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The research of Riccardo Baruzzi is structured around the physical and 
poetic principles of drawing and sound. Rhythm and the movement of drawn 
strokes, the resilience of a surface, the pain in a muscle, the sound and sign 
produced by the falling of a body: every element that connects the limbs 
and the tools of the artist to the canvas or the paper has a value in Riccardo 
Baruzzi’s work. 

The artist born in Lugo in 1976 paints drawings and draws paintings 
to reveal the origin of images, tracing back to the essence as signs. In this 
operation of analysis and subsequent synthesis of the hidden structure of things, 
at times Riccardo Baruzzi involves the human element: the artist’s performance 
works call for the participation of art students, collectors, gallerists, assigned 
a role of interaction with the display of the painting or the very moment of its 
creation. 

Flowers, pornography, madonnas, tackles, horses, divinities, abaci 
all encounter their semantic and pictorial sublimation in a universe of 
semi-transparent canvases, invented brushes, pencils five meters long, perfect 
cacophonies and deceptive euphonies, boxes that tremble, turntables and 
cooling fans that rotate to generate polyrhythms in the widest range of 
timbres.

Recent solo shows
Del disegno e del deserto rosso, The Goma, 
Madrid, ES (2019); Short stories of Fires and 
Carbon, Raum, Bologna, IT (2018); Del disegno 
e della vertigine, Galeria Jaqueline Martins, Sao 
Paulo, BR (2018); Riccardo Baruzzi e Alberto 
Trucco: Duet, Museo di Villa Croce, Genova, IT 
(2017).

Recent group shows
Le realtà ordinarie, Palazzo de’ Toschi, Bologna, 
IT (2020); È strano continuare a pensare che la 
pittura sia fatta per essere vista, MAC – Museo 
d’Arte Contemporanea, Lissone, IT (2018); Pre-
mio GAMEC, Bergamo, IT (2017); Material Life, 
The Goma, Madrid, ES (2017).

Riccardo Baruzzi
(1976, Lugo, IT - lives and works in Bologna, IT)



Riccardo Baruzzi, Del disegno disposto alla pittura,
installation view, 2016, P420, Bologna, IT



«This new cycle of works is composed of canvases in various formats on 
which I draw with pencils. The drawings initially made with water-
color pencils are then treated with wet rags, which erase the signs and 
transform the drawing into a painting. The sign of the colored pencil 
(only one color per work, a monochrome) is diluted and spreads over 
the entire surface of the canvas.

In the titles I insert the code of the selected color, 1600/750 or 8835/38... 
Layers of images, from pianissimo to forte – invisible, imperceptible, 
faint, legible, clear, cutting – dance on the scale of the monochrome, 
between figure and stain. Likewise, the subjects expand from the 
veduta to the portrait, with antique citations and current impressions.»

Riccardo Baruzzi, 2020



Riccardo Baruzzi, 1600_310 mercoledì verso ora di tramonto, 2020
watercolor pencil on canvas, 50 x 60 15/64 in / 127 x 153 cm



Riccardo Baruzzi, 3888 venerdì mattina di luce artificiale, 2020
watercolor pencil on canvas, 39 3/8 x 31 1/2 in / 100 x 80 cm 



Mappe fiorite and Fioriture

Every country has its flora, every sign its geography. In the work of Riccardo 
Baruzzi the cut flowers do not belong to the sphere of the still life, but to 
that of the kalligraphía. The corollas are letters, the stems commas; the vases 
in which they rest are darkened fields. The Fioriture series is split between 
the West and East of the culture of signs, between the cow hair of the brush 
that sinks and the goat hair of the brush that rises; partially dismissing the 
aforementioned brush, Riccardo Baruzzi traces, scratches and presses. The 
precious, light linen gives visibility to the wooden surface of the stretcher, 
also painted, and to a colored paper behind it that calls forth the centuries 
of paper of the art of dye-ing. The collage on multiple levels is enriched by 
a new element in the Mappe fiorite: the free sign of the hand is joined by the 
abrupt straightness of the thread, geometric, surly in spite of itself. The green 
of Baruzzi’s weave – inexpert, nervous, virile embroidery, far from any 
tradition of decorative art – brings the Mappe fiorite closer to tropical hues, 
foreshadowing a world of multicolored pulps and sweet juices that as in ever 
epilogue of the series of Riccardo Baruzzi reunite the sign and the flesh.



Riccardo Baruzzi, Fioritura L.A., 2018
acrylic on wood and paper, graphite and pastel on linen, 

19 7/10 × 15 7/10 in / 50 x 40 cm



Riccardo Baruzzi, Fioritura (Occidente), 2018
mixed on paper and linen,

19 7/10 × 15 7/10 in / 50 x 40 cm



Riccardo Baruzzi, Banana con natura morta rovesciata, 2016
graphite and egg tempera on canvas, 25 5/8 x 29 17/32 in / 60 x 75 cm 



Riccardo Baruzzi, Del disegno disposto alla pittura,
installation view, 2016, P420, Bologna, IT



The production of Irma Blank (Celle, Germany, 1934) fits into the minimal-
conceptual neo-avant-gardes of the late 1960s, proposing a radical and 
very personal solution to the issue of pursuit of an inexpressive and 
de-subjectivized art. In this historical-artistic perspective, the ego and the 
existence of the artist still enter the perimeter of the work, but through an 
attitude that is as impersonal as possible. The artist records the time of living 
through signs and images that are repeated and executed mechanically.

Since the beginning Irma Blank immediately focused - as she says - “on 
writing, stripping it of meaning to charge it with other values. A writing 
purified of sense, an automatic sign that gives voice to the silence”. This is 
precisely the solution, as radical as it is personal, of Irma Blank: a writing not 
linked to knowledge, but to being.

Papers, sheets, canvases, books are the surfaces on which the relationship 
between sign and time is played out. Ink, ballpoint pen, pastels, watercolours, 
acrylic are tools through which the signs occupy the surfaces, and the surfaces 
record the time of an existence through gestures.

From the start of her career, the work of Irma Blank has been structured 
in series of pieces, like phases or movements, even very small ones, along an 
absolutely coherent itinerary. Starting with a limited nucleus of themes and 
questions, each cycles is crossfaded and linked with the next in a fluid, natural 
progression.

Irma Blank has shown at
GAM, Bologna, IT (1977); Documenta 6, Kassel, DE (1977); the 38th Ven-
ice Art Biennale, Venice, IT (1978); Westfälischer Kunstverein, Münster, 
DE (1979); Fondation Nationale des Arts Graphiques et Plastiques, Paris, 
FR (1980); Bibliothèque Nationale de France, Paris, FR (1981, 1996); Bon-
ner Kunstverein and Stadtische Galerie, Regensburg, DE (1981); Musée 
des Beaux Arts, Rouen, FR (1982); Centre Pompidou, Paris, FR (1985, 
2009, 2010 and 2013); Quadriennale, Rome, IT (1986, 2005); Heidelberger 
Kunstverein, Milano, IT (1990); PAC, Milan, IT (1992); Folkwangmuseum, 

Essen, DE (1992); Museo della Fondazione Querini Stampalia, Venice, IT 
(1996); Kunstmuseum, Düsseldorf, DE (1997); Museion, Bolzano, IT (2002, 
2009, 2019); Museo d’Arte Moderna e Contemporanea, Rome, IT (2007); 
MART, Rovereto, IT (2007); Palazzo Reale, Milan, IT (2010); Mostyn Muse-
um, Llandudno, GB (2014); Kunsthalle, Wien, A (2014).

Recent exhibitions include
Hyperspaces, Bombas Gens Centre d’Art, València, ES (2020); Sounds 
Lasting and Leaving, Luxembourg & Dayan, New York, US (2020); Scrivere 
Disegnando. Quand la langue cherche son autre, Centre d’Art Contempo-
rain Genève, CH (2020); Dinamogrammi, Corpo_Mente_Immaginario_Ide-
ologia_Desiderio, Galleria Michela Rizzo, Venezia, IT; This is my body - My 
body is your body - My body is the body of the word, Le Delta, Province de 
Namur, BE (2019); Irma Blank: painting between the lines, Luxembourg&-
Dayan, NY, USA (2019) (solo); Doing Deculturalization, MUSEION, Bolza-
no, IT (2019); Il soggetto Imprevisto. 1978 Arte e Femminismo in Italia, FM 
Centro per l’Arte Contemporanea, Milano, IT (2019); After Babel, MEGA-
RON - The Athens Concert Hall, Athens, GR (2018); Irma Blank, works 
from the collection of Museion, Museion, Bolzano, IT (2017) (solo); Colo-
ri at Castello di Rivoli/GAM, Turin (2017); VIVA ARTE VIVA, the 57th Ven-
ice Biennale (2017); Irma Blank, Life Line, P420, Bologna (2017) (solo).

An ongoing solo exhibition traveling from Culturgest, Lisbon (June 2019) 
to MAMCO, Genève, CH (October 2019); CAPC, Bordeaux, FR (Spring 
2020); CAPC, Bordeaux, FR (Spring 2020); CCA and Bauhaus Foudantion, 
Tel Aviv, IL (Summer 2020); ICA, Milano, IT (Spring 2021); Museo Villa Dei 
Cedri, Bellinzona, CH (Spring 2021); Bomba Gens Centre d’art, Lisbon, PT 
(Fall 2021).
Exhibition catalogue is published by König.

Irma Blank
(1934, Celle, DE - lives and works in Milan)



Irma Blank, Blank, installation view, 
2019, Culturgest, Lisboa, PT



Eigenschriften

«When I was very young I moved to Sicily, a faraway country by the stan-
dards of the time, with another language, another history, other tradi-
tions, habits and customs.

A sunny, hospitable country, of generous, warm people.
Yet something was lacking.
This lack determined the evolution of my entire career. I recorded the dis-

tance between persons, the sense of the incommunicable, of impotence, 
for reasons of education, social and cultural reasons.

I suffered from this.
I began to fill this gap by covering pages and pages with small signs, 

micro-signs, fragments of imaginary alphabets. At the time I was not 
fully aware that I was creating a parallel world, filling the great void of 
linguistic inadequacy.

The inward gaze, a voyage inside myself, a voyage in the world of questions 
that were lacking answers, a sort of diary, written by me, for me.

So I called them Eigenschriften.»

Irma Blank

Interview by Alfredo Cramerotti, 
October 2015



Irma Blank, Eigenschriften, Pagina 69-V, (1970)
pastel on paper, 29 9/16 x 19 7/10  in / 70 x 50 cm 



Detail



Trascrizioni

In the subsequent series of the Trascrizioni Blank’s practice becomes more 
mimetic: with absolute concentration and a very firm hand, the artist 
transcribes the pages of books and newspapers, replacing the language with 
incomprehensible strokes. All that remains of language is a trace, like a 
synthetic remnant or something not yet in focus, a distant echo. Language 
becomes sign and structure. Blank’s writing, in fact, is not to be read, but to 
be looked at. More precisely, looking is like reading from afar. And when 
you take your distance from a written page, you no longer read the single 
words but, if anything, the whole of a phrase, of the lines, the whole of the 
relationships and rhythms that are created on the page.

As Lea Vergine writes in Blue Carnac, Blank concentrates on insistent, 
insisting reection that explores signs: what they are, why they are, how they 
are. This is writing, and at the same time it is not. It is the allusive eld of 
writing, demonstrating one thing to offer a glimpse of another, or its opposite. 
Paradoxically, for writing to manifest itself in its truth it has to be impossible 
to decipher. The absence it achieves is a form of more solid presence: it is thus 
wary of impulsive expressions, and it polishes, removes, subtracts. Its force 
lies in removal. It replaces the banality of the story, the empathy of sentiment, 
with a sort of cold tracing. But this is the only way it has to achieve discipline, 
to regulate itself in order to overcome the sense of true death, of total erasure. 
A form of struggle. What remains of all these signs, these pauses, these lines, is 
the loving labor and the privilege of having created works without beginning, 
end or resolution. An abstract and solitary universe, innitely distant from any 
inhabitable place.

«I witnessed and experienced the crisis of speech, of verbal communication.
I knew about the concerns of the publishing houses regarding the reduced 

interest in reading.
I decided to exaggerate this tendency, transcribing books to offer them for 

reading at a single glance, attaching the pages to the wall, turning the 
sign from negative to positive, from protest, from deconstruction, to 
the zeroing out of convention meaning, the construction of an alterna-
tive world, an open, widened text, an “other” text, getting beyond lin-
guistic limitations.»

Irma Blank



Irma Blank, Trascrizioni, Thinking II, 1974
Indian ink on parchment like paper, 49 pages, 6 

11/32 x 4 17/32 in / 16,1 x 11,5 cm each
(44 3/8 x 31 11/16 in / 112,7 x 80,5 cm overall) 



Detail



Irma Blank, Trascrizioni, Poem with comment I, 1977
Indian ink on parchment paper, 4 pages,

9 27/32 x 25 63/64 in / 25 x 66 cm 



Radical Writings

With the Radical Writings series (from the early 1980s to the mid 1990s), Irma 
Blank makes her sign even more abstract, clarifying its relationship with time. 
The long inscribed marks of colour (first rose and rose-violet, then blue) made 
with a brush on canvas are more linear and uniform. Here Blank literally 
paints “in one breath”, with absolute concentration and without hesitation. 
Here writing is breathing (Schriftung-Atemzug), painting is breathing, 
working is living. Each mark, in fact, has the length of one breath, from left 
to right, from beginning to end, from emptiness to fullness. A the start of 
the stroke the colour is more intense, and the combination of the two panels 
of the diptych generates a shadow zone that still references, though in a less 
imitative form, the space of the book. Writing and painting blend here in the 
continuity of a time-sign.

«After about 10 years of Trascrizioni a great restlessness announced changes.
I began to be interested in interpersonal relations: between me and you, 

the tension, the inclination towards the other. I needed an extensive, 
radical sign, in tension between two poles, beginning and end, full and 
empty, birth and death. The tension towards fulfillment.

My experiments convinced me that only the paintbrush could be the suit-
able tool.

With the flat brush I went slowly, with extreme concentration, from edge 
to edge, left to right, full to empty, without stopping.»

Irma Blank



Irma Blank, Radical Writings, Il corpo del silenzio 24-2-83, 1983
oil on canvas, 11 13/16 x 11 13/16 in / 30 x 30 cm



Irma Blank, Radical Writings, Pagina, dal libro totale, 1986
watercolor on card, 4 pages, 29 59/64 x 22 3/64 in / 76 x 56 cm each

(59 27/32 x 44 3/32 in / 152 x 112 cm overall)



Irma Blank, Radical Writings, Dal libro totale, Zweiseitig_doppia pagina VII, 1983
watercolor on paper, diptych, 9 29/64 x 6 11/16 in / 24 x 17 cm each

(9 29/64 x 13 25/64 in / 24 x 34 cm overall)



Irma Blank, Radical Writings, Abecedarium 2-4-91, 1991
oil on canvas, 79 59/64 × 29 17/32 in / 203 x 75 cm



Irma Blank, Radical Writings, Schrift-Atem-Übung 7-3-88, 1988
oil on canvas, diptych, 25 19/32 x 12 1/64 in / 65 x 30,5 cm each 

(25 19/32 x 24 1/64 in / 65 x 61 cm overall) 



Irma Blank, Radical Writings, Schrift-Atem-
Aufzeichnungen V 15-10-91, 1991

oil on cardboard, 13 37/64 x 27 3/4 in / 34,5 x 70,5 cm



Irma Blank, Radical Writings, Exercitium, 1992
acrylic on card, 14 49/64 x 22 3/64 in / 37,5 x 56 cm



Irma Blank, Radical Writings, Exercitium A, 1988
acrylic on paper, 6 11/16 x 9 1/4 in / 17 x 23,5 cm



Avant-testo

With the Avant-testo series (since the end of the 1990s) the gesture becomes 
more chaotic and convulsive. If the references to the practice of writing and 
the space of book have been more evident, up to this point, in this series Blank 
seems to look to a primordial sign, utterly without form, utterly without 
structure. We are on a level of pure action, pure gesture. Clutching a bundle 
of ballpoint pens, Blank traces signs with rotary movements, from the outside 
inward with respect to the body. In all the research her inscribed signs always 
have an extensive character in the stretching of the writing self towards the 
other, towards the world. In the Avant-testo series, in the other hand, we see 
a movement of closure, which starts with the self and returns to the self. The 
surface is filled, becomes magmatic material, saturated and impenetrable. 
Only at the margins is there a greater transparency, letting us glimpse the 
progress of the sign. On the other hand, perhaps never before as in the series 
has the artist given herself so totally, unconditionally, to the work. What 
seems like a nihilist, negative gesture is an action of total emptying out of the 
subject, of self-abandon to grant oneself to others.

«The gaze that had lingered over the social was now oriented inward, 
towards depth, the darkness of the self.

The reverse side of the soul. Large works emerged.
With two hands, clutching bunches of ballpoint pens, I wrote with a rotat-

ing motion, the essence of life. Illegible, impenetrable.
They are the Avant-testo works.
The mirror of the unconscious, and frozen time.»

Irma Blank



Irma Blank, Avant-Testo I, 26–7–03, 2003
ballpoint pen on polyester, 17 33/64 x 15 23/64 in 

/ 44,5 x 39 cm



Gehen

«I think we are inside our doing, through our body, in time. Time accom-
panies us, but we also accompany time, and as we proceed every 
occurrence, including errors, finds its balance, until life coincides with 
a path of signs, a road that goes from the beginning to the end. This 
movement is legible in every one of my works, but recently there has 
been a personal event that has affected me, an illness that prevents me 
from walking. As always happens, first there is a loss, an affliction, 
and then a creative gesture arises from it. Now I have a very differ-
ent relationship with what I do: before this block I always went from 
the inside to the outside, I always thought of the hand as a tool to go 
towards others. Now I think about the foot, the earth, the space to be 
crossed. For a year and a half I have called all my new works Gehen, 
Second Life: and, you see, in these works I move once more, I experience 
the going.»

Irma Blank



Irma Blank, Gehen, Second life, giugno 2018
marker on transparent paper, 5 53/64 x 4 9/64 in / 14,8 x 10,5 cm 

(x3) (5 53/64 x 12 13/32 in / 14,8 x 31,5 cm overall)



Irma Blank, Gehen, Second life A, aprile 2018
black marker on transparent paper, double page, 

8 17/64 x 11 47/64 in / 21 x 29,8 cm



Irma Blank, Blank, installation view, 
2019, Culturgest, Lisboa, PT



Adelaide Cioni studied drawing at UCLA, Los Angeles, and holds a BA in 
Sculpture from the Academy of Fine Arts in Rome (2015). With an MA in 
contemporary history and a master’s degree in Literary Translation, for ten 
years she translated American literature ( John Cheever, David Foster Wallace). 
In 2012 she decided to quit translating, thereby she started her artistic practice. 
In 2014 she was resident for six months at Cité internationale des arts, Paris, 
and won premio Celeste. In 2015 she was resident in Villa Sträuli, Switzerland. 
In 2016 she moved to Umbria, and opened with Fabio Giorgi Alberti a space/
studio called “Franca.” She has shown her work in independent spaces and 
institutional places, in Italy and abroad. Adelaide Cioni’s artistic practice 
stems from drawing, and goes on to assume environmental dimensions. 

Her artistic journey tells of an urgency for expression which goes beyond 
any locution, and dries itself in order to reach the eyes and go straight to 
the memory and the heart of the viewer. While her works attract for their 
apparently naïf nature, at a closer look, they betray layers of ancestral 
messages. The choice of materials, often put together by assonance and tactile 
properties, reveals a meticulous and patient work. The manual practice of 
stitching, ancient and often erroneously noted by genre, translates itself in a 
ritual which captures the viewer triggering multiple questions. 

 The subjects are often taken from everyday situations, both from the 
physical space we inhabit and from the psychological space which is rooted in 
our personal memory and becomes collective. [...] Animals, popsicles, chairs, 
radiators, scotchtapes, bodyparts, stylized and enormous, gain a primordial 
expressive charge which reaches the eye of the viewers unbridled and full of 
strength.

Recent shows
Shape, color, taste, sound and smell, Adelaide 
Cioni/Guy Mees, P420, Bologna, IT (2019); 
Tomo, semestrale di scritti d’artista, Viaindus-
triae publishing (2019); Madonna del Pozzo, 
Spoleto, IT (2019) (solo); Performance with 
Fabio Giorgi Alberti, Straperetana (2019); Festa 
Franca. A chi ce l’ha lo dica, Cannara (PG), IT 
(2018); Arte per tutti, CIAC gallery, Foligno, IT 
(2018); Che fare?, Una Vetrina, The Independent 
Project-MAXXI, Roma, IT (2018); Roar, Spazio 
Ulisse, Chiusi, IT (2018); Pink punk performance, 
with Fabio Giorgi Alberti, da Franco, Roma, IT 
(2018); Riattivazione di Amleto per due voci di 
Ulises Carrión, with Fabio Giorgi Alberti, Fonda-
zione Giuliani, Roma, IT (2018); Palio per la Quin-
tana di Foligno, Foligno, IT (2018); Straperetana, 
Pereto (AQ), IT (2017); à propos de bacchelli, 
MAMbo, Bologna (2015).

Adelaide Cioni
(1976, Bologna, IT)

text by Marta Silvi



Adelaide Cioni, Shape, color, taste, sound and smell,
installation view, 2019, P420, Bologna, IT



Adelaide Cioni, Go easy on me, two pink ones with red sticks, 2020
wool stitched on canvas, 55 29/32 x 59 1/16 in / 142 x 150 cm



Side view



Details



Adelaide Cioni, The black holes, number 3, 2020
wool stitched on canvas,

40 35/64 x 33 5/64 in / 103 x 84 cm



Detail



Adelaide Cioni, Ab ovo. Green palm, 2020
wool stitched on canvas,

62 13/64 x 46 29/64 in / 158 x 118 cm



Detail



Adelaide Cioni, Go easy on me, one pink, 2019
Indian ink and vinyl paint on vintage paper,

11 × 8 7/10 in / 28 x 22 cm



Adelaide Cioni, Go easy on me, one yellow, 2019
Indian ink and vinyl paint on vintage paper,

11 × 8 7/10 in / 28 x 22 cm



Adelaide Cioni, Shape, color, taste, sound and smell,
installation view, 2019, P420, Bologna, IT



Victor Fotso Nyie artistic research brings him to explore human variety 
and its beauty. Today, unfortunately, we live in a world that pretends to be 
open, but which is in fact afraid of differences. By accepting the other and by 
entering into their real and emotional universe, many cultural and ideological 
barriers can be broken.

Works that recall his land of origin, Africa, blend with others who 
metaphorically portray the globalized world we live in. However, he always 
focus on spirituality and human soul.

Victor Fotso Nyie
(1990, Douala, Camerun, lives and works in Faenza, IT)

Recent shows
III Biennale d’Arte don Franco Patruno, Museo 
MAGI ’900, Pieve di Cento (BO), IT (2019); 
To be going to, P420, Bologna, IT (2019); Il 
colore interiore, le strade bianche, Prioria di 
S. Lorenzo, Montelupo Fiorentino, IT (2019); 
Banca BCC, Faenza, IT (solo) (2018); Galle-
ria Artforum, Bologna, IT (2018); Open Tour, 
Accademia di Belle Arti di Bologna, Bologna, IT 
(2018); Biennale d’Arte Don Patruno, Cento, IT 
(2017); Terza edizione del Concorso Nazionale 
2017 “CeramicAppignano” Convivium, Appigna-
no, IT (2017); ArtSTORIA 5x5x5: 5 film, 5 artisti, 
5 poetiche, Cinema Astoria, Ravenna, IT (solo) 
(2017); Pre-festival delle Culture di Ravenna, 
Caffè Letterario, Ravenna, IT (solo) (2017); B&B 
Accademia di Belle Arti di Ravenna, Ravenna, 
IT (2017); Mostra itinerante dei borghi d’Italia, 
Chiesa di San Giovanni, Castel di Tora, IT (2017).



Victor Fotso Nyie, To be going to,
installation view, 2019, P420, Bologna, IT



Victor Fotso Nyie, Fantasia, 2020
glazed Faenza ceramic and gold,

16 17/32 x 9 27/32 x 11 13/16 in / 42 x 25 x 30 cm 



Frontal view



Back view



Victor Fotso Nyie, Furbizia, 2020
glazed Faenza ceramic and platinum,

12 63/64 × 11 1/32 × 16 17/32 in / 33 x 28 x 42 cm



Frontal view



Victor Fotso Nyie, To be going to,
installation view, 2019, P420, Bologna, IT



He studied visual arts in the la Escuela Nacional de Pintura, Escultura y 
Grabado, “La Esmeralda” in Mexico City and he completed his masters at the 
Akademie der bildenden Künste Karlsruhe, in Karlsruhe, Germany, in the 
class of artist Silvia Bächli.

Rodrigo Hernández has developed a poetics in which elements coming 
from literature, art history and the observation of the word converge in a 
new, evolving vocabulary spoken by the surface of things. As if they were left 
alone flirting with each other, visual and conceptual motives get entangled 
and eventually reproduce themselves generating each time an outcome that 
looks like a yet unknown form of life that is however totally at ease with us as 
viewers.

The result, poetic and somehow ironic, looks like the coming together 
of a universe intented to seek balance between physics and metaphysics, 
figuration and abstraction. It is no coincidence that consistent aspects of 
such a universe are explicitly inspired by the metaphysical paintings of 
Italian painter Giorgio de Chirico. If he depicted mannequins and statues in 
his landscapes, Hernández usually presents a human silhouette in different 
stages of abstraction. This figure, however, is never what we understand as an 

“individual”; without ever exhibiting traits of singularity, it functions instead 
as a link between the artist, the work and the viewer and tell us, through the 
most generic nature of its traits, that it is through that which is most common 
that the individual becomes accessible. [...]

In a way that is subtle and unostensive, without asking Hernández induces 
the viewer to follow the associative method that informs his practice. Looking 
at his work is like translating poetry: an act that is only possible if translators 
become poets themselves.

Rodrigo Hernández
(1983, Mexico City, MX - lives and works in Lisbon, PT)

text by C. Vecchiarelli

Recent solo shows
SCAD Museum of Art, Savannah, Georgia, USA (2020); ¿Qué escuchó 
cuando escucho el discurrir del tiempo?, Sala de Arte Publico Siqueiros, 
Mexico City (2019); Who loves you?, Kunsthalle Winterthur, Winterthur, 
CH (2019); A Complete Unknown, Midway Contemporary, Minneapolis, US 
(2019); O mundo real não alça voo, Pivô, São Paulo, BR (2018); The gourd 
and the fish, Salts, Basel, CH (2018); Stelo, P420, Bologna, IT (2017).

Recent groups shows
International Artist Residency, Istanbul Modern Museum, TR (2020); 
El nudo, Carreras Mugica, Bilbao (2019); Future Generation Art Prize, 
Victor Pinchuk Foundation, shortlist exhibition, Palazzo Ca’ Tron, Venezia 
and PinchukArtCentre, Kiev, UA (2019); No habrá nunca una puerta. Estás 
adentro. Obras de la Coleção Teixeira de Freitas, Santander Fundación, 
Madrid, ES (2019); Amaretto, Villa Vertua Masolo, Nova Milanese, IT 
(2019), Enchanted Bodies / Fetish for Freedom, GAMeC, Bergamo, IT 
(2018); Kunstverein Freiburg, DE; Kunsthalle Basel; Nuevo Manifesto de 
Cine Mexicano, Lodos, Mexico City, MX (2018).



Rodrigo Hernández, A Complete Unknown, 
installation view, 2019, Midway Contemporary, 
Minneapolis, US



Rodrigo Hernández, Epigrama, 2020
oil color on cardboard and papier-mâché,

25 63/64 x 15 7/10 x 9 27/3 in / 66 x 40 x 25 cm



Side view



Side view



Back view



Rodrigo Hernández, A Complete Unknown 6, 2019
oil color and on cardboard and papier-maché,

23 5/8 x 16 59/64 x 5 33/64 in / 60 x 43 x 14 cm 



Side view



Rodrigo Hernández, A Moth to A Flame, 
installation view, 2020, SCAD, Savannah, US



Her recent exhibitions include
Topografias Rurais / Rural Topographies, Galerias Municipais (Galeria 
Quadrum), Lisbon, PT (2019); GIGANTISME, Dunkerque Triennale, 
Dunkerque, FR (2019); Ex-East-Past and recent stories of the Romanian 
Avant-gardes, Espace Niemeyer, Paris, FR (2019); MATTER: GENDER, 
ART AND ECOLOGY, CDAN (Centro De Arte Naturaleza), Huesca, ES 
(2018); Christmas trees for the years to come, Art Unlimited, Basel, CH 
(2018); Art Encounters 2nd edition. Life A User’s Manual, Contemporary 
Art Biennale, ArtEncounters, Timisoara, RO (2017); The force of 
photography. Works from the Museion Collection, Museion, Bolzano, IT 
(2016); Ecologist Arte e Natura al di là del Muro, Parco Arte Vivente (PAV), 
Torino, IT (2016). 

Lupas’ works were showed in
Works on the Edge. A New Selection of the Collection of the Ludwig 
Múzeum I, Ludwig Museum, Museum of Contemporary Art, Budapest, HU 
(2005); Global Conceptualism - Points of Origin, 1950s-1980s, MIT List 
Visual Arts Center, Cambridge, US (2000); Global Conceptualism: Points 
of Origin 1950s–1980s, Queens Museum of Art, New York, US (1999); 
18th Bienal de Sao Paulo, São Paulo, BR (1985); Biennale de Paris, Paris, 
FR (1973). 

Her works are in important public collections as
Muzeum Susch by Grazyna Kulczyk, Susch, CH; Tate Modern, London, 
UK; Savaria Muzeum, Szombathely, HU; Seoul International Fine Arts 
Center, KR; Centralne Museum, Wlókiennictwa, Lódz, PL; Museum of 
Rumanian Contemporary Art, Galati, RO; Amos Andersonin Konstmuseum, 
Helsinki, FI; University Babes - Bólyai, Cluj, RO; National Art Museum, 
Bucharest, RO; Hungarian National Gallery, Budapest, HU; Museum 
of Contemporary Art, HU; Szent Istvàn Museum, Székesfehérvar, HU; 
Queens Museum of Art, New York, US.

The installation of Solemn Process is on show at the Extended Permanent 
Collection, Tate Modern, London, UK (from 2016).
Recently his Christmas trees for the years to come (2018) was purchased 
by Centre Pompidou, Paris.

Ana Lupas
(Cluj, RO, 1940, lives and works in Cluj, Romania)

Ana Lupas lives and works in Cluj, Romania. She studied at the Institutul 
de Arte Plastice Ion Andreescu, in Cluj. Lupas started to work with textiles, 
happenings and installations from the Sixties, and her conceptual approach 
strongly influenced a whole generation of Romanian artists in the 1970s and 
1980s.



Ana Lupas, Memorial of Cloth, 
1991, Bucharest, RO



Ana Lupas, Portrait, 1985
white porcelain, cobalt blue pigment,

11 27/64 x 7 3/32 x 7 43/64 in / 29 x 18 x 19,5 cm 



Side view



Ana Lupas, Insignias of power, 1988
porcelain, wood, 36 59/64 x 9 27/3 x 4 23/32 in

/ 93,8 x 25 x 12 cm



Side view



Ana Lupas, work in progress for Humid Installation, 
1994, (Adapted for the Ausstellungs Halle, Bonn, DE)
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