paper, cm 19,05 x 13,97

Courtesy of the artist

Edge of Town (knife block), 2013

Courtesy of the artist and Otto Zoo, Milano

Edition 1/4

artist frame with stucco, cm 106,68 x 71,12

Courtesy of the artist and Kate MacGarry, London

Setting, 2016

Archival inkjet print, cm 60 x 48 (framed)

Sedimentazione 2013 #4

Courtesy of the artist and Nicelle Beauchene

Courtesy of the artist and Nicelle Beauchene

Housecoat Variation, 2015-2016

Acrylic on wooden panel, cm 30,5 x 40

Single edition plus AP (#1/1)

Venezia 2013

Gallery, New York

Gallery, New York

Oil on paper, cm 19,05 x 13,97

Courtesy of the artist

Courtesy of the artist and Ramiken Crucible, New

Oil on canvas, cm 18 x 16

13, 2012

Dingbat (10), 2014

Courtesy of the artist and Kate MacGarry, London

Night, 2015

York

Courtesy of the artist and Otto Zoo, Milano

Archival inkjet print mounted on aluminum in

Archival inkjet print mounted on aluminum in

Frock Variation, 2015-2016

Acrylic on wooden panel, cm 20,5 x 25,5

Hands and feet, 2013

Sedimentazione a ritroso (polyptych in 4 parts)

custom plywood frame, cm 105 x 69,53

artist frame with fabric, cm 106,68 x 71,12

Oil on paper, cm 19,05 x 13,97

Courtesy of the artist

Archival inkjet print, cm 74 x 62 (framed)

Venezia 2013

Edition 1/4

Unique

Courtesy of the artist and Kate MacGarry, London

Edition of 3 plus 2 AP (#2/3)

Oil on canvas, cm 110 x 90 each

Courtesy of the artist and Nicelle Beauchene

Courtesy of the artist and Nicelle Beauchene

Drape Variation, 2015-2016

Courtesy of the artist and Ramiken Crucible, New

Courtesy of the artist and Otto Zoo, Milano

Gallery, New York

Gallery, New York

Oil on paper, cm 19,05 x 13,97

York

Stratificazione 2011 #2

26, 2012

Dingbat (14), 2014

Courtesy of the artist and Kate MacGarry, London
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